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“We need to
question our
certainties; small
details make all
the difference.”
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“To know that
barriers to culture
do not only exist
at my workplace.
Each workplace
has got its own
barriers, we have
to know how to
identify them and
then deconstruct
them.”
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A.
Introduction
In July 2016, Acceso Cultura | Access Culture presented a project to the Calouste
Gulbenkian Foundation which involved a series of meetings at national level
(namely, the 21 intermunicipal communities and the two autonomous regions –
Azores and Madeira), in order to reflect on what constitutes a barrier to cultural
participation. The two metropolitan areas (Lisbon and Porto), where Acesso
Cultura has a more permanent and intense presence, were excluded from the
project.
Acesso Cultura considers that, thanks to the continuous promotion of
accessibility and the legislation in force, professionals in the cultural sector are
more aware now of the existence of physical barriers to cultural venues. However,
in addition to the legislation not being implemented, it is also true that our
reflection on access does not go much further than the physical aspect and,
even in this case, beyond the need for ramps and adapted bathrooms.
Throughout its activity – courses, debates, annual conferences, studies and
publications – Acesso Cultura seeks to promote reflection and debate regarding
the concept of access. It also seeks to create a greater awareness of what is
lacking in physical access, but also to introduce the equally significant concepts
of social and intellectual access.
In a sector that has become accustomed to thinking and asserting that there
is no interest in culture in Portugal or that the Portuguese are “uncultured”, it is
urgent that cultural agents have a more holistic view of what constitutes “access”
and be aware of the barriers – physical, social and intellectual – they are often
themselves creating in access to culture.
In 2017, Acceso Cultura, with the support of the Calouste Gulbenkian Foundation,
held meetings in all Portuguese intermunicipal communities, as well as in the
two autonomous regions. They were called “Beyond the Physical: Barriers to
Cultural Participation”. With this report, we intend to share what we learned
and what the participants shared with us – through surveys, but also in the
discussions that took place during the meetings. These data are complemented
by six interviews with those responsible for cultural projects developed in various
parts of the country.
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Meeting in Beja, Instituto Politécnico de Beja
© Acesso Cultura
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“It made me
think, question
what I do every
day and why.”
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B.
The development
of the project
In order to initiate the contacts with the organisations and the professionals we
wished to involve in this project, we first got in touch with all intermunicipal
communities (21) and the associations of municipalities of the autonomous
regions (2), as well as with the Regional Directorates of Culture. We intended to
create an updated list of all city councillors for Culture in the municipalities that
constitute each intermunicipal community. After that, and with the help of the
city councillors, we would try to identify and list as many cultural organisations as
possible (museums, libraries, archives, theatres, cinemas, cultural centres, dance
and theatre companies, orchestras) in each municipality.
What happened at this stage of the project was:
▶▶ Most of the organisations we contacted did not answer, despite
repeated emails and phone calls. There were also a few who refused
to give us the contacts requested, as if they were confidential
information.
▶▶ However, some organisations took us by surprise with their enormous
expression of interest, involvement and efficiency, promptly offering us
space for the meetings.
▶▶ In some cases, city councillors for culture demonstrated a different
understanding of what a “cultural organisation” is. Although in our
e-mails we clearly referred to museums, libraries, archives, theatres,
cinemas, cultural centres, dance and theatre companies and
orchestras, in many cases we received the contacts of social and sports
associations, day care centres for the elderly, etc.
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Given this situation, Acceso Cultura tried to make the most complete list possible
of the cultural organisations in each municipality, also drawing on the help of
five volunteers, who sought to identify the missing contacts through City Council
websites.
In the next phase, we defined the venues and dates of the meetings, we started
promoting them and we opened registration. Aware of the existence of flaws in
our list of contacts, we asked the organisations and individuals that were already
on our list to help us spread the word.
Before each session, a brief questionnaire was sent to those who had signed
up regarding their understanding of the concept of “access” and what they
were already doing about it. After each session, a questionnaire was sent to the
participants in order to evaluate the facilitators’ performance, expectations and
results, things that were lacking.
Some things worth mentioning regarding this phase of the project:
▶▶ Although we sent a reminder a few days before the meeting, asking
those who would be unable to attend to let us know (as, in some
cases, we had people on a waiting list), several people did not show up
without warning us. This made us question the option of participating
in the sessions free of charge (this is a fact often mentioned by culture
professionals regarding their own activities and the lack of public
participation: “No value is attributed to what is given for free”).
▶▶ In some intermunicipal communities there were very few participants,
considering the number of organisations that had been contacted.
Those who attended regretted the absence of their colleagues,
praising, at the same time, the effort to decentralise and the quality
of the session.
▶▶ When we tried to insist with some organisations, especially when
we noticed the total absence of representatives from certain
municipalities, we realised that in many cases our colleagues were
unable to participate because they were the only people responsible
for a specific service. Should they be absent, the service would close.
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“The session
gave me various
ideas, through the
examples shown,
and obliged me to
look within in order
to see what needs
to be improved.”
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C.
Calendar of
the meetings
CIM Algarve 15 Mar
Faro, Direcção Regional de Cultura do Algarve
CIM Médio Tejo 03 May
Entroncamento, Museu Nacional Ferroviário
CIM Oeste 16 May
Alcobaça, Cine-Teatro de Alcobaça
CIM Alentejo Central 24 May
Évora, Fórum Eugénio de Almeida
CIM Lezíria do Tejo 31 May
Santarém, Teatro Sá da Bandeira
CIM Tâmega e Sousa 12 Jun
Penafiel, Museu Municipal de Penafiel
CIM Cávado 13 Jun
Braga, Museu de Arqueologia D. Diogo de Sousa
CIM Alto Minho 23 Jun
Viana do Castelo, Museu de Artes Decorativas
Região Autónoma dos Açores 27 Jun
Ponta Delgada, Biblioteca Pública e Arquivo Regional Ponta Delgada
CIM Ave 29 Jun
Guimarães, Palácio Vila Flor
CIM Viseu Dão Lafões 30 Jun
Vila Nova de Paiva, Auditório Municipal Carlos Paredes
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CIM Região de Aveiro 21 Sep
Ílhavo, Laboratório das Artes – Teatro Vista Alegre
CIM Beira Baixa 25 Sep
Idanha-a-Nova, Centro Cultural Raiano
CIM Região de Coimbra 4 Oct
Coimbra, Museu Nacional Machado de Castro
CIM Alentejo Litoral 09 Oct
Grândola, Cineteatro Grandolense
CIM Terras de Trás-os-Montes 09 Oct
Bragança, Sede da Comunidade Intermunicipal
CIM Alto Tâmega 20 Oct
Chaves, Biblioteca Municipal
CIM Beiras e Serra da Estrela 23 Oct
Pinhel, Museu Municipal de Pinhel
CIM Alto Alentejo 6 Nov
Ponte de Sor, Centro de Artes e Cultura
CIM Douro 7 Nov
Foz Côa, Museu do Côa
CIM Região de Leiria 13 Nov
Leiria, Museu de Leiria
CIM Baixo Alentejo 16 Nov
Beja, Instituto Politécnico de Beja
Região Autónoma da Madeira 27 Nov
Funchal, Teatro Municipal Baltazar Dias

Number of participants: 477
Facilitators:
Ana Braga, Archaeologist – Museologist
Joaquim Jorge, Anthropologist
Maria Vlachou, Museologist – Cultural Manager
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Meeting in Évora, Fundação Eugénio de Almeida
© Acesso Cultura

Meeting in Ílhavo, Teatro Vista Alegre
© Acesso Cultura
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Meeting in Idanha-a-Nova, Centro Cultural Raiano
© Acesso Cultura

Meeting in Grândola, Cineteatro Grandolense
© Acesso Cultura
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Meeting in Pinhel, Museu Municipal de Pinhel
© Acesso Cultura

Meeting in Leiria, Museu de Leiria
© Museu de Leiria
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“To put myself in
the shoes of those
I wish would come
to visit us and use
our services.”
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D.
Evaluation
The two main objectives of the meetings were:
▶▶ To share a more holistic, broader view of “access”, going beyond the
usual physical issues;
▶▶ To raise awareness regarding the role and responsibilities of cultural
practitioners themselves in creating barriers.
In order to evaluate the extent to which these two main objectives were met, we
conducted two types of consultation with the participants:
1. Pre-meeting survey:
Before each session, a brief questionnaire was sent to those who had signed up
with the following questions:
▶▶ What does “access” mean to you?
▶▶ Why do cultural organisations need to be concerned with the
promotion of access to their venues and programming?
▶▶ What does the organisation you work for do in order to promote
access?
▶▶ What are the barriers in the implementation of solutions that promote
access to cultural venues and their programming?
2. Post-meeting survey:
Following each meeting, a questionnaire was sent to all participants, which
included a grid for the evaluation of the facilitators, as well as the following
questions:
▶▶

What were your expectations when you signed up?

▶▶

What did you like the most?

▶▶

What was missing?

▶▶

What is the most important thing you took away with you?

20
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1.1

What does “access” mean to you?

Other
Access to content / information / comprehensible
Inclusion
Physical access
Create adequate conditions for access /remove barriers
Allow / make possible / facilitate access
Easiness / freedom / possibility / capacity to access
Access for all / access on equal terms / full access
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Most respondents used the terms “for all” / “on equal terms” / “full access” to define
access.
Next, there are two types of definition: one that is related to the “user” (when the
person has the easiness / freedom / possibility / capacity to access); another that
concerns those who work in a particular cultural organisation and who “allow /
make possible / facilitate access”.
The latter, together with the answer “Create adequate conditions for access /
remove barriers”, which comes next, may be revealing a certain awareness that
culture professionals are some kind of “guardian”, whose actions are able to
facilitate or bar access. At the same time, the repeated use of the term “allow
access” may be indicating a certain lack of awareness that access is the right of
every person.
We would also like to highlight the fact that fifteen (15) people associate access
specifically to “physical access”.
Only nine (9) people define access as a right. These answers are included in
“Other”. Other references here aggregated, all with an incidence below ten (10), are
expressed with words such as “autonomy”, “enjoyment”, “comfortable / pleasant /
safe”, “of quality”, “welcoming”.

22

1.2

Why do cultural organisations need to be concerned
with the promotion of access to their venues and
programming?

Other
It is a right
Promote inclusion / equality
Attract new audiences / diversify /reach the largest number
of people
It is their mission / It is their duty / This is what they are for
It belongs to everyone
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Once again, the expression “for all” (it belongs to everyone) is used to explain
why cultural organisations are responsible for access, associated to the
answer that this is the people’s right (with a greater incidence here than in the
previous question). This sense of responsibility is also reflected in the second
most frequent response, which indicates that this is the mission of cultural
organisations and it is their duty.
It should also be noted that a large number of respondents consider that,
in dealing with access issues, we are able to attract new and more diverse
audiences, to reach more people. The following answer is also associated with
this issue, stating that, through access, we promote inclusion and equality. It is
important that this is mentioned here. Investment in access is often questioned
by hierachical superiors, who do not take into consideration the fact that there is
a return on investment, through the purchase of tickets by people who otherwise
would not come (followed by their relatives and friends), due to lack of access.
In “Other” we have brought together answers that were less frequent (an
incidence below 10), such as: to democratise access to culture; to promote
democracy; for people to grow up, to be more educated; because the population
is diverse; to gain visibility; because we all need or will need better conditions of
access, among others.
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1.3

What does the organisation you work for do in order
to promote access?

Other
Clear language
Outreach (other venues, day care centres, prisons, schools)
Promotion
Diverse programming
Free entries / low prices
Adapted activities
Braille / tactile materials
Physical access (ramps, elevators, WC, itineraries, parking,
seats)
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It is clear here that most initiatives focus on physical issues, related to mobility.
This is the most common way of looking at access and the one that is provided
by law.
Even so, the answers that follow, although they are less frequent, refer to several
other provisions, more diverse and not only related to physical access: braille and
tactile materials, adapted activities, diverse programming, free tickets, publicity,
outreach activities
In “Other”, we put together answers that were less frequent (an incidence below
10). Foreign languages, interpretation in Portuguese Sign Language, guided
tours, transportation or assistance, audiovisual contents, adapted timetables,
integration of people with special needs in the team, inclusion of accessibility in
project specifications (mainly architectural projects), among others.
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1.4

What are the barriers in the implementation of
solutions that promote access to cultural venues
and their programming?

Other
Lack of interest
Lack of policies / strategies
Mentality
Human resources
Old / historic buildings
Lack of knowledge / sensitivity / training
Financial resources
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People working in the field point to a well-known problem: the lack of financial
resources to work on access. It is important to note here that, in many cases,
there is no lack of awareness or sense of responsibility, but rather, a lack of
financial capacity.
However, they also point out the lack of knowledge and training in this area and
the lack of human resources with technical capacity to deal with these issues.
Several respondents also referred to the impossibility of making changes in old,
historic buildings. They also highlight the lack of policies and strategies, the lack
of interest and the mentality about these issues.
In “Other” we have put together answers that point to other failures, such as lack
of legislation, supervision, promotion, reflection, cultural habits, time, among
others.
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2.1

Evaluation of the facilitators
The participants evaluated the facilitators’ performance in relation to the
following aspects:
▶▶

Technical preparation

▶▶

Ability to transmit concepts

▶▶

Ability to create moments of dialogue

▶▶

The contents corresponded to the subject announced

On a scale of 1 to 4 (1: dissatisfied, 2: not very satisfied, 3: satisfied,
4: very satisfied), the average evaluation was 3.8.
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2.2

What were your expectations when you signed up?

To improve my work
To share experiences
To get updated
To discuss physical barriers
To go beyond physical barriers
To jointly reflect on access / the barriers
To learn
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The vast majority of participants who responded to the survey said that they
signed up for the session with the expectation of learning. They then said that
they wished to participate in a joint reflection on what constitutes “access” and
“barrier”. Quite a few respondents said that they expected the conversation
not to go beyond physical barriers, most of them admitting that it was a big
and pleasant surprise to discover that the session was not limited to that, thus,
exceeding their expectations. Other people, perhaps those who paid more
attention to the promotion of the meetings, came precisely with the expectation
of talking about more than physical barriers, namely, social and intellectual
barriers.
Regarding the degree to which the sessions corresponded to the initial
expectations, and on a scale of 1 to 4 (1: unsatisfied, 2: not very satisfied,
3: satisfied, 4: very satisfied), the average evaluation was 3.8.
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2.3

What did you like the most?

Other
To realise that there are solutions
To become more aware of barriers I didn’t know of
The sharing of experiences
The practical examples
The approach
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Most participants who filled out the survey replied that what they appreciated
the most was the way the session was held. They referred in particular to the fact
that the sessions had an informal and relaxed tone, to the simplicity and clarity
of the discourse, the dynamism of the facilitators and the humanity and emotion
they transmitted.
Next, they referred to the fact that the discussion was based on multiple
practical examples, which gave the opportunity to get to know concrete cases,
good and bad practices.
It is worth noting that, although less frequently, some participants pointed
out that they became more aware of barriers they did not know of and that
they realised that there are solutions.
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2.4

What was missing?

Other
Practical exercises
More debate / sharing
More Portuguese examples / examples from the area
The participation of more people
More practical solutions
More time
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The vast majority of participants who responded to the survey would have liked
the sessions to have a longer duration (they were 6-hour-long), to be able to
deepen the discussion, explore concrete solutions, etc. Adding to that, in the
open comments, 39 people spoke of the need for more training in their region
and four (4) praised the fact that the organisation of these sessions promoted
decentralisation.
We would also like to point out that several people expressed their
disappointment at the absence of their hierarchical superiors (10), as well as of
other colleagues and specialists from other areas (7).
Some people mentioned that they needed more space for discussion with and
between participants, more Portuguese examples and more practical examples.
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2.5

What is the most important thing you took away
with you?
Other
Access goes beyond the physical
It is possible to act / find solutions
A need for constant reflection and debate
Small details that bring about big changes
Common problems / I am not alone
Something that depends on all of us
A more critical spirit
Motivation to work on those issues
New knowledge / an interest in learning more
A broader vision / a different awareness / ideas
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Most participants who responded to the survey said that the sessions
contributed to gaining a broader view of access, a different awareness. Many said
they got new knowledge and wanted to learn more. Some specifically referred to
the motivation to make changes and implement certain ideas at their workplace
and also to the fact that they left with a more critical view of what constitutes
access and cultural participation.
Another group of answers relates to people who realised that there are
common problems and that they are not alone in their struggle; that this
work depends on everyone; that small details can bring great improvements.
This leads us to conclude that the participants acquired a broader vision and
a greater awareness about the themes addressed in the sessions.
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“I want to thank
you for the
fact that there
has been a
concern with
decentralisation,
so that this
kind of training
reaches all culture
professionals.”
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E.
Things to think
about
The two main objectives of the “Beyond the Physical: Barriers to Cultural
Participation” sessions were:
▶▶ To share a more holistic, broader view of “access”, going beyond the
usual physical issues;
▶▶ To raise awareness regarding the role and responsibilities of cultural
practitioners themselves in creating barriers.
In this sense, it was particularly gratifying to see that, in their evaluation,
participants expressed their satisfaction for the pleasant surprise of the approach
proposed by Acesso Cultura. Many came prepared to hear about physical
access and greatly appreciated the fact that there was a broader discussion,
including social and intellectual barriers, some of which are created by culture
professionals themselves.
“When we talk about access, I confess that I immediately associate it to
physical issues, but the approach surprised me positively because it was
more than that...”
“I came with very low expectations and I had a wonderful surprise.”
“I was taken by surprise by the broad notion Access Culture brings on the
subject of inclusion. It was a positive surprise when I saw that we would also
talk about people coming from the most vulnerable social layers, such as
children and people of low income.”
“It was an awakening regarding issues I did not value properly up to now.”
“I appreciated getting an alert regarding issues to which I was paying no
attention up to now.”
“The feeling of surprise, of being led to reflect on aspects that were unknown
to me.”
“I took away with me the multiples of the word ‘access’.”
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The participants´ statements that they had acquired a different, more critical,
view of their work and their reality were equally gratifying.
“I came away with a completely renewed view on all these issues (which are
immense, transversal, diverse, interconnected, multidisciplinary).”
“This new vision has made me grow not just as a professional but as a
human being.”
“I look in a different way, ‘with other eyes’, at things and situations.”
“It made me think, question what I do every day and why.”
“The birth of a more critical and attentive look (...)”
“To rediscover the mission of my service.”

Several people said they felt more empowered (also less alone) and were
motivated to implement small improvements that could make a lot of difference
at their workplace.
“We are not alone ... Our reality is lived in other places, there are ways to
improve accessibility.”
“To realise that sometimes it is in small things that we break down the
biggest barriers.”
“[To realise] How ‘small things’ can make all the difference.”
“We need to question our certainties; small details make all the difference.”
“Strengthening my motivation to implement measures which, without great
financial costs, can contribute to greater access to cultural participation.”
“It gave me the idea of reinforcing / reformulating a request I made last year
to create access at my workplace, to which I did not get an answer ...”
“The session showed me action, attitude and a light.”
“Willingness to implement changes which are within my reach.”

These comments, as well as the excellent evaluation (3.8/4) of the professionals
who facilitated the sessions, are a clear indication that the main objectives
were achieved. It is important, therefore, to reflect on other aspects that were
mentioned by our colleagues in the pre- and post-session surveys or that were
identified by Acesso Cultura while managing the project.

34

Hierarchies / Leadership
▶▶ There are many professionals aware of and concerned with access
issues and willing to work on them. Several have stated that they
encounter barriers in the organisations they work for, at the level of
leadership: either because of lack of knowledge and vision or because
their superiors do not consider this to be a priority.
▶▶ Several people expressed regret regarding the fact that their
hierarchical superiors did not attend the sessions.
“One of the big problems I face is the internal barrier. They always think that
we are not right, that our training and opinion are not valid. “
“There is still a long way to go, because, as someone commented after the
session, the barriers start within the organisations. There is such a strong
hierarchical system that the work of many people who work directly with the
public is seen as secondary, making the implementation of best practices
more difficult.”
“I regret the absence of our superiors, who have the power to decide. Many of
the warnings made by those of us working in the field are dismissed by those
who decide.”
“Attending this kind of sessions should be compulsory for the big managers,
in order to open their minds, so that cultural space gave an opportunity to
all.”

▶▶ We would also like to highlight the fact that several city councillors for
Culture demonstrated a different understanding of what a “cultural
organisation” is. Although in our emails we specified that we requested
the contacts of museums, libraries, archives, theatres, cinemas, cultural
centres, dance and theatre companies, orchestras, etc., in many cases
we received information about social and sports associations, day care
centres for the elderly, etc.

To think about:
▶▶ How to involve the leaders and hierarchical superiors, who rarely show
up for this kind of initiatives and take part in the discussion?
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Regional collaboration
▶▶ It has become apparent, through the comments of the respondents,
that several felt alone and that, by participating in the sessions, they
realised that there are more colleagues with the same concerns and
difficulties.
▶▶ Some said that, in the sessions, they met for the first time some of their
colleagues from the region and got to know their projects.
“I feel like there is already a wider group that shares my concerns.”
“To know that barriers to culture do not only exist at my workplace. Each
workplace has got its own barriers, we have to know how to identify them
and then deconstruct them.”
“I got to know better some good experiences which are taking place close to
me, namely the Comédias of Minho.”
“[To acquire] new knowledge and to realise that the difficulties in involving
the population in the cultural programming are similar in neighbouring
areas which also attended the session.”

To think about:
▶▶ How can professionals be given a better and greater knowledge of what
is being done in their region?
▶▶ What models of collaboration may be developed among the
professionals in each region?
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Decentralisation
▶▶ Several participants emphasised and appreciated the fact that the
sessions were held away from the large urban centres.
▶▶ Several also commented on the absence of more professionals
(managers, directors, colleagues) at the sessions.
“I loved that such a pertinent subject reached the ‘interior’ and was debated in
a cultural venue; let’s have more sessions like these, which sometimes make us
open our eyes to something that is in front of us, but we cannot see...”
“I want to thank you for the fact that there has been a concern with
decentralisation, so that this kind of training reaches all culture professionals.”
“Decentralisation itself has eliminated a barrier.”
“I congratulate your organisation for the initiative of decentralising these
sessions, giving the culture agents of the interior the possibility to participate. I
suggest that you keep us informed on your actions so that we can be motivated
to be more receptive towards a greater partnership between our institutions.”

▶▶ In several sessions, many of the people who had signed up did not
show up. This fact makes us reconsider the option of free participation
(something that culture professionals often mention with respect to
their own activities and the participation of the public: “No value is
attributed to what is given for free”).
▶▶ In a few cases, the sessions were not attended by culture professionals
from the city that was hosting them. There were also a couple of
occasions where the staff of the venue that was hosting the session
were absent.
▶▶ We realised that some professionals were unable to attend because
they were the only ones to guarantee a service and they could not be
absent.

To think about:
▶▶ Why, despite the complaints about the lack of initiatives away from the
big urban centres, professionals do not participate when they have the
possibility?
▶▶ How can we make it easier for interested professionals to participate
without causing disruption to their services?
▶▶ How can we keep in touch with colleagues who live and work outside
and away from the big urban centres?
▶▶ How can we build on what was initiated in these sessions?
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Financial and human resources
▶▶ As one would expect, in the pre-session survey many participants
attributed the inability to comply with the law and to implement good
practices to the lack of financial resources.
▶▶ The fact that numerous cultural organisations in Portugal applied
to the Tourism for funding (there was special funding for accessible
tourism in 2017) made it clear that there is no lack of awareness in the
cultural sector, but rather a lack of financial means.
▶▶ Many respondents also stressed the lack of human resources prepared
to work on these issues, lack of knowledge and training.
▶▶ It has also become clear that, in some cases, an almost immediate
return is expected for investment.

To think about:
▶▶ Who can/should create funding opportunities for access?
▶▶ How can we build on the training given by Acesso Cultura, in the sense
of also pointing to solutions that do not necessarily involve investment?
▶▶ How can we approach and involve boards, directors and managers in
the discussion regarding return-on-investement, which can only be
expected if there is investment?
▶▶ How can we raise awareness regarding people’s rights, the obligations
of cultural organisations and the barriers created by the cultural sector
itself?
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Notions of permission / right
▶▶ When asked about the meaning of the word “access”, several
participants used the word “for all” or “equal opportunities” to define
the concept. After this, there were two kinds of definitions: one related
to the “user” (when the person has the easiness / freedom / possibility
/ capacity to access); another related to those who work in a particular
cultural organisation and “allow / make possible / facilitate access”.
Rarely was access referred to as a right of all people, and a quite a few
respondents defined it as “permission to access”.
▶▶ On the other hand, when asked why cultural organisations should be
concerned about these issues, a number of participants commented
on their mission and the fact that it is a civil right.
▶▶ We can conclude that there is, in fact, a notion of “right” and
“obligation”, but, at the same time, we must work on the
misconception that creating conditions of access is some kind of
favour we are doing to people, that this is an option that organisations
may or may not follow.

To think about:
▶▶ How to work on these notions of “right” and “permission”?
▶▶ How to extend this reflection within the society, also among people
with disabilities and others who face social and intellectual barriers
when accessing culture (both its creation and enjoyment)?

39

What is being done?
▶▶ Based on the number and quality of the answers to the question
“What does the organisation you work for do in order to promote
access?”, two regions clearly stand out: Coimbra and Leiria. There
are numerous projects that address physical, social and intellectual
barriers and there is a more developed and intense reflection on them.
▶▶ Although most of the projects referred were related to physical access,
there was a number of answers demonstrating the existence of a
broader thinking regarding what constitutes a barrier and ways to
overcome it.
▶▶ Free entries were mentioned by several respondents as a way to
overcome access barriers. They were extensively discussed during the
sessions, creating a wider context in order to consider their impact.
Even when one does not have to pay (and although there are always
associated costs with transportation, meals, etc.), why should a person
invest their time in something whose relevance is not evident to them?
▶▶ There was one reference to the inclusion of access requirements in
project specifications.
▶▶ Several respondents mentioned the impossibility of acting on historic
buildings.

To think about:
▶▶ How can we strengthen and broaden the debate about free entry,
considered by many as a way to overcome social and intellectual
barriers?
▶▶ In what way can we support the organisations that include access
in project specifications (architecture and museography projects,
websites, etc.) in order to put them in touch with professionals capable
of responding?
▶▶ In the same way, how can we counteract the preconceived idea that
we cannot act and create adequate conditions of access to historic
buildings, when architects with experience can help us find solutions?
▶▶ How can we involve other professionals (architects, designers,
web developers, etc.) in this reflection and practice?
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“I took away
with me the
multiples of the
word ‘access’.”
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F.
Comments by
the participants
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Algarve
I loved the session. I came away with a completely renewed view on all these issues (which
are immense, transversal, diverse, interconnected, multidisciplinary).
The day went by quickly, which means that the session was in fact very good and very
interesting. I shall certainly put into practice many of the good exemples that were given to
us, hoping to improve our service to the community and to those who visit us. Thank you for
your time and for all the work undertaken by the team of the Association Acesso Cultura.
This new vision has made me grow not just as a professional but as a human being.

Oeste
When we talk about access, I confess that I immediately associate it to physical issues,
but the approach surprised me positively, because it was more than that. At my work (a
library), given that it is a recent building, it is more important to attract new audiences
than dealing with physical accessibility (there are problems, despite the building being
recent, but they are all identified and with a solution in sight).
I had no big expectations, I thought we were going to discuss aspects related to “physical”
difficulties. At my workplace, there are great limitations as to what one might do and they
are not going to be addressed in the near future. But once I realised that it was going to
be much more comprehensive, the session became very interesting and fruitful.
The tip of the veil has been lifted with respect to what can be done. The “party at my
place” approach is ideal, because this is what it is all about really: inviting the audience
to enjoy a venue where we feel good, because that’s where we work. We must make the
guests feel equally good! Great approach!

Alentejo Central
It was refreshing at a professional level, searching for solutions and, simultaneously,
learning about better ways of communicating and attracting audiences which are not
always welcomed.
To continue learning about the importance of small things, or rather things that seem to
be of little importance. I highlight the project of choreographer Lia Rodrigues in Favela da
Maré.
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Lezíria do Tejo
I liked the novelty. The doubts regarding this subject. When one lives in small places, onde
ends up not realising the existing diversities.
I appreciated getting an alert regarding issues to which I was paying no attention up to
now.
I took away with me the multiples of the word ‘access’.
I went away more passionate about these issues and, of course, more knowledgeable.
I look in a different way, ‘with other eyes’, at things and situations. It gave me the idea of 
reinforcing / reformulating a request I made last year to create access at my workplace, to
which I did not get an answer.
My expectations were clearly exceeded, I went away with a different, more conscious view
regarding access and the limitations that one may face in public buildings.

Ave
To realise that sometimes it’s in the small things that we break down the biggest barriers.
I found the concept that institutions should wish to “communicate” effectively with their
audience very interesting. To become aware of accessibility failures in general and the
discomfort they cause has made me more sensitive regarding issues I was not aware of
and this was of vital importance.
The session showed me action, attitude and a light.

Viseu Dão Lafões
To know that barriers to culture do not only exist at my workplace. Each workplace has
got its own barriers, we have to know how to identify them and then deconstruct them.
I loved that such a pertinent subject reached the ‘interior’ and was debated in a cultural
venue; let’s have more sessions like these, which sometimes make us open our eyes to
something that is in front of us, but we cannot see...
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Alto Minho
I have still got a lot of work to do in order to stop being a neo-mandarin and become
a neo-cosmopolitan. It won’t be easy! But I´ll make it. I got to know better some good
experiences which are taking place close to me, namely the Comédias of Minho.
To become aware of numerous barriers I did not know of.
I want to thank you for the fact that there has been a concern with decentralisation, so
that this kind of training reaches all culture professionals.
Decentralisation itself has eliminated a barrier.

Autonomous Region of Azores
It made me think, question what I do every day and why.
There is still a long way to go, because, as someone commented after the session, the
barriers start within the organisations. There is such a strong hierarchical system that
the contribution of many people who work directly with the public is seen as secondary,
making the implementation of best practices more difficult.
I do not know to what extent the promotion of this course reached all the cultural agents
that should have known about it. And if it reached them, whether they understood what
this course was about. These are issues that should be present in our day-to-day life,
although we know it is not. These trainings are important in order to raise awareness of
the existing failures – because they exist. Although they reach a small number of people,
I believe in these people’s ability to influence those who have the power to generate
change. Each one of us has got it. Let’s influence them by example, then.
One of the big problems I face is the internal barrier. They always think that we are not
right, that our training and opinion are not valid.
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Aveiro region
I feel like there is already a wider group that shares my concerns.
I regret the absence of our superiors, who have the power to decide. Many of the warnings
made by those of us working in the field are dismissed by those who decide.
Willingness to implement changes which are within my reach.
The session gave me various ideas, through the examples shown, and obliged me to look
within in order to see what needs to be improved.
The perspective of thinking of an organisation as if it was a person. Acting so that people
don’t find its actions strange, being consistent, working on its relationship with people.

Coimbra region
My expectations were very low and I had a wonderful surprise. A super-positive
experience, mainly in what concerns sharing information about projects.
An extremely important session in terms of thinking about so many details and subjects
which consume us daily and to which we dedicate, unfortunately, so little time. It would
allow us to organise and deepen our thoughts.
Access to this kind of sessions should be obligatory for all those working in museums, in
particular those dealing every day with the public.
The opening up of new horizons, new ways of thinking the cultural product and access
to it. To realise that, sometimes, the problem of understanding the information given by
some cultural organisations is not me, but the wrong way they transmit the information.
The birth of a more critical and attentive look regarding what is happening in other
cultural spaces around the world.
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Terras de Trás-os-Montes
We are not alone... Our reality is lived in other places, there are ways of improving access.
I am certainly going to look at museums in a more analytical and pragmatic way.

Alentejo Litoral
“[To acquire] new knowledge and to realise that the difficulties in involving the population
in the cultural programming is similar in neighbouring areas which attended the session.
To put myself in the shoes of those I wish would come to visit us and use our services.
We look at others through our own eyes, not theirs… “Small things” can make all the
difference.
Strengthening my motivation to implement measures that, without great financial costs,
can contribute to greater access of people to cultural participation.

Alto Tâmega
I congratulate your organisation for the initiative of decentralising these sessions, giving
the culture agents of the interior the possibility to participate. I suggest that you keep us
informed on your actions so that we can be motivated to be more receptive towards a
greater partnership between our institutions.

Beiras e Serra da Estrela
The wish to implement some projects in the organisation I work for as a result of the many
practical examples that were shown to us and the desire to intervene in a much more
conscious way and correct what is wrong.
It was an awakening regarding issues that I did not properly value up to now.
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Alto Alentejo
I was reminded that culture is neither one nor monolithic. That the so-called “high culture”
is as respectable and valid as popular culture. And that we need to be very careful when
planning and carrying out activities, so that we do not “talk” solely and exclusively to our
peers. Even if this happens unconsciously and we think we are working for all audiences.
We have to be sensitive to the differences and realise what may or may not be meaningful
for those to whom our work is directed.
I have not seen and participated in such an interesting and useful session for a long time.
It had content, what we heard and shared will be very useful in the planning of future
activities. It made us think. Congratulations, keep up the good work you are developing.

Douro
More knowledge which will certainly facilitate a better performance in my professional
activity.
A diferente view/sensibility regarding access to culture, much vaster.
Attending this kind of sessions should be compulsory for the big managers, in order to
open their minds, so that cultural organisations gave an opportunity to everyone.

Baixo Alentejo
It was very good to be able to undesrstand the importance and practical meaning of your
work. It was also a rare space of reflection.
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Leiria region
My expectations were torally exceeded, as I was prepared to attend a more theoretical
and informative session on “do’s” and “dont’s”, and I was taken by surprise by a completely
different view on the subject and a series of relevant questions. No doubt, it opened up
new mentalities and new perspectives on the subject.
The feeling of surprise, of being led to reflect on aspects that were unknown to me.
The critical capacity developed during the session was very important. Most times, we are
so absorbed by our everyday tasks that we find it difficult to do some self-evaluation.
To rediscover the mission of my service, a public library, which, given the direction it has
taken in these last years, has become rather numb.
Opening up to new perspectives and approaches of the subject. No doubt, a new way of
thinking.

Autonomous Region of Madeira
We need to question our certainties; small details make all the difference.
We can do things with few financial resources, without people we cannot.
The importance of putting onself in the other person’s shoes.
I was taken by surprise by Acesso Cultura’s in-depth approach to “inclusion”. It was a
positive surprise when I saw that we would cover people from the most vulnerable
social layers, such as children and people of low income. After all, inclusion is more than
disability.
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“We can do things
with few financial
resources, without
people we cannot.”
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A feast in the
countryside
Ana Gil and Nuno Leão
Terceira Pessoa, Castelo Branco

Group of Embroidery Workshop and Peasants’ marketplace
Terceira Pessoa © Há Festa no Campo

Between 2014 and 2016, you developed the project Há Festa no
Campo / Aldeias Artísticas (There’s a Feast in the Countryside /
Artistic Villages) in four villages in the Castelo Branco area. In your
own words, this project is an attempt to respond to the problem
of desertification and abandonment of the villages. What kind of a
response was it exactly?
nuno leão (nl): For years now, villages are becoming places of abandonment
and isolation. This situation had several causes and the result was not only the
desertification of those territories, but also a certain distrust and the progressive
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devaluation of those places. After identifying some problems associated with
the villages, we began to think about the project, but we designed it by focusing
on the opportunities associated with these territories and the active role their
populations can and should have in their development.
ana gil (ag): We started with the idea that the populations’ participation in the
life of the places they inhabit is an essential condition for change to happen. The
project started with this participatory dimension, in what we call Community
Assemblies – which are collective and informal spaces for participation,
identification of problems, discussion of ideas and proposals for solutions. These
discussions resulted in some ideas that were later put into practice, through the
involvement of various community agents in what we called training workshops.
In these workshops, we involved the population and we tried to value their
desires and ideas, encourage the exchange of knowledge among the locals and
among people we invited to come to the villages to share and propose new
experiences.
It was in these workshops that we prepared and planned the initiatives;
different stakeholders undertook common tasks; the organisation of the
initiatives was based on shared responsibility and the input of knowledge at
different levels. Some more advanced workshops resulted in the Jornal das
Aldeias (a newspaper which was produced collectively by the population of
the four villages), the creation of pieces of embroidery and sewing (which were
exhibited in the villages), the Encontros de Fotografia (photography encounters,
developed in partnership with MEF – Movement of Photographic Expression of
Lisbon, which resulted in exhibitions in the villages) and the Mercadinhos do
Camponês (the peasants’ marketplaces, organised and managed by the local
communities). This is how we came to Há Festa no Campo.
Há Festa no Campo / Aldeias Artísticas was the public presentation of all the
moments of sharing and of the work developed in the community workshops.
This celebratory dimension was extremely important because it strengthened
that sense of belonging and mutual support, it projected the territory for
potential new partnerships, it attracted visitors and generated new networks
of development.
nl: In the background, Há Festa no Campo / Aldeias Artísticas sought to inspire
a change in the way we look at the villages and to make that change happen
together with various local agents, but also with all those who believed and
wanted to contribute to this participatory and communitarian process. Four
years after its conception, we believe that the project has partly contributed to
a solution for the problem. But we are conscious that there is still much work to
be done to make this shift in perspective have wider and more effective results.
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Photography workshops

Terceira Pessoa © Há Festa no Campo

What motivates you to develop community projects?
nl: Since the beginning, our work in Terceira Pessoa has been characterised
by the proximity and intimacy we develop with the people living in the places
where we build our projects. We have always based our action on working “with”
the people, rather than “for” them. And this change of perspective has made all
the difference, not only in the way we do our work, but also in the way people
connect and build their relationship with it.
ag: This dimension of the relationship is fundamental in our work and the
human factor has a decisive importance in its construction. By directly engaging
the communities in the creation of our projects, we also incorporate new
perspectives, ideas, views, sensitivities and questions. On the one hand, we feel
that this challenges us as creators and artistic and cultural producers, bringing
up issues that would otherwise hardly come up. On the other hand, we feel that
the projects themselves, in a very natural way, go beyond the exclusive field of
the art, becoming an active part of the daily life of the places where we work. It
is a communitarian, political and social dimension that emerges from something
that has art as a starting point.
nl: Thus, there are things going on that are very difficult to measure or quantify.
We produce subjectivities and share sensibilities. There are people who started
working with us when they were 8/9-year-old children, who are still with us
today, after almost seven years – 15/16-year-old teenagers. People who had never
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experienced anything in the artistic universe before, are now regularly involved
with this dimension of life, considering it to be fundamental to themselves and
the relationship they create with each other. It is a work in which art and life
effectively merge. This interests us a lot and gives us a perspective of the future
and of a work in progress that can always continue, because there are people
claiming it in an intimate and collective way.
Had the artists who participated in Há Festa no Campo / Aldeias
Artísticas already have experiences of such close proximity to a
community? What mechanisms were put in place to facilitate this
approach?
ag: Some of the artists who participated in our project had already been involved
in community projects, but others had not. In general, the proposals of the artists
who participated in the project had their focus precisely on this dimension of
community involvement, in other words, this was exactly what motivated them.
The selection of the proposals had several criteria and was always discussed with
the population.
At first, the artistic and community management team of the project presented
the proposals to the community, framing them and discussing with the
population which ones were the most stimulating for those specific villages. We
think that this was a first mechanism of facilitation: when the community was
involved in the decisions, they felt that the selection of artists who would come
to the villages was also their decision.
When the artists arrived at the villages, before they started working, they
always had a meeting with the community to get to know each other and to
present their ideas. Those moments were also very important for the personal
connection between artists and the local population, it became more effective
and it generated great proximity. In some cases, the population participated
directly in the construction of the work and in other cases (given its technical
complexity) there was no direct participation. Even in those cases, though, the
population was involved in welcoming the artists into their homes, offering them
accommodation, food and presenting to them the people, the stories and the
places.
nl: There was a feeling of mutual gratitude. Everyone realised that they were
being part of a story in which the whole was so much bigger than the parts.
And the truth is that the villages are places that welcome those arriving there,
whether artists or not. They are spaces of proximity, this is what lies in their
genesis and there are things that are never forgotten.
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Guided tour to the public art circuit
Terceira Pessoa © Nuno Leão

The project was promoted by the association Terceira Pessoa and
EcoGerminar, which is a local development association. What was
each one’s role?
nl: Há Festa no Campo / Aldeias Artísticas was a project born from this
common and integrated vision for development, linking art, community and
sustainability. A project that connects several dimensions and is promoted by
two associations whose distinct natures came together so that their action could
be as transversal and integrative as possible.
The association EcoGerminar was responsible for the coordination of the project
and community management. Their role was instrumental in initiating the
project, in terms of making a first diagnosis of the situation in those villages,
identifying problems and developing mechanisms for community participation,
in order to bring people together in joint and shared decision-making processes.
It was from these dynamics of diagnosis and participation that the whole cultural
and artistic project was developed by the association Terceira Pessoa, who took
over the direction of the whole artistic and community process. In the beginning,
EcoGerminar was mostly responsible for the promotion of Community
Assemblies and Terceira Pessoa focused more on the development of creative
and capacity building workshops with the community.
These particular dimensions in the work of each association evolved, in a very
natural way, until we reached the moment of the so-called Festa na Campo,
were we publicly shared some of the processes that had been developed in
the assemblies and workshops. Those moments of community celebration
could take on very diverse forms: they resulted in exhibitions, in the launch of
various editions of the Jornal das Aldeias, the Mercadinhos do Camponês, the
Encontros de Fotografia, the Festival das Aldeias Artísticas...
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One of the project’s aims is to have a multiplying effect.
What kind of resources were made available to other agents and /
or territories that wish to replicate this model of intervention?
nl: The project sought to inspire and transform the way we look at possibilities
for the development of rural territories, with a low population density.
Throughout the development of the work in the villages, we discovered new
ways of approach between different people and places, in order to build a
network that can value the territories and their communities. Thus, we have
developed two main resources that work, on the one hand, as registration and
documentation of the various activities and, on the other hand, as a way of
making available the processes and methodologies developed to other agents or
territories.
The first resource was the writing of a community intervention guide for local
development, which contains the starting points, phases, methodologies,
activities and reflections on Há Festa no Campo / Aldeias Artísticas process. This
guide was developed by the association EcoGirminar and we believe it is a very
useful tool to continue working on the local development that started with our
project, multiplying its effects.
The second feature was the documentary Onde as Oliveiras Crescem os
Homens Não Morrem (Where Olive Trees Grow, Men Do not Die), directed by
Tiago Moura and Pedro Pires, produced by Terceira Pessoa. In this documentary,
one may have a closer contact with the project, getting to know the people and
territories that were involved and the way the process has evolved over time and
in practice. This feature has been fundamental in promoting the project and its
results. We have shown it in various locations around the country, in cities and
villages, followed always by debate, so as to continue reflecting on those issues
with people from other places.
What were the results of the project?
nl: The results were diverse and they are linked to the structural principles which
orientated the project. One of those principles was the idea that “everything that
is a public space can be a space of opportunity”. It was based on the assumption
that the project looked at the public spaces in the villages and opened up some
that were closed, such as old primary schools, so as to start developing regular
activities with the community. Other public buildings, which existed and were
still open, but were of little use, started registering some new movement, serving
as spaces for exhibitions, workshops, conversations, readings, assemblies... And
very important: streets, squares, parks – those outdoor spaces – hosted various
activities, thus, we were able to enhance their potential and value them in
various ways.
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This was perhaps one of the first results of the project: to boost the public
resources of the villages, valuing them and re-discovering them, making them
attractive to both locals and visitors.
ag: Another principle was the idea that “everything that is done in an urban
center can also take place, at a different scale, in a village”. This idea is linked
to an active and integrative dimension of various domains in the life of a
community. The villages began to have an artistic residencies programme;
approximately 30 residencies took place during the project, from various
disciplines, such as mural painting, photography, music and cinema. Through
these residencies, we presented various exhibitions in the villages, there was
outdoor cinema, street concerts, urban art workshops for the elderly (the Lata
65 project), as well as a public outdoor art circuit in the four villages. Today, this
circuit has got 18 works by different artists, it has been properly mapped and can
be visited at any time by anyone. Many people have come to see the murals and
they end up getting to know the villages.
In what concerns the cultural and artistic dimension, there were two editions
of the Festival das Aldeias Artísticas, which were moments of programming
and artistic creation in the villages and attracted many visitors, ultimately
having a strong impact on the media at local, national and international level.
Throughout the project, there were seven editions of the Jornal das Aldeias,
which promoted a fresh look at the villages. We also had the Mercadinhos do
Camponês, privileged spaces of socio-economic development, managed by
the local population, where peasants could sell their agricultural surplus, while
others could exhibit the handicraft still made at the villages and some innovative
products.
nl: All these activities and results were fundamental for producing other kinds of
results. I am referring to the sense of belonging developed by those communities
(which became stronger throughout the project), to the way the villages started
being discussed, for all good reasons, by many people in and out of those places,
and to the way various agents started working together and building a common
vision for development.
ag: It is important to highlight that the main funder of the project, the Calouste
Gulbenkian Foundation, followed closely the development of the project. In
our case, this was perhaps the first time that a funder and partner followed us
closely in the development of a project. And we really think it should be more
so, because we feel that we are all working towards common goals, and human
and sensitive factors – so important in projects like this one – can be shared and
experienced by all.
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Ana Gil
Terceira Pessoa | Artistic Director, creator and interpreter
Ana has a degree in Theatre (Escola Superior de Teatro e Cinema de Lisboa). She has collaborated with various
theatres and companies, such as the National Theatre D. Maria II, Teatro da Trindade, Culturgest, Casa Conveniente
and Teatromosca. In 2012, she founded the association Terceira Pessoa, where she is the Artistic Director and
created performances with professional teams, with the involvemet of various communities, such as Kurt Cobain,
Hey You, Inscrição, Mãos Pensantes ou Manual de Pensar, Primeira Infância, The Old Image of Being Loved and
Aqui é Sempre Outro Lugar. Since 2014, she has been collaborating with the education service of Cultura Vibra
Castelo Branco, developing workshops for various types of audiences. Between 2014 and 2016, she was the artistic
director and producer of Há Festa no Campo/Aldeias Artísticas, a project for the development of villages through
artistic practices.
Nuno Leão
Terceira Pessoa | Artistic Director, creator and interpreter
Nuno has a degree in Theatre (Escola Superior de Teatro e Cinema de Lisboa). He has collaborated with various
theatres and companies, such as Artistas Unidos, São Carlos National Theatre, Teatro Praga and Ajidanha,
among others. In 2012, he founded the association Terceira Pessoa, where he is the Artistic Director and created
performances with professional teams, with the involvemet of various communities, such as Kurt Cobain, Hey
You, Inscrição, Mãos Pensantes ou Manual de Pensar, Primeira Infância, The Old Image of Being Loved and Aqui
é Sempre Outro Lugar. Since 2014, he has been involved in a number of photography projects, such as Filosofia
da Paisagem, Inside/Outside and Dizer Adeus às Coisas. Between 2014 and 2016, he was the artistic director
and producer of Há Festa no Campo/Aldeias Artísticas, a project for the development of villages through artistic
practices.

Contacts
www.terceirapessoa.pt
terceirapessoa2012@gmail.com
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A library
transcending
its walls
Dora Barradas
Municipal Library Dr. Estanco Louro,
São Brás de Alportel

A library spot in the garden
© Biblioteca Municipal de São Brás de Alportel

60

The Municipal Library of São Brás de Alportel “transcended its
walls” and the locals may find it in cafés, schools, the market, the
municipal pool or even at their doorstep. What kind of projects are
these and why did you feel there was a need for them?
It started with two projects – Livros sobre Rodas (Books on Wheels) and
Biblioteca Fora de Si (A Library Transcending its Walls) – funded by the
Calouste Gulbenkian Foundation. These projects aim to promote reading and
are complemented by cultural and reading activities, which are programmed
according to the target audiences.
Livros sobre Rodas is a project that itinerates, using a van, and it has got two
components: the Children’s Traveling Library, which goes to schools, and the
Adults’ Traveling Library, which leaves the urban centre and meets its audiences
in day care centres, associations, cafés or other socialising and meeting places.
This project was initially aimed at children, in 2005 and 2006, and sought to
counteract the growing “schooling” of reading, allowing to freely choose books,
motivating reading for pleasure and encouraging reading in a family context.
Later, we added the component aimed at adults.
However, as we realised that reading habits developed very slowly and that
the heart of this problem was in the families, we initiated Biblioteca Fora de
Si in 2009. We wanted to promote reading and the creation of communities
of readers among adults living in the municipality of São Brás de Alportel,
whose working life makes it difficult for them to have a regular contact with the
municipal library – in most cases, their working hours coincide with our opening
hours. With this project, we wished to approach them and let them know of the
library’s existing collections, to facilitate access, as well as the loan at different
places (fixed spots) around the town. These are public spots, where readers may
choose a book, having only to register their name and contact. We started with
cafés and bakeries (Café com Livros – Coffee with Books) and we expanded the
project to different public spaces, both municipal and private, which were based
on the circulation and diversity of the audiences.
Last year [2017], we initiated a new project, Biblio Expresso. We are handdelivering books (at the reader’s home, the fixed spots of the Adults’ Traveling
Library or another place of their convenience). Readers can order books online, by
email or phone. This project was the natural evolution of the Biblioteca Fora de
Si, because books were often not returned at the fixed spots. On the other hand,
it is also a way of customising our services according to the profile of different
readers.

61

Biblio Expresso

© Biblioteca Municipal de São Brás de Alportel

What motivates you to do these projects?
What motivates us is the creation of a community of regular readers and of
greater access to literature for all, either reading for pleasure or for work and
research - in short, we want to give everyone as much contact as possible with
reading and information. We believe that we are creating moments of leisure
and entertainment, but that we also help raising literacy levels regarding health,
children’s education, preservation of the environment, responsible citizenship,
healthy eating, and personal and spiritual development. And we think that a
library that “transcends its walls” – that operates according to the rhythm of
each reader, goes to their doorstep or shows up at their leisure places – is the
appropriate methodology for our community.
What has been the impact of this strategy?
It has been very positive, at several levels: the emergence of new readers, who
had never come to the municipal library; the progressive increase of loan
applications by adults; the creation of groups of readers, which bring together
several members of the same family; and the spreading of reading in the
county’s rural areas. I would say that, overall, we see a deeper integration of the
municipal library into the local community.
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Library spot at the municipal pool
© Biblioteca Municipal de São Brás de Alportel

What other conclusions have you reached?
The analysis of loan records demonstrates the existence of a large number of
loyal readers, requesting certain literary genres and making special requests
regarding particular authors, collections or subjects. We have also noticed that
some readers are simultaneously attending several reading spots and are also
requesting specific titles by phone or email. However, most of these adult readers
do not attend our cultural activities due to their schedules.
The novelty, making it easy to borrow / return the books and the timetables are
the main attractions for readers in the urban area. In rural areas, membership
was higher than what we had initially expected and the subjects sought are
very different from those in the urban area. Rural readers are not looking for
novelties, but for very specific subjects related to their vision of the world. In
order to respond to these new requests, we had to acquire some magazines and
to add titles to the collection available for loan, in order to offer more regional
authors (Algarve) and books on agriculture, gardening, crafts, etc. We want this
relationship with the community to intensify and to materialise in more diverse
ways, providing greater and better access to information.
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Adult’s Traveling Library
© Biblioteca Municipal de São Brás de Alportel

What are the difficulties you encountered on the way?
We had a few. As I already mentioned, the theft and the non-return of some
items, particularly new editions, is a problem. Then there is the damaging
of books – particularly children’s books –, the delayed return, the difficulty in
contacting readers on time and the complexity of controlling the collection.
However, in spite of these difficulties, there is a positive side: easier access to
books, in particular new editions, has greatly increased attendance, bringing
new and loyal readers closer to the library.
Does outreach bring new challenges to reading mediation?
Obviously, yes. Getting out of doors allows the library staff to implement new
methodologies, new ways of being and communicating, and new ways of
reading mediation. For example, we have diversified our ways of communicating
with readers, namely through posters at the reading spots, sending a monthly
information sheet by e-mail and also through the library’s Facebook page.
Now, with Biblio Expresso, this contact has intensified.
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In the public gardens, we did the Hora do Conto (Fairytale Hour) – a reading
or storytelling activity – with books for loan. In the summer months, after the
library’s closing time and whenever we can, we open a spot in the garden for a
few hours. In the area of the mountains, inhabited by older people with a low
literacy rate, we promote the reading of poetry, short stories, newspapers and
magazines, ethnographic collecting, embroidery workshops and cultural sessions
around music and the art of storytelling, for the purpose of creating bonds
between those readers and the library.
We are always looking for new methodologies to promote reading with positive
results for our community. The permanent challenge lies with families and their
children, as they have the potential to become “creative readers”.

Books on Wheels

© Biblioteca Municipal de São Brás de Alportel

What has been the impact of Biblio Expresso?
Biblio Expresso is still in the beginning. However, it seems to be working. It offers
us greater guarantees of loan return. It seems to be the most suitable solution
for readers with access limitations (limited time, impossibility to go to the library
or others). It also ends up strengthening the bonds between the readers and the
library through a delivery that is personalised – made by a member of the library
staff directly to the reader, allowing for the exchange of information that can
facilitate the choice of books or authors.
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Library spot at the municipal market
© Biblioteca Municipal de São Brás de Alportel

Reading mediation

© Biblioteca Municipal de São Brás de Alportel
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In a touristic territory such as the Algarve, have you also considered foreign
readers in your strategy?
We are now considering this in a more consistent way, namely with the
implementation of a project called Book Point in several libraries in the Algarve
– Faro, Silves, Portimão, Albufeira, ours in São Brás de Alportel, if possible all
libraries of the public network. It is a project that aims to offer quick, free, easy
and simple access to books in several languages, for any person, resident or
tourist. One may take, bring or exchange a book for another. The Municipal
Library of Silves, which pioneered this type of offer, showed that it is a good
practice and we are now doing it as a collective project in the Algarve.

Dora Barradas
Municipal Library Dr. Estanco Louro (São Brás de Alportel) | Animation Coordinator
Dora initiated her career in the field of local development in the interior of the Algarve. In 1989, she did her student
placement as a development agent in the town of São Brás de Alportel, and in the following year she started
working in the Youth, Culture and Education departments of the municipality. In the last two decades, she has
worked in the areas of culture and education. She has served as Secretary of the Municipal Council and Deputy
President. Currently, she is working in the Education Department of the Municipality and as the coordinator of
activities in the Municipal Library. She believes that people are the best “raw material” one has to work on and it is
always with people in the community that she likes to develop projects and activities.

Contacts
www.cm-sbras.pt
dora.barradas@cm-sbras.pt
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The turning eye
of the hurricane
Henrique Amoedo
Dançando com a Diferença, Funchal

Road, a project developed in partnership with Teatro Viriato
Dançando com a Diferença © Carlos Fernandes

What is Inclusive Dance?
First of all, for me it is a concept, an area of research, an area of knowledge. In
the dissertation I wrote and which was publicly defended in 2002, I presented
this concept, under the guidance of Prof. Elizabeth Miller of the School of Human
Kinetics. A concept like this is something that emerges in a particular context
and for different reasons. In order to understand it better, beyond just reading
its definition, we must go back a bit in history, at a time before my arrival to
Portugal.
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In the 1990s, there were numerous dance projects in Brazil involving disabled
people, mainly as interpreters. There were different denominations, often within
the same Brazilian state. In Rio de Janeiro, I met groups that called their work
“Wheelchair Dancing” and “Dance for Wheelchair Users”. In São Paulo, “Dance on
Wheelchairs” and “Dance for People with Disabilities”. In Rio Grande do Norte,
“Integrated Dance” and so on.
The nomenclatures were numerous, but the aim of those projects was, for
the most part, very similar and focused on the need to integrate people with
disabilities into the artistic universe. To successfully do so, there was also the
need to make the public, in general, become gradually able to understand that
people whose bodies are different from those of the people who helped shape
the stereotype of what a dancer is could also be on stage.
To have lived that movement from within, to have been in the “eye of the
hurricane” helping it to rotate – through the first company I created and directed,
Roda Viva Dance Company – was a very rich experience. An extraordinary
opportunity that helped me build the human, theoretical and methodological
bases for the work I have developed to this day. It is also important to note that
the emergence and greater public visibility of different dance collectives at that
time was something segmented, encouraged and supported – most of the time –
by institutions and / or social movements linked to disability issues and also from
the universe of the arts for (or with) people with disabilities. Very Special Arts
Brazil had an important role in this process.
The inclusion of these groups in regular theatre and festival programmes - events
called “non-segmented” today, because they do not present only disabled artists
– only came about with much work and many social achievements. In fact, this
is still an ongoing process. In the late 1980s and early 1990s, the concept of social
inclusion in Brazil was still not widespread and educational and therapeutic
processes were based on theories of social integration.
In the daily life of Roda Viva Dance Company, we were constantly dealing with
issues related to disability and dance. We circulated naturally between these
“two worlds”, but always with the desire to conquer new rights, new spaces.
In other words, with the desire that we could all have better living conditions,
made possible through the art of dancing.
What are we doing? Why do we do this job? Where do we want to go? What
is our space in the universe of issues that form part of the lives of people with
disabilities? What is our space in dance? These were at the time some of the
doubts in our heads, on a number of occasions of self-questioning. I don’t know
whether they have changed much.
All these memories and experiences (and many others, not mentioned here)
helped us to later introduce the concept of Inclusive Dance. Today, as they say
in Brazil, it is a concept that has “caught on”. It is used by many people and
institutions, many recognise it and generally know what it means, but few
understand what is really at its base, in its genesis. Concepts and ways of being in
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dance and inclusion must go hand in hand with ethics, so that Inclusive Dance –
the one that has to do with our way of working and which we call “the original” –
may happen.
Thus, finally, the answer that would be the most obvious and easy: Inclusive
Dance are the works that include people with and without disabilities, where
the therapeutic and educational focuses are not neglected, but the emphasis
is on the artistic elaboration and creation. This concept, at the time of its
creation, already demonstrated its intention of being transitory. When dancers
with different bodies will be welcome in every dance company for their artistic
qualities and they will no longer be the subject of so many studies, attitudes of
disbelief and / or dubious condescendence, we shall have fulfilled our role in
the search for the real inclusion of these people in the universe of dance. When
that moment comes, the term Inclusive Dance will become obsolete, only
mentioned in historical records – a symptom of total unity in diversity, because
it is about dancers who dance “with their body” and not “despite their body”. We
know today that this concept has managed to bring about a uniformity in the
denomination of this type of work.

Endless, a community dance project

Dançando com a Diferença © Júlio Silva Castro
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What motivates you to do this work?
What motivates us is the friendship and smiles with which we are received
every day, at the office, the classes or the performances. What motivates us is
to know that Inclusive Dance is a part of us, almost like a vital organ. To know
that our work interferes positively in the lives of many people and that this is
something capable of, somehow, giving voice to the different people who make
up the various phases of our work. To know that entire families see their disabled
members as their real members and not as people who only need favors and
care. The possibility to discover, every day, the best in the people with whom we
work.
Sometimes, on the way, we also discover what is less good, something that
at first may seem negative, but which on many occasions becomes positive.
We are also motivated by the creative processes of other artists and with the
possibility of building new work with them, be it choreographic creations, films,
photographs, installations, in short, new artistic products. It is also motivating to
see these artists introducing part of the experiences they had with us into their
daily artistic practice, including disabled people in their work or the basis of the
concept of Inclusive Dance.
It has been 17 years since you created Dançando com a Diferença.
Your work is publicly recognised for having changed the view the
Portuguese cultural sector has about people with disabilities. What
has changed exactly?
What has mainly changed is the respect with which this work is viewed. We
realise that people believe in and value our work, whether they are experts in
the field, the general public and even people who are closer to us, family and
friends. They value what we bring to the stage, but also all our work in the overall
development of the people who work with us, both as interpreters and/or in our
educational activities. Today, our peers – and the fact that we can name ourselves
as such is already a huge change – value the heterogeneity of our cast, realising
that this may be an added value to our work rather than a difficulty.
And what still needs to be changed?
Many things are missing. Suffering from chronic insatisfaction, I always think
there are new steps to take. There are always changes that can be beneficial. We
still need to meet the conditions that may enable us to take our work to more
people, in different places. But with a broader scope, there are still many needs.
There are still legal holes, for instance. We have interpreters who have been
dancing with us for 17 years, they have participated in the creations of important
Portuguese choreographers, they have had many hours of classes, with various
teachers. Many of them have had an irregular academic course and their
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education levels are low. Did you know that there is no chance of getting an
academic recognition for everything they have learned so far? We must think
about the professional status of disabled artists. We must also need to think
about physical access to theatres for the artists and not just for the audiences.
In order to change these aspects, we must continue working. We need to raise
awareness among people, theater and/or festival directors and the political class.
And we have, mainly, got to think about the professional qualification of the
disabled artists. Little by little, we will get there.
In the documentary Dançar com a Diferença – Road, choreographer
Paulo Ribeiro, who at the time was the director of Teatro Viriato,
talks about your relationship with the disabled interpreters as an
“approach of normality”. How would you define your method of
work?
I understand very well what Paulo Ribeiro meant at that moment. This is one
of the characteristics of our work which impresses our guests and I think it is
perhaps one of the most important.
This “approach of normality” is what it is. We are there, at Dançando com
a Diferença, doing the best we can and that goes for everyone. There is no
dubious condescendence, we do not mince our words, disabled interpreters are
not treated as if they were something smaller or bigger. They are people who
must understand the rules in order to challenge them, they must assume their
responsibilities. Finally, they must be prepared to assume their social roles and
effectively do so, so that they are not set aside by a society that demonstrates at
all times that it does not want them as its integral members.
We need to discover together the capacities of our disabled interpreters,
the capacities of those without disabilities, and to be very clear that, in this
relationship, we can only build something different together by realising our
individual capacities. The notion of “abnormality” is something that people
with disabilities live with every day, since the day they are born. Despite many
advances, society is organised in a way that proves at all times how disabled
people are out of context in this environment. It is as if they are not well-suited to
the space and social norms. The sense of inadequacy, of abnormality, exists and
Dançando com a Diferença will not reinforce the sensations that stem from it.
We try to do exactly the opposite. Hence this “approach of normality” mentioned
by Paulo Ribeiro.
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Henrique Amoedo

Dançando com a Diferença © Júlio Silva Castro

The results are often impressive, but numbers are not the best way
to express them. Do you face this problem?
It is a very pertinent question, no doubt. Numbers are the most synthetic and
clear way of demonstrating results, but, in many instances, they are not able
to express all results. We know that we should not fight numbers or transform
qualitative aspects solely into quantitative data. Often, when quantitative data
seem insufficient to “tell the story” of a project, we introduce qualitative data.
The transformation of quantitative data into qualitative data is one of the
strategies we use. Let us imagine, for example, that in the context of a project
that included five people, two gave up for health reasons and one because the
parents were not able to give logistics support. In a quantitative statement of
results, we will most likely have something that may not reflect the gains for each
one of the participants. In quantitative terms, we will have: three gave up and
two concluded. In this case, we may focus only on the presentation of qualitative
data on the individual achievements of the two that concluded the project. In
addition, we can include other data, such as the achievements and difficulties of
those who gave up, which may also help us understand the process that led to
the decision to give up.
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What advice would you give to anyone wishing to get involved in
inclusive artistic creation?
Primarily, to do so because he/she sees in this form of intervention the possibility
of generating artistic, cultural and social changes. Then, to know that each
person is a universe and that we must always pay attention to all the signs, to
correct the route when, for some reason, we begin to distance ourselves from the
objective initially traced. Finally, it is necessary to gather theoretic and practical
knowledge from different areas, both in the artistic, as well as in the educational,
social and medical areas. Each of us is a universe and there are many paths and
strategies necessary to reach our interior, so that we can reach the interior of the
other.

Henrique Amoedo
Dançando com a Diferença | Artistic director, researcher and choreographer
Henrique has a degree in Physical Education and Sports, he is a specialist in Body Awareness, a master in Artistic
Performance (dance) and, currently, a PhD studente in Human Motricity (dance). He has been working for 25 years
in the field of Inclusive Dance, a concept he presented for the first time in his master’s dissertation in 2002. He
began working with Inclusive Dance in Brazil – between 1994 and 1999, in Natal (Rio Grande do Sul) and, in 1999,
in Diadema (São Paulo). Since 2001, he is based in Madeira, where he created and directs the group Dançando
com a Diferença. As an artistic director and cultural manager, he believes in the positive social and aesthetic
transformations that may be generated by the inclusion of socially excluded people in the artistic universe. He is
also a teacher, trainer and advisor to public and private institutions.

Contacts
www.danca-inclusiva.com
direcao@danca-inclusiva.com
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Working with
communities
is refreshing
day after day
Ana Bragança and Ricardo Baptista
ondamarela, Guimarães

Fervença Orchestra, Bragança
ondamarela © Francisco Santos
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Who is ondamarela and what is its mission?
ricardo baptista (rb): ondamarela is a company that draws inspiration from
people and places to develop artistic, social and educational projects. We
emerged in response to increasingly frequent invitations to study territories
and communities and to design artistic projects that contributed to their
appreciation. We believe that the creation of new approaches to places and their
culture, as well as the promotion of people’s effective participation in artistic
activities, are the key to the production and dissemination of knowledge and
reflection, essential to democracy.
ana bragança (ab): We have worked with a great variety of organisations
- municipalities, museums, theatres, cultural centres, European capitals of
culture, foundations, schools, regional directorates, development agencies,
intermunicipal communities and companies. Our activity spreads across many
areas of interest: we have developed stage shows, concerts, films, workshops,
festivals, games and objects of cultural mediation, artistic residencies, literary and
artistic social gatherings, activities for education services.
You have developed artistic creative projects with communities in
very diverse territories. What motivates you to do this type of work
and what is your approach?
rb: We always approach these projects as new collaborative artistic creations.
They are works created from the ideas, the routines, the problems and the joys
of the participants. What motivates us is creation, the development of an artistic
object, but the material for this object are the people of a given community, of a
place. This is truly thrilling. This object becomes a sort of identification for those
people, those problems, those places. Working with communities is refreshing,
unexpected, exhilarating day after day.
ab: The approach is always to give voice to the participants, creating spaces
and moments in which their contributions can be used in the construction of a
whole. Usually, we have to start with very simple contributions that demonstrate
that everyone can be useful to the project, but then we move on to more
sophisticated reflections, which sometimes involve more discussion and analysis.
We insist on this exercise in various ways, until we can see where our results are
taking us.
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Sound. Yes. Zero, Azores
ondamarela © Carlos Brum Melo

What marks do you expect to leave on those communities?
rb: First, we intend to create this idea of community. “Community is the feeling
of us” and we often work with people who would never be on the same stage if
it were not for the project; who come from very different places, with regards to
the arts and civic participation; who are not part of the same circles. Usually, we
end up a family.
ab: On the other hand, we deeply believe that it is through art and culture that
most problems are exposed, discussed, processed. And when we argue with
everyone, with a group that is highly inclusive, where everyone can be a part,
there are several layers of information left in our head. Things change, prejudices
are overcome, there are new life perspectives, doors open. There are stories of
radical life changes after some of these projects.
rb: Even individual problems are solved...
Can you share a story like that with us?
ab: On a number of occasions, we met people that were a bit lost, who ended
up in that community project and became so enthusiastic that they discovered
new vocations. The number of people, for instance, who worked with us and
signed up for the animators’ course at the Casa da Música [Porto], with the
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prospect of working with Tim Steiner, and who today develop projects in their
own communities... Or that gentleman who caught the bus every day to stand
in front of the municipality’s giant screen and watch the 15 seconds of the show
he had participated in... He once said about this show in an interview: “It was as if
the world opened up right there!”...
rb: Some time ago, I was invited for an interview at a local radio station in
Estarreja. The extremely friendly interviewer confessed to me that she had
participated in a project I had coordinated for Guimarães 2012 European Capital
of Culture and that it had changed her life. Now, she was working for the radio,
she had a theatre group, she believed in a number of things that had not even
crossed her mind before. It’s a bit intense, I don’t know what to say.
What kind of commitment do you expect from the organisations
that invite you to develop these projects?
ab: There are some variants: on the one hand, there are organisations which
already do mediation work with their communities, they have already got
participation routines and develop these contacts in an already organic
and natural way. Education services have already got, in some cases, open
communication channels, so we take it from there and try to increase the scope
and impact of this work. In these cases, we share the initial stages of the work
and the organisations’ help is very important. Other organisations are not in close
contact with the communities we intend to involve or do not know them well.
There, we have to try and identify people and groups that will lead us to other
people and groups.
rb: Sometimes, there are political issues. Some communities are more
interesting than others for certain circumstantial political powers, thus, we
are referred to groups which are rather two-dimensional, without much
contradiction.
ab: When this happens, we try to dig a bit more, look for more people, other
people, to have a real dialogue, different opinions and perspectives, to be able
to talk about everything. It also depends on the time we have to develop the
projects: in Malta or Bragança (Mewga Muzika and Fervença projects), as these
are projects that last many months, we can go beyond the contacts initially
indicated to us, discover more people, embed the project in the local culture and
understand the processes and routines.
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Ode to Joy – a Citizens Orchestra, Malta
ondamarela © Ana Bragança

Do you mean to say that in your work you look for a healthy
“confrontation” of ideas and visions? How do you do it?
rb: This “confrontation” emerges, but it is not very frequent or intense. We do
not provoke it, we do put everyone’s ideas on the table and, naturally, there are
different perspectives, opinions, and we do not avoid discussing them. And as we
are outsiders, our intrusions and breaking of taboos are usually tolerated…
ab: The subject always identifies the community, because what we are looking
for is what is unique and specific to that community. It can be the food, the
routine or the relationship of that community with some kind of heritage. And
then we let the creation happen. In Ílhavo, because the project has been going
on for five years, we have already worked on a number of subjects: last year’s
lighthouse may be transformed into a musical piece with rhythms of Morse
code, refrains invented from the mystical stories of the lighthouse, and reports of
shipwrecks, of salvation and of homesickness, which end in songs or poems... Not
always is the final content direct. Sometimes we end up in very distant places...
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Tim Steiner, composer and conductor, who runs several of your
projects, said that an artist’s job is to inspire culture and that one of
the best ways to do it is by engaging people in the creative process.
Clearly, your work generates this kind of commitment. Once it is
completed, how do you expect the local authorities to ensure that
the potential of this relationship, between the community and
artistic practice, does not disappear?
ab: First and foremost, it is the continuity of these processes. We are often the
protagonists of short projects that leave people with an incredible will to create
and participate, but end up having no continuity. Either with us or with any other
artist, these processes must exist regularly, frequently. We can easily identify
the municipalities that promote this kind of approach on a regular basis, as we
encounter populations who are informed and dedicated, proud of their culture
and willing to improve, with a critical sense and a much more active role in their
community’s choices. When this does not happen, sometimes there are serious
consequences, a void is created that may turn people away.
rb: Another very important thing is reflection, discussion. We are often
confronted with organisations that do not produce any kind of reaction to our
work, they avoid having to discuss or criticise it, or make no effort to understand
it. We have already promoted very interesting moments of reflection, which
intend to involve participants, artists and organisations, and the organisations
rarely participate.
And this is also what’s at the heart of Tim Steiner’s work: reflection. Tim is
an inspiring artist, who never stops questioning himself and creating new
challenges for us. He always defends an artistic project about “these people,
this place, this moment” and that is what he is looking for, an intense discussion
about the “now”, in the form of a public concert, open to all.
Tell us a little bit more about these moments of reflection.
rb: We are very critical of our work and we are constantly trying to figure out
where we are heading to. We talk a lot to everyone we come across and work
with, we are never satisfied, we are annoying. We always ask everyone to fill
in surveys, give opinions, suggest improvements. In the project developed
in Bragança, we organised the Festa Fórum – a celebration / reflection that
brought together all the artists involved in various parts of the project, people
who participated in various actions, the organisations involved, a foreign artistic
programmer, who had a look at the project and what was happening there ...
and we questioned everything: what the project was, what it was used for, what
it lacked, what caused discomfort, where it made a difference, where it would go
to in the future...
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ab: The results were very interesting. We realised that those moments of
reflection, thinking and discussion were themselves inspiring, for us and for
everyone else... Eveyrone was feeling so enthusiastic about this opportunity...
These are such rare moments, to be able to discuss so many opinions and
perspectives about something that belongs to everyone. It was beautiful. But this
project ended soon after.
One of your most recent projects, Som. Sim. Zero (Sound. Yes. Zero),
involved the Deaf community. How did this go?
ab: This project, part of the Festival Tremor in the Azores, was a very beautiful
process for us. First, because of the festival, the concept and organisation of
which we already admired, where we had already participated and this is
inspiring for those who think about art, people and places. Then, because of
the challenge of creating a musical performance, a concert, with the Deaf
Association of the Island of São Miguel, a group with very little access to music
and cultural participation in general.
rb: It was a big challenge. We had never worked directly with a group of Deaf
people. It led us to research and gave us a different creative experience. We had
little time and the big responsibility to perform at an incredible auditorium on
the festival’s big day. We also had a very generous small group of local musicians
and the interpreters, whose commitment moved us deeply. The most important
thing was, once again, to get to know the group, their characteristics, but also
what makes them happy, what keeps them up at night, who they are. And then,
we took it from there, from talking, in different languages, about sound, silence,
ourselves. Naturally, the performance started emerging and, in the end, I think
we all identified with it, including the audience. It was very beautiful.
Often, the results of these projects are impressive because of the
human marks they leave and numbers are not the best way to
express them. Are you often faced with this question?
ab: This applies to us only with regards to financial aspects. As our projects
involve communities (sometimes a lot of people), they always bring a big
audience. Now, from the financial point of view, of course, we often have
to explain that “this is not a band’s fee” – it involves months of work, travel,
rehearsals, a lot of creative work, methods and processes, and even artistic teams
that are highly specialised.
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What advice would you give to anyone who wants to develop
artistic projects with a community?
rb: On the one hand, there are the starting points: why do you want to work with
a community, what are your motivations? There should be no patronising, the
work should not be superficial and artificial, nor manipulative. One has to take
responsibility for coordinating and artistically directing something that is not yet
known. When that does not happen, it’s painful for everyone.
Then, it is necessary to study the communities, to try to find what lies below
the surface, to work on their competences, to refine our research methods and
approaches, and to be always questioning things. You really have to like what you
do.

Ana Bragança
ondamarela | Director
She was born in Guimarães in 1979. She is a cultural manager specialising in mediation and community
involvement projects and is a co-founder of ondamarela. She was a consultant for the company Opium, in projects
such as the Plan for the Promotion of the Douro Wine Villages, the Management Plan for the Historic Centre of
Porto World Heritage and the Application of Guimarães 2012 - European Capital of Culture, where she was one
of the executive directors, coordinating the areas of marketing and front of house. She was a project manager
at Oficina, where she coordinated the incubator of creative industries of the Platform of Arts and Creativity. She
collaborated with the education service of the José de Guimarães International Arts Centre and co-conceived and
co-coordinated the WestWayLab Festival 2014. She was part of the team that developed the exhibition plan for the
Casa da Memória de Guimarães and conceived and coordinated the Fervença project in Bragança, a collaborative
cultural programme with the involvement of different artists and communities.
Ricardo Baptista
ondamarela | Director
He was born in Porto in 1978. He is a musician who specialises in designing and developing work with
communities and is a co-founder of ondamarela. He conceived and directed the GuimarãesPlay programme
of Guimarães 2012 – European Capital of Culture. He conceived and / or coordinated large-scale musical events
with communities, such as BigBang Operation, in Guimarães, or Bida Airada Orchestra, in Ílhavo. He collaborates
regularly with the education service of Casa da Música, being a member of Factor E and the education team of
Digitopia. He is part of the artistic direction of the project Other Cantos with musical communities of Braga, for
GNRation. He conceived and coordinated, for the Presidency of the European Council – Malta 2017, the project
Ode to Joy – the Citizens Orchestra, with Tim Steiner. He directed the project Getting Better All The Time, for
GNRation and Casa da Música. He developed workshops and performances at the École de Musique de la Ville
d’Echternach and the Konterbont Weilerbach refugee shelter in Luxembourg. He joined the Inspire – Induction
Week course of the Aldeburgh Young Musicians programme (England, 2017). In 2015, he was awarded the Maria
Rosa Colaço Literary Prize.

Contacts
www.ondamarela.pt
geral@ondamarela.pt

82

Expressions of
understanding,
affection and
willingness to
communicate

Virgínia Gomes
Museu Nacional de Machado de Castro, Coimbra

In search of the Invisible session
Museu Nacional de Machado de Castro © Mónica Almeida
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Since 2011, the National Museum of Machado de Castro (NMMC)
has developed EU no musEU (I at the Museum), a project aimed
at people with Alzheimer’s and their families. What is this project
about?
EU no musEU is a programme of stimulation for people with neurocognitive
disorders (NCD), of the type of Alzheimer’s disease, which we commonly call
dementia. Through the reinterpretation of works of art, it seeks to promote quality
of life, socialisation and, ultimately, the recovery of memories in the medium and
long term.
At the same time, the programme is also addressed to the informal carers of those
people, who, in most cases, are their relatives. Included in another group and in a
simultaneous session, the carers experience the joy of contacting with a work of
art. In this case, the objective is to promote non-formal education in adulthood,
through the historical-artistic approach to spaces and works of art or the subjects
addressed by NMMC. These sessions are complemented with group work, related
to the central subject and facilitated by collaborators and specialised volunteers.
EU no musEU takes place once a month, on Mondays, the day the museum
is closed to the public, for two hours and for groups with a maximum of ten
participants. Since its conception in 2011, we have already had 63 sessions, for a
total of 28 people with NCD and 36 informal carers.
What motivates you to do this work?
We have been creating and developing projects of inclusion and interaction
with the local and regional communities since 2011. These projects take place at
various levels, they involve several partners and have different target audiences.
In these years, we have developed five inclusion projects and other specific
interaction projects for different audiences, including families.
EU no musEU, like our other projects, started from a motivation – and from
the will and vision of our director – to fulfill our social role, considering that a
museum exists for and with the people, all people. Therefore, the museum must
create conditions so that all people can feel and experience its space, contents
and memories, according to their nature and needs, without simplifications, but
adapting the communication to enable the appropriation of knowledge and the
transformation of each participant.
Our motivation – and I believe I can speak on behalf of the whole team – is
compensated by the joyful looks of the participants as they approach the
museum. To listen to the cheerful conversations between carers and team
members, where one never hears the word disease or dementia. To see
expressions of understanding, affection and the willingness to communicate
coming from people with NCD. To identify the connections and recoveries of
emotional memory, which from time to time emerge during the sessions.
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I at the Museum session

Museu Nacional de Machado de Castro © Rita Sousa

How did EU no musEU come up?
In early 2011, we were approached by the informal carer (a relative) of a person
with NCD to replicate the Meet Me at MoMA project, which was developed by
the Museum of Modern Art (MoMA) in New York between 2007 and 2014.
At that time, it seemed to us that this could be a new path of interaction with
the community, this time, at the level of cognitive degeneration, that is, the
deficit due to loss of intellectual abilities. At the same time, we were aware of the
current demographic situation – the accelerated ageing of the population and
increased average life expectancy –, so it was urgent to act and welcome this
audience.
We invited Alzheimer Portugal – Portuguese Association of Relatives and Friends
of the Alzheimer’s Patient to be a partner, to train us, to be part of the team
and to offer scientific support for the programme. Since 2015, this association
is represented in the team of EU no musEU by a member of its Scientific
Comission, neurologist Isabel Santana, who is the scientific coordinator of the
project.
We understand that Meet me at MoMA was a good example of intervention,
but the American reality is not anything like the Portuguese, regarding health
policies and the existence of specific equipment and services for people with
these diseases, as well as support for their carers. Therefore, we decided from the
outset to form two distinct groups: people with NCD and their informal carers.
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In this way, the latter would also have, through EU no musEU, a rarely found
space of catharsis, socialisation and relaxation, for free and in an environment
of common learning.
In order to be able to divide people with NCD and their carers into two distinct
groups, it was necessary to create the figure of the “formal carer in session” –
volunteers who, during the sessions, accompany each person with NCD and
provide for their safety, satisfaction of their basic needs and general well-being.
These carers interact with the participants during the session and ensure that,
if they express a willingness to participate, they will be heard by the group.
The volunteers are people from different academic areas, to whom initial training
is given by our scientific coordinator, other Alzheimer Portugal trainers – with
regards to the specifics of dementia -, and by myself and external collaborators –
regarding the programme and the specificities of intervening in dementia in
a museum context.
The project involves between 20 and 25 volunteers annually, as “formal carers
in session”, people who provide logistics support, occasional collaborators and
facilitators of the sessions.
What happens during an EU no musEU session?
The sessions follow the theme chosen annually by UNESCO and take place
between October and July. In 2018, the theme is European Cultural Heritage.
We adapt the theme to special commemorative days and key dates in our
calendar (when the sessions take place near those dates), always presenting
different works of art to serve as a motto for the activity. For example, Saint
Valentine’s Day, the feasts of the popular saints and other popular festivities.
In the group of informal carers, the theme is adapted to the collections of the
NMMC and serves as a basic concept for the activities of biodanza, yoga or
mindfulness which form part of these sessions since October 2015.
In the group of people with NCD, the focus is on the reinterpretation of the
work of art, according to their own condition, each one’s rhythm and with the
help of two mediators: I, as a museum curator and technical coordinator of
the programme, and José Craveiro, a storyteller known at a national level and
volunteer since October 2015.
In the group of informal carers, there are two approaches: one regarding the
historical context of the works of art (by my museum colleague Carlos Santos),
and another regarding their aesthetic-artistic value (by art historian and volunteer
Raul Mendes). The work of these two colleagues gives the motto for the concept
to be explored in the final part of the session by biodanza facilitator and volunteer
Mafalda Vergueiro, or by the psychology teacher and mindfulness facilitator,
Margarida Pedroso de Lima, a consultant the project.
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What impact does the project have on the quality of life of these
people?
There are several indicators of the positive impact of this programme: we have
got a 60% participant retention; some participants and their carers often request
that the number of sessions per month be multiplied; meanwhile, the carers
created bonds of friendship that allow them to find support among peers,
arranging for meetings to socialise, in addition to the sessions, inside and outside
the museum space.
The qualitative evaluation that we have developed has allowed us to realise the
importance of the enjoyment of the work of art for the emotional stability and,
consequently, social stability of these people and their carers. Some carers have
told us that, since they started coming to the museum and in the days following
the session, the person they care for is more talkative, more relaxed, calmer. One
of the participants is only informed of the day of the sessions the night before,
because of the joy and anxiety that the news cause him!
In Portugal, there is very little social support for informal carers, especially for
carers of people with NCD. With the exception of two specific residences to
accommodate these people, our country does not have, like the United States,
health facilities that bring together, under the same roof, accommodation, day
care and hospital services.
When they are bedridden or need continuous care, the only option they have
is that of the national health system, which, despite being of good quality, is
not adequate or sufficient for these people. Thus, the financial, physical and
psychological burden on the carer is sometimes unbearable and indescribable.
Any social support, even if sporadic, is received as a blessing. Even more so, if this
kind of support clearly contributes to the well-being and tranquility of the person
they take care of...
Can a project of this nature address people with other diseases of
the cognitive spectrum?
People with other diseases involving cognitive decline (within the scope of
NCD, as described in the DSM – 5 – Diagnostic and Statistical Manual of Mental
Disorders, American Psychiatric Association, with more or less memory loss), may
participate in the programme in early and intermediate stages of the disease.
People with Lewy body disease, frontotemporal lobar degeneration, a mild
cognitive decline or senile dementia have participated in the programme. This
variety of disturbances and evolution stages involves a more careful personto-person intervention, it enriches the group as a whole and diversifies our
approaches.
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Nativity in Different Dimensions session
Museu Nacional de Machado de Castro © Vera Lopes

What is necessary for the project to be replicated in other
museums?
It is possible and desirable to replicate EU no musEU. We believe that the
fundamental premise for doing so is to do it in a museum. Then, it is necessary
that this museum’s technical team has got the sensitivity and willingness to
work with these people, being aware that it will be a person-to-person approach,
with all the professional and personal benefits that such an attitude implies.
We will do it in May [2018] at the National Museum Grão Vasco and the
Misericordia Museum, both in the city of Viseu. The two museums will jointly
put the project into practice. The training and follow-up of these teams has
taken several months, since December 2017. There has been specific training,
awareness-raising activities for the community and possible local collaborators,
preparation of registration documents for participants and collaborators, and
documents related to a continuous qualitative assessment.
EU no MusEU is an NMMC programme, which has been validated by this
museum and has its own specificities, relating to the characteristics of the
target audience. Therefore, its replication involves the supervision by its scientific
coordinator, Isabel Santana, and myself, as technical coordinator. This supervision
is necessary in order to identify the human resources available at the host
museum, select the team and distribute it across the project areas, train the
team and the staff, and implement the guidelines that ensure quality.
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Memory Visit session

Museu Nacional de Machado de Castro © Raul Mendes
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Virgínia Gomes
National Museum Machado de Castro | Curator
Curator of paintings, drawings and engravings of the National Museum Machado de Castro in Coimbra since
December 1992. She has actively promoted and participated in the museum’s work with the community, in
various partnerships and initiatives. She has coordinated the project EU no musEU since its conception in 2011.
She has a degree in Special Education, specialising in Augmentative Communication in museums for people with
dementia.

Contacts
www.museumachadocastro.gov.pt
www.mrmgms.wixsite.com/eunomuseu
virginiagomes@mnmc.dgpc.pt
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Generating a
sense of belonging
and a relationship
with the territory
Jesse James and Sofia Botelho
Walk&Talk, Ponta Delgada

House of the Block, an installation by the collective Orizzontale and Francesco Zorzi

Walk&Talk © Rui Soares
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In your words, apart from a festival, Walk&Talk is a platform that
encourages artistic creation in a permanent dialogue with the
Azorean territory, culture and community. How do you promote this
dialogue?
jesse james (jj): This dialogue has been built over time. It is a difficult process,
with many trials and mistakes, but the consistency of Walk & Talk has created a
space for these “communities” to trust its mission and, consequently, to allow or
enhance their participation, in a number of ways. It was fundamental to generate
a sense of belonging and a relationship with the territory. And we have done
this through experimentation in terms of direction, curation and programming
of the festival, identifying strategies and tools which may help us guarantee and
enhance this dialogue.
In the first editions, we questioned the model of what a festival is and what
its mission is. For us, Walk&Talk is more than a festival – circumscribed in time
and space – and maybe this is where the idea of a platform emerges: a way of
translating your stance towards the territory and the range and diversity of its
contents.
The Public Art Circuit and the Programme of Artistic Residencies confirm this
desire to create and to experiment in a site-specific logic, which has the physical
and emotional territory at its centre. It has everything to do with this idea of “we
want to create a centre in the periphery, the island being a platform capable of
creating a new artistic centrality”. These are ambitions that we have reached to
some extent, but there is still much to do.
sofia botelho (sb): This dialogue is something that happens naturally. You
cannot consider bringing an artist to create in this specific territory without him/
her being involved with it. Considering that the place is characterised not only by
its geography, but also by the social, political and cultural context that surrounds
it, all this must be taken into account when occupying a public space with an
artwork. For this reason, we invite a curator or team of curators for the Public Art
Circuit. Their role is to select the artists who will intervene in the circuit, according
to a certain curatorial logic, always taking into consideration the characteristics of
this territory so that it can communicate with it – and for it.
But while the Public Art Circuit is at the origin of Walk&Talk, its programming goes
beyond it, for example, with a circuit of exhibitions and performances. In this sense,
the partnerships developed with other organisations (such as the Teatro Micaelense,
the Arquipelago – Contemporary Art Centre or the Carlos Machado Museum)
promote the circulation of people and often result in bringing new audiences to
other areas of the festival, a sense of belonging and the recognition of the project.
jj: But we still need to reflect on what the “Azorean community” is. This idea
troubles us, mainly because the word “community” has gained a certain sense
and expectation in the context of artistic creation and programming – something
paternalistic – that has no echo in our way of thinking about the festival and what
it means “to involve the community”.
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sb: Among the Azorean population, there is an entire spectrum of ages, interests
and cultural references, which makes it impossible to involve everyone with the
festival and the artistic production that is created within it in the same way.
We can say that there are several levels of involvement: the young art students
who started as volunteers with us when they were 15 and they are now, as
21-year-olds, members of the production team; the craftspeople who are part of
the Residência de Artesanato (Crafts Residence) and who, during the two weeks
of the festival, together with the designers invited, create from scratch pieces
which afterwards may be put on sale; the workers of the companies which
supply the materials for the production of the artworks, who know the festival,
are an integral part of it, but do not necessarily go to the exhibitions hosted by
it; the people who fill the theatre rooms in every performance; the young people
who participate in the Summer School, who stand for hours in line at the gallery
door for a “class” with the artists; the faithful festival-goers who do not miss a
party night at the gallery.
All these agents are part of an “Azorean community”, but experience the festival
differently. Therefore, we assume that a festival like Walk&Talk has got different
levels of involvement with the public, which “grows” in a logic of contagion and
identification with the project.
jj: At the same time, we see a series of projects expanding and gaining their own
characteristics. There is a generation of young people who have grown up with
Walk&Talk and are totally integrated into these dynamics, whether as creators,
producers or viewers. New spaces have emerged in the city which take part in
the dialogue and integrate our activities. There are new festivals on the island
with which we share resources and efforts, reinforcing the idea of a programme
throughout the year, with alternative proposals to what was offered before there
was a Walk&Talk festival. Institutions which initially distrusted the project are now
our main partners. A focus was created on a local scene, which in turn made it
much more permeable and available to the outside.
What motivates you to do this work?
jj: Above all, this is a project of love. There is no other way to describe it, and
we sincerely hold on to this idea of promoting a festival like Walk&Talk, which
is very ambitious in its conception, in a place like the Azores, which has a lot of
potential, but many limitations as well – cultural, social and political – in relation
to what contemporary artistic production is.
Changing these perceptions locally and gaining validation from our peers in a
more global context serves as a stimulus for future thinking and, of course, gives
us some assurance about the evolution of the project. In its 8th edition [in 2018],
this is more than an artistic project. It is also a communication project and has
gained a political and institutional dimension. It has become an agent.
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In short, to feel that the project is changing – or can change – something is
extremely rewarding and that is what motivates us. It is a very powerful feeling,
especially when it is shared by several people!
sb: We believe in the ability of art to make people question and to generate
dialogue. If the work we do allows creators – artists, craftsmen, curators ... – to
produce in a context that gives them the possibility of developing projects which
are attractive to them and which we, the audience, cannot only enjoy but also be
part of it… this, for us as an organisation, is marvellous.

Crafts residency / Design
Walk&Talk © Rui Soares

Vítor Belanciano, a journalist from the newspaper Público, wrote,
“At first the art went to the people. Now the people also go to the
art.” In seven years, the festival, which began by exploring mural art,
has evolved and now houses a great diversity of artistic practices.
What have you done so that audience development may follow the
evolution of the programming?
jj: Vítor is very generous, but it is true: the two sides have come closer and there
has been a demystification of what the festival and its events are. It is a challenge
to find a balance in this management of audiences and expectations, especially
with a programme that has evolved and found new ambitions.
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There is an artistic direction that focuses on the mission and identity of the
festival and its positioning in promoting creation. Then we move on to a
curatorial logic, where we define curators, artists and projects it makes sense
to develop and support. And, finally, we have the schedule of activities / events,
which is fundamental in the way we createa a rhythm in the experience of the
festival. Again: trial and error.
sb: This monitoring was something gradual and natural. In the first years of the
festival, the artworks created for the Public Art Circuit served as a “gateway”
to the beginning of a dialogue between art and audiences. By occupying
unconventional spaces, the contact with the artworks became more direct
– the pieces became elements which naturally occupied the same space as
the people. People’s feedback on the artworks of Walk&Talk was positive from
the outset. There was a sense of belonging in relation to the works that were
installed in public spaces. Therefore, as we started introducing new forms
of artistic expression into the equation (such as architecture, performance,
installation or design), these works were viewed with surprise and curiosity.
On the other hand, the Programa de Conhecimento (Programme of Knowledge)
has been an important part of the interaction between the public and the
artworks. Being one of the pillars of the Walk&Talk project, its main objective is
to create bridges between the public and the contents produced at the festival.
This programme includes visits to the artworks of the Public Art Circuit and to
exhibitions, seminars (such as Periférica), talks, workshops, a Summer School
or open classes. There are several levels of involvement of the various audiences
with the numerous contents that the festival presents.
jj: The W&T Gallery, a temporary space we had for five editions in an unoccupied
building, created a house for the festival. This central area brought together
a large part of the programme’s activities, with residencies, productions,
exhibitions, canteens and a square in front of the building. The local population
began to identify the space as the “Walk&Talk place” and this generated comfort
and familiarity. It was an open and accessible space.
sb: Obviously, opinions are not always unanimous and there is still a lot of work
to be done in this dialogue between the programme that Walk&Talk presents
and the public. Throughout these eight years of work, we have been developing
strategies, improving the logic of the programming and testing new ways of
doing things, these being part of the organic dynamics of the festival, allowing it
to develop.
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Summer School, activity of the Programme of Knowledge

Walk&Talk © Mariana Lopes

Besides funding, what partnerships are fundamental for the
development of your work?
jj: The regional government and the Municipalities of Ponta Delgada and Angra
do Heroísmo have been structural partners. But over the years, we have found
more partners who have contributed to the development of the programme,
such as Mailchimp’s support for our Artistic Residency Programme or Adega
Mayor for the exhibition series. Then there are logistics partners that alleviate the
burden of production, like Azores Airlines, the Bensaude Group or Tecnovia.
The inclusion of partners has also been fundamental in the evolution of the
festival, which allows us to host more projects and to occupy different spaces,
such as the Teatro Micaelense, the Instituto Cultural Romeno, the US Embassy,
the Luso-American Foundation, the Arquipelago – Contemporary Art Centre,
among many others.
sb: We share, present and co-produce projects with them. This logic of sharing
the effort to “make things happen” makes sense to us, as we act and think with a
more global logic, working for a whole.
Considering the nature of Walk&Talk and the territory where it takes shape, we
have also got partnerships with organisations which are not necessarily related
to culture. For example, in 2015 we partnered with the Centre for Monitoring and
Research of Lagoa das Furnas. This allowed an artist – Derek Bruno – to intervene
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in that valley, placing a series of sculptures in a path around the Lagoa das Furnas
that gave the possibility of re-thinking that territory.
We promoted the work of that centre, which is to revitalise the forest around the
valley for the recovery of the lagoon, but we also had the opportunity to expand
the Public Art Circuit to a non-urban territory. The artworks allow this: to (re)
discover places on the island, inviting us to look at them under a new prism.

House of Ferraria, permanent installation by Teresa Braula Reis
Walk&Talk © Sara Pinheiro

In 2016, the festival was extended to the island of Terceira. How did
you get to that “new territory”?
jj: It was a very interesting and desired challenge for the team, mainly because
one of the members was born in Terceira. It is a very different context and a
much smaller edition than the one we do on the island of São Miguel. But it is an
edition that allows for a very close contact with the artists and the development
of the project.
sb: The first step was to liaise with local organisations, such as the municipality
or forestry services, and it was gratifying to see how the project was welcomed
and cherished. Although the historical centre of Angra do Heroísmo is classified
as world heritage site by UNESCO and there are measures for its preservation
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and against the loss of its personality, this was not a barrier but rather provoked a
greater enthusiasm for the Public Art Circuit installed in the town.

Jesse James
Walk&Talk | Artistic director
He lives and works between Lisbon and Ponta Delgada, as cultural programmer and independent curator,
combining curatorial projects, communication consulting and strategic management for projects and cultural
organisations. He is the co-founder and executive director of Anda&Fala – Associação Cultural, a contemporary
and multidisciplinary structure for artistic creation. Since 2011, he is the Artistic Director of Walk&Talk festival. He
has a degree in Tourism and Leisure, with a specialisation in Communication and Cultural Planning. He is currently
doing a post-graduate course in Art Curation at the Faculty of Social Sciences and Humanities at the Universidade
Nova de Lisboa.
Sofia Botelho
Walk&Talk | Artistic director
She works in the Education Service of the Carlos Machado Museum, in São Miguel, in the Azores. Since 2013, she
is the Artistic Director and Coordinator of the Walk&Talk Festival Programme of Knowledge. She has a degree in
Sculpture and a master’s degree in Museology and Museography from the Faculty of Fine Arts of the University of
Lisbon.

Contacts
www.walktalkazores.org
organization@walktalkazores.org
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“The perspective
of thinking of an
organisation as
if it was a person.
How can it act so
the people don’t
find its actions
strange, being
consistent, working
on its relationship
with people”
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“To realise that
sometimes it is in
small things that
we break down the
biggest barriers.”
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Acesso Cultura, Associação Cultural
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