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Dear colleagues,  
 
We hope this all new European Art Education Bulletin finds you well. Our aim is to inform you 
about the latest news, activities, and proposals of InSEA in Europe. The European Art Education 
bulletin has been improved and developed to now include the categories of a Spotlight on a 
specific country (this additional by Silvia Casian from Moldova) and an article on a specific topic 
‘Voices from Europe’ with the contribution of Dr. Dennis Atkinson from Goldsmiths University 
of London. 
 
 
Maria Letsiou 
 
On behalf of the Board of the European Regional Council of InSEA (Andy Ash, Maria Letsiou and 
Ernst Wagner) 

News 
 
ERC webinar – save the date! 
 
Saturday 13th November 2021, 10:00 – 12:00 Central European Time 
Professional Learning Communities in Art and Design Education 
Coordinated by Dr Emese Hall, University of Exeter UK 
This InSEA webinar will present both theoretical and practical perspectives on the concept of a 
‘Professional Learning Community’ (PLC) and invite discussion on this topic amongst 
presenters and participants.  There will be consideration of the form and function of different 
types of PLCs in art and design education, with contributions from a range of members of these 
communities.  Particular attention will be given to reflection upon the successes and challenges 
of PLCs in a current Erasmus+ research project, titled Visual art education in new times: 

 
 
 
European Art Education Bulletin - October 2021  
InSEA European Regional Council 
https://inseaeurope.home.blog/home/ 
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Connecting Art with REal life issues (CARE)  - see: http://care.frederick.ac.cy/  Supporting 
resources and some provocations will be shared with participants in advance of the event.      
 
Call for participation 
 
KA1 -THE BEAUTY OF EDUCATION IN THE LANGUAGE OF THE ARTS 
Colleagues from Belgium are looking for different kinds of stakeholders in their project 
consortium: Artists, Teacher trainers, Educational policy stakeholders, Teachers, (Educational) 
Researchers……… 

• For a KA1 visit, to learn from good practices and exchange expertise at your school or 
institution for min. 2 days as from January 2022. 

• Do you want to explore how the language of the arts can give added value to the 
subjective theory on education of teachers, can provide a new and inspiring            
language to talk about their educational practices, is able to strengthen or revive their 
passion for the job? 

• Do you want to inspire (fellow) teachers and educators by sharing (visual) narratives 
about the beauty of their profession? 

• Do you have any kind of expertise within the field of a/r/tography, or with creating 
visual narratives, storytelling, story-weaving? Are you an expert in hermeneutics, 
symbolic language, archetypes? 

• If you believe in the powerful roll of imagination through narratives and images in 
human life and if you have a heart for education, you are the project partner we are 
looking for! 

If you are interested in this subject and you want to know more please contact Els Van Waes 
(els.vanwaes@ucll.be) and Jilca Van Tienen (jilca.vantienen@ucll.be) or meet up  with us online 
for a Teams call (See also attached file). 
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Voices from Europe 

Cultures of Interstices 
Dennis Atkinson 

Goldsmiths University of London 
d.atkinson@gold.ac.uk 

 
I begin with a brief anecdote taken from Isabelle Stengers whose writing informs this bulletin. 
She is discussing modes of abstraction particularly in relation to the concepts and methodologies 
of professionals that are intolerant towards those practices, opinions or beliefs that offer counter 
narratives. She gives the example of the intolerance of science and rationality that rejects what 
we might call ‘unscientific’ practices or narratives that question the grounds of scientific 
rationality. We might view this phenomenon in some medical practitioners’ attitude to 
alternative medicine. And when such questioning becomes loud enough and cannot be simply 
ignored as irrelevant or insignificant, it is often put down by science as caused by a ‘rise in 
irrationality.’ Similar intolerances arise towards new art practices that seem to challenge 
established grounds of art. Stengers makes a comparison of professional habits to a wall of 
cement that “rejects the interstices in which the weed grows and that one day will crack it open.” 
In contrast what she refers to as creativity and its constraints can be compared to “a wall of dry 
stones” which can be displaced by what grows between them. Crucial to this contrast is that the 
interstices, between the stones, in which organic matter exists, belong to the wall just as much 
as the stones (Stengers 2011a, p.274). 
 
I began with this anecdote as a pretext for thinking about the subject of art education and 
globalization that was the focus of the 5th European Webinar held by InSEA on 26th June this 
year. The prologue to this on-line event proposed a series of questions. How does globalization 
influence art, culture, education today? What are the key concepts that art educators might want 
to consider: transcultural dialogue, decolonization, universalism, identity politics?   
 
In his book Process and Reality Alfred North Whitehead makes an enigmatic statement: “Life lurks 
in the interstices of each living cell and in the interstices of the brain (1985, p. 105-106).” I want 
to contemplate this statement in relation to the questions put in the InSEA webinar prologue and 
in relation to the notion of a ‘culture of interstices’ proposed by Isabelle Stengers (2011a, pp. 
323-328). I will address the notion of interstices to these issues of globalization all the way down 
to pedagogical practices in sites of teaching and learning. 
 
Life, according to Whitehead, is what lurks in the interstices. We can understand this idea by 
considering the contrast between established forms of practice, social structures and norms, 
principles for guidance and so on, which constitute our social orders and environments, and that 
which lurks and intervenes, disrupts, and may offer future potential. Life as a dynamic process is 
that which produces innovation and novelty, “the primary meaning of ‘life’ is the origination of 
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conceptual novelty - novelty of appetition, (Ibid, p. 102),” which, in relation to the immediacy of 
art practice concerns the striving towards new forms of expression in the flow of life. 
 
Living societies then require, like the stone wall, established orders or structures, whilst life is 
that which lurks in-between. “The fact that a living being can succeed in maintaining itself in a 
changing, uneven environment implies both a social order and interstices in which life lurks 
(Stengers, 2011a, p. 330).” For Whitehead (Ibid, p.339) “The art of progress is to preserve order 
amid change, and to preserve change amid order. Life refuses to be embalmed alive.” One way 
of viewing this is to consider the imposition of standards or frameworks of understanding that 
may inadvertently smother those practices that do not conform to them. Another way of putting 
this is to ponder the controlling tendencies of established skills and traditions of practices we 
inherit, which may stifle the energy and zest of imagination of other practices that do not fit but 
which may offer opportunities to transform practice and produce new interstices. Experiencing 
interstices, such as may be created by an encounter with the unfamiliar, may be conscious or 
unconscious and lead to an openness to what I call the gift of otherness or an outside that 
interrupts and suspends assimilated habits, modes of thinking and practice. Such experiencing 
involves living with uncertainty, perhaps a feeling of being lost but also being driven by that which 
is, as yet, unknown. Deleuze and Guattari (1994, p.171) write, “It is always a question of freeing 
life wherever it is imprisoned, or of tempting it into an uncertain combat.” 
 
Art practice is compelled by the unknown as it is pursued in practice in all its varieties. It involves 
an openness to the gift of otherness and the flux of chaos; that which is not foreseen, that which 
creates a culture of interstices and the possibilities for expanded practice and collective 
existence. We need therefore to take care of the interstices that emerge, and which cannot be 
predicted. The adventure of art practice involves the immediacy of experiencing and of losing 
oneself, thereby living with uncertainty and doubt but also the irrepressible excitement driven 
by that which is unknown. Stengers (Ibid, p. 329) writes: 
 

Every social interstice is a betrayal in the sense of ‘recuperation’ but that which, as it makes 
society, inherits what was original, is transformed by what was betrayed, and creates the 
possibility of new interstices. 

 
Perhaps a more effective way forward, but challenging on several levels, is to move away from 
thinking in terms of cultures of identity towards cultures of interstices. If life, or the force of 
originality, which Whitehead proclaimed as being synonymous, lurks in the interstices of living 
processes, such as teaching, learning, art practice, interstices in which new possibilities of 
relevance lurk, then we need to take care of the interstices that may open up possibilities for 
future appetition and flourishing, rather than perpetuate established identities, which produce 
variations of a repetition of the same. In the field of education such taking care is imperative to 
the adventure of pedagogy. Equally in a changing world with all its challenges, taking care of the 
interstices and their possibilities matters. 
 
The notion of taking care is important, it includes taking care of our abstractions, which may 
require a decolonising of thought and practice (a risky affair) from the securities of inheritance 
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and tradition, the socio-cultural codes, concepts, values, and their modes of subjectivation that 
hold us. This decolonising aspect of taking care is not aimed at modifications or adaptations that 
promote inclusion into existing social maps but at changing the cartographies of the spaces of 
practice and modes of subjectivation. Taking care of the interstices therefore is a taking care of 
possibilities for new abstractions, ways of conceiving, new subjectivations and modes of practice 
on individual and collective levels. We might try to consider the emergence of interstices on 
several levels in relation to art education from, for example, the cultural and political down to 
the singularities of local events of learning and teaching, and what taking care of the interstices 
means in these contexts.  
 
Globalization is a concept often used to refer to a sense of global interconnectivity through digital 
and other media, travel, trade, financialization and the advancement of technological innovation. 
It refers to issues of climate change affecting natural and social environments on a global scale, 
fuelled by human processes of extractivism, deforestation, exploitation and greed. It also 
concerns increasing migration and unbelievable suffering as a consequence of climatic changes 
but also because of war and conflicts that decimate populations and precipitate floods of 
refugees across continents. In educational contexts such population flows bring with them 
influxes of children that increase the diversity of school populations and the requirement to 
develop effective educational programmes. The levels of difficulty in trying to cope with such 
problems are complex and impossible to capture. 
 
To repeat the questions that formed the prologue for the InSEA webinar: How does globalization 
influence art, culture, education today? What are the key concepts that art educators might want 
to consider: transcultural dialogue, decolonization, universalism, identity politics? I have 
proposed a shift from cultures of identity to cultures of interstices and this shift brings with it a 
move towards a decolonisation of thought and practice. And the notion of taking care of the 
interstices engenders a politics of the interstices, what we might call, after Stengers, a 
mesopolitics, a politics of the in-between. In the space I have for this bulletin I will try to outline 
these propositions in relation to art education.  
 
Without trying to avoid the global predicaments just mentioned, and bearing in mind 
Whitehead’s idea of life, we might think about global issues through the ideas of cosmos, 
divergence, taking care (of the gift otherness, our abstractions, interstices,) and 
mesopolitics/ethics. The notion of divergence is not to be viewed in terms of divergence from 
others thus appealing to a kind of comparison between practices and standards of equivalence, 
but rather, as Stengers suggests, in terms of what constitutes a practice as practice, its ethos and 
oikos if you like, in that each practice has its own contextual ways of noticing and valuing. What 
makes “each practice exist is also what makes it diverge (Stengers 2011b, p. 59).” Stengers uses 
the notion of an ecology of practices to indicate what we might call a togetherness of divergence 
or a relational heterogeneity, terms which might characterise the complexity that the term 
globalization employed in a convivial sense infers. In educational contexts we might consider this 
togetherness of divergence in terms of how the ethos of each learner diverges in a positive sense 
and not simply in comparison with others. What emerges in the interstices of each divergence, 
and also in a collective pedagogical situation, is central to the pedagogical adventure. On a more 
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macro scale the idea of cosmos proposed by Stengers in her work on cosmopolitics does not 
simply refer to a world but to a world of many worlds without any sense of an encompassing ‘all’ 
because of the continual advance of novelty. For Stengers cosmos denotes the “unknown 
constituted by these multiple, divergent worlds, and to the articulations of which they could 
eventually be capable (2004, p. 3).” This seems highly resonant to the meeting of diverging worlds 
on a macro level, the worlds of diverging cultures for example, but also to the diverging worlds 
of an educational context in which a classroom can be viewed as a disjunctive synthesis, a 
togetherness of divergence. 
 
As we encounter different and diverging practices and their ecologies, we might view such 
encounters as experiencing the gift of otherness. And the notion of taking care functions on 
several levels. Taking care of this gift, taking care of our frameworks of understanding, our 
abstractions, through which it is grasped, and taking care of the interstices that may emerge 
when that with which we are confronted disrupts our abstractions and opens up new 
possibilities.. Thus, taking care involves a mesopolitics, a politics and ethics of the interstices that 
requires trust, empathy and appetition.  
 
When we explore or acknowledge the artifacts, symbolism or practices of other cultures and 
traditions perhaps it is that which emerges in-between which has potential for creative advances 
and convivial becoming. Rather than emulating cultural devices from one context into another it 
is what emerges from the symbiosis of their contrasts that matters. The force of novelty lurking 
in-between may lead to new concrescences and modes of practice.  
 
The cosmological imperative, taking cosmos as referring to yet unknown articulations that may 
emerge from the interstices of divergent worlds, is to widen our gaze to try to capture what might 
be possible and to work at strategies for overcoming that which prevents such possibilities, 
preventions that lie within us as well as outside. Is it possible/desirable in education to obviate 
its capture by economic ambition, global capital, and the reduction of subjectivity to its 
subjectivations? Is it possible to advocate an education that is grounded in civic values and 
conviviality? How might art education play a part in this advocacy? This may be done by initiating 
encounters in its domain (which is always expanding) that create what Suley Rolnik calls 
“embryos of other worlds” from worlds already assimilated. Put in the words of Stengers such 
encounters might function as a culture medium of interstices to support the divergence of 
embryonic growth and thereby disclose new possibilities, capabilities, and sensibilities, new 
ecologies and cartographies of practice. 
 
The singularities of art practice, their events of rupture, their projection of new possibilities for 
practice, their creation of new worlds denotes what Ziarek calls the force of art and its creative 
possibilities. But art is also captured by the dominant regime of capitalist economics and 
production and the colonisation of creativity for its own ends. Equally our evolving conceptual 
frameworks, our abstractions, may enable new ways of conceiving practice as these emerge from 
the singularities of practice that open up new possibilities, or from transversal relations whereby 
conceptualisations from other domains infect practice. However, care needs to be taken not to 
allow what we might call macro concepts, such as ‘inclusion’, ‘equality’ and ‘globalization’, to 



 7 

remain locked into the very territory they seek to disrupt by the cunning of global capital. This 
would fail to enhance the creative force of divergence, or fail to take care of the nuances of life, 
the interstices in which life lurks, the singularities of practice, that may be able to transmute 
dominant forms of subjectivation towards more convivial forms of existence. We might witness 
such embryonic transmutations in the diversity of resistance movements driven particularly by 
young people. Do we therefore need to be suspicious of macropolitical abstractions and pay 
more attention to mesopolitical relations and what emerges from their interstices that open up 
new possibilities for more convivial forms of existence? Do we require more emphasis upon 
ecologies of interstices that may expand what we can achieve in a togetherness of divergence? 
 

***** 
 
A more expanded treatment of these ideas and topics is provided in a new book entitled 
Pedagogies of Taking Care: Art, Pedagogy and the Gift of Otherness. The book will be published 
by Bloomsbury early next year. 
 
References 
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Whitehead, A. N. (1985) Process and Reality: An Essay in Cosmology. New York: The Free Press. 
Ziarek, K. (2004) The Fore of Art. Stanford: Stanford University Press. 

 

 

 
 
 
 
 
 
 
 

  



 8 

Spotlight on Moldova: 
Spaces for Visual Art Education in Times of 

Change  
 

Overview of education reform 

by Silvia Casian* 

Art education is a significant expression of our society and particularly when the education and 
arts relates to its history and culture. Moldova shares its’ history with many Eastern European 
countries, but its geographical position and its intricate relationship with Romania puts the region 
in a specific sociocultural context. After the declaration of independence from the Soviet Union 
in 1991, Moldova proceeded to reconstitute its national and cultural identity. In these difficult 
and tumultuous times, an important role was attributed to education reforms, which have had a 
powerful impact on society and contributed to the education of a generation oriented towards 
national and European values. The implementation of the General Education Reform in Moldova 
started in 1996. This project was co-financed by the World Bank and the Government of Moldova. 
The main socio-cultural objective of the project was to help it pass from a totalitarian regime to 
a democratic regime and transform the education system through a gradual passage from a 
centralized and directive analytical programmes to a decentralized and non-directive curriculum. 
The educational reform, conceived in the nineties of the twentieth century, emphasized a new 
teaching theory, the curricular development, that was extremely different from the previous 
academic traditional theories based on scholastic disciplines and encyclopaedic knowledge. In 
line with this change, visual art education in Moldova has evolved and acquired modern 
configurations. The curriculum of visual art education acquired new educational dimensions 
(national, local, institutional), new objectives; news ways of transmitting knowledge, skills and 
attitudes; innovative and more interactive teaching methods and subject matters based on 
different concepts to the traditional analytical programs, and suggestions for evaluation. The 
ideologized character of the traditional programmes was altered by changing the focus from 
unidirectional passive teaching situations to approaches influenced by child development 
through art.  The most significant changes were: 

 
Guidelines for the traditional Visual/Plastic 
Art Programs 

 
Guidelines for the new Visual Art Education 
Curriculum 

Based on content Based on objectives 
Compulsory contents Optional contents 
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Teacher-centered: The student as a passive 
object 

Student-centered: The student as a participant 
subject 

Rigid structure Flexible structure 
Academic drawings (mimetic 
representation of three-dimensional 
objects on a two-dimensional/flat surface, 
predominantly still life, and landscape 
drawing), thematic compositions with 
predefined topics 

Emphasis the study of the elements of plastic/visual 
language and image’s structure. Initiation in art 
history based on works of universal and national art 
and traditional local art; Promotes artistic creativity 
and (self) expression through images. 

 Suggestions for evaluation of students’ performance 
and students’ work by consideration of the infantile 
art characteristics. 
  

 

In summary, visual art education was conceived as a process of acquiring skills and 
competences of communication and expression through images, with an emphasis on active-
participative teaching methods and student-centred learning focused on self-expression (School 
Curriculum of Plastic Art / Art Education in secondary schools, 1998, 2000, 2003, 2006). These 
ideas and the main concepts defined in the afore mentioned curricula, increased the 
modernization of the curriculum and constituted the basis for the development of the modern 
school manuals of plastic and visual education in Moldova. The curriculum was conceived as a 
flexible and balanced structure emphasizing the educational objectives, harmoniously integrating 
basic and specific educational objectives for each learning cycle, flexible subject matter contents, 
teaching methodologies and suggestions for evaluating school results. In this way, the curriculum 
promoted a new concept of visual art education and proposed a pedagogical strategy for its 
implementation. The familiarization of the teachers with the new disciplinary content and 
pedagogical method was crucial for the success of curricular reforms. For this reason, strong 
programs of teacher training were put in place for teachers at all levels of pre-university 
education. Intensive training courses for generalist and specialist teachers, have been organized 
for teachers of primary and secondary education. The new curriculum prompted a notorious 
change in both the pre-university education system and the university education system, 
influencing the education and training of teachers of plastic and visual education. 

Complementary to the curricular reforms, Moldavian education was moving towards a type 
of art education characterized by an intense appreciation of children's artistic creation, promoting 
socio-cultural activities that highlight visual education. The enlargement of visual art education 
programmes facilitated the access of students from general education to artistic studies. The 
study plans allowed the deep study of arts, particularly visual arts. The introduction of 
examinations in the visual arts area facilitated access to university studies for those who study 
arts as major subjects in high secondary school. 

The annual visual arts education olympics and thematic competitions for children's art have 
been a space for fruitful growth for both students and teachers. Children's art exhibitions were 
organized regularly. The artworks of children and teenagers were exhibited in the most beautiful 
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and significant buildings, such as the Palace of the Republic and the “Exhibitional Centre of the 
Union of Artists "Constantin Brancusi". The Faculty of Plastic Arts and Design of the “Ion Creanga” 
State Pedagogical University has become a training centre for visual education teachers, 
promoting teaching of visual arts and children's art. 

The organization of visual arts olympics and competitions and children's art exhibitions in the 
university increased the visibility of art education and facilitated the contacts of general education 
students with the world of arts. Partnerships with large companies in organizing children's art 
competitions were a way of framing students in activities to value and apply their skills in the 
practical world. In this way, the social visibility of students' works to value children's art 
complemented the curricular reforms in academic spaces. At the Faculty of Plastic Arts and 
Design, State Pedagogical University “Ion Creangă”, a new generation of artist-teachers was 
trained, in visual arts and pedagogy, who evolved and contributed to the flowering of visual art 
education in the country. 

The transitional times in Moldova were characterized by dramatic changes in various 
aspects of society, but also by the enthusiasm of people whose commitment and dedication drove 
progress and founded visual art education as a space for individuals creativity and free expression. 
The new paradigm of Education through art in Moldova, promoted learning a positive attitude 
towards nature, society and the arts, respect for others and different cultures, and in doing so 
aligns with the values promoted by the International Society for Education Through Art- InSEA. 

 Art unites us and, at the same time, emphasizes the qualities that make us unique. 

  

About Silvia Casian 

Silvia Casian is a doctor in education, an art teacher and an art education curriculum author. She 
has been active in the field of art education since 1986. Between 1996 and 2006 she participated 
in the national curriculum reform in Moldova, acting as art education curriculum coordinator and 
author. Her experience also includes teaching in elementary and secondary school, teacher 
training, assessment in art education and research in the field of education. In 2012 she obtained 
a grant from the Portuguese, funding agency FCT, that supports science, technology and 
innovation, and the European Social Fund, under the Human Capital Operational Programme. She 
is a collaborator researcher of CIEC-UM and CIAC-Alg, an author and a reviewer of International 
Journal of Art and Design Education (UK), a member of the scientific board of the journals 
Imaginar and Invisibilidades (Portugal), member of the Association of Teachers of Visual 
Expression and Visual Communication - APECV-in Portugal and a member of InSEA.  Email: 
slkassian@gmail.com 
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Report 
 

Being Radical: InSEA European Congress, Baeza, Spain 2021  
Report by Teresa Torres de Eça 
 
InSEA congresses always generate opportunities to get involved in encounters, to learn with 
others; to share experiences and to weave networks for collaborative projects with educators, 
teachers and artists from other countries. InSEA European Regional Congresses have been 
periodically held in different countries thanks to the generous help of InSEA local members who 
sought partnerships and sponsors to organize the events. The congresses in many cases 
engaged local art educators associations and universities and helped to promote InSEA in those 
regions (See Appendix). 
 
The last European congress, was organized by our colleagues during very difficult times. Due to 
the Pandemic it was postponed and the organizers had to adapt it to an hybrid format in loco 
and virtual. The congress was planned to take place in a rich Spanish historical site: the 16th 
century palace of Jabalquinto, the headquarters of the International University of Andalusia in 
Baeza, a UNESCO World Heritage Site. But during the initial date, in 2020, travelling was 
impossible because of world public health restrictions. Elsewhere other events were adapted to 
online formats such as webinars, which provide very interesting alternatives but miss the core 
of an InSEA congress: being together in the country of our hosts. So, one year later, when 
travelling was possible again, a hybrid congress was finally launched. 
 
The topic was very provocative: being radical, in different meanings: vital to life, from 
Latin “radix” (having roots), its mathematical meaning, and also in its more contemporary 
meaning of extreme social, political change or transformation. Following that theme at the 
opening session the collective CULTURHAZA raised the need for more critical and embodied 
actions in education. A symbolic sowing was carried out collectively as a compromise to more 
sustainable paces of life:  
 

To inaugurate the InSEA Seamos Radicales / Being Radical Congress, the 
face-to-face attendees will make plants for the winter garden… We invite 
online participants to also make a seedbed on the opening day of the 
congress. Depending on the hemisphere where they are, they will have to 
choose a plant for the summer or winter garden. It is very important that 
they look for a local seed that they can grow to bear fruit in the conditions 
and space they have… (From congress website. Plenary sessions).  

 
The idea of having the seeds to germinate in our physical spaces and spread out the images in 
virtual spaces was the ignited point to a congress were arts based formats were tested both 
virtually and physically. According to the organizers, the team of the University of Jaén, lead by 
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Isabel Moreno, “being radical” means to bring artistic action to the foreground. They didn't 
want to talk about art or art education, they wanted to foster dialogue through artistic actions.  
 
Thus, action was always the starting point for each session. The presentations were expected 
be the actions themselves or graphic, videographic or sound events to trigger dialogue among 
the participants. At Baeza, between the orange trees and the sound of the fountains, 
participants could watch video works, see artistic installations and engage in practical 
workshops. Exhibitions were displayed in several magnificent buildings of the city were offering 
a calm contemplation.  
 
The audience in Baeza, integrated a great majority of women, surprisingly young educators 
extremely committed to social causes and political issues, expressing critical views during the 
discussions. The sessions were quite challenging in terms of ways of presenting, and contents of 
the presentations. For example the performance by the collective ORGIA ‘Flori.culture 
subversive’ brought feminist readings into the history of scientific drawing. Feminist visions of 
arts; society and arts education were quite strong theme in the events as well as environmental 
issues and sustainability through arts, craft and design. During the 3 days of the congress in 
Baeza, participants were asked to write their views about ‘Being radical’ in their hand, a visual 
‘questionnaire’ photographed by Raquel Balsa and Angela Saldanha, as a way to express the 
participants’ voices. 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
The congress brought out several issues, worth to be further explored both in its activist 
format, pretending to provoke questionings through transformative artistic actions; and in its 
collective aim for participatory creation between digital and analogue communication tools. 
The event, also showed different and resilient ways of revisiting visual arts, architecture, design, 
photography, media, and crafts in education for cultural democracy, cultural agency, and 
citizenship. The final musical performance by Rocio Guzman encapsulated the spirit of the 
congress: with his incredible voice working with traditional and digital musical soundscapes he 
expressed his commitment to the future that respects our origins and our planetary sensory 
experience. 
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Appendix: Regional Congresses / InSEA Seminars since 1980 
 
Year Place 
1980 Baden, Austria 
1982 Nicosia, Cyprus 
1983 Sofia, Bulgaria 
1985 Bath, United Kingdom 
1988 Stockholm, Sweden 
1992 Helsinki, Finland 
1994 Lisbon, Portugal 
1997 Glasgow, Scotland 
2000 Poznan, Poland 
2003 ‘InSEA on Sea’, Stockholm, Helsinki & Tallinn  
2004 Istanbul & Cappadocia, Turkey  

2007 Art Education Research and Development Congress. 17 -20 July 2007, 
Heidelberg - Karlsruhe, Germany. Website:  http://www.insea2007germany.de 

2009  InSEA Seminar Micy , Ljubljana, Slovenia  
2010 European InSEA Regional Conference, Rovaniemi, Lapland, Finland, 2010  

2012 
InSEA European Congress, Lemesos Cyprus from June 25-27, 2012. The theme 
of the conference was 'Art Education at the Crossroad of Cultures' . Download 
here the  Proceedings.  

2013 2013 European Congress: Tales of Curiosity, University of  Canterbury UK, 
Download here the Abstract Proceedings   

2015 2015 European InSEA Regional  Congress,  Culturgest, Lisbon,Portugal. 
Download here the Proceedings   

  2016 European Congress: Art and Design Education in Times of Change . 
University of Applied Arts Vienna. 22–24 September 2016 

2018 

European Regional InSEA Congress, Aalto University, Helsinki, Finland, June 
2018, Download Proceedings 
InSEA Seminar  Engaged Art Education, Aristotles University, School of Early 
Childhood Education;  Tessaloniki, Greece, 16 -18 July 2018. Website: 
https://www.insea.org/insea-seminar-2018 

2019 
InSEA SEMINAR- Art Education: Conflicts and Connections, MUZA, The Malta 
National Community Art Museum. Malta 9-11 October 2019. Website: 
https://www.insea.org/InSEA-Malta-seminar-2019 

2021 
 InSEA Europe Regional Congress, 6-9 July 2021,University International of 
Andaluzia,  Baeza, Spain  and online. Congress Theme: Being Radical.  Website: 
http://seamosradicales202.wixsite.com/misitio/let-s-be-radical 
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The European regional InSEA Congresses normally concentrate on European or global issues 
around art education and its connections to societal and scientific topics providing formats 
open to general and group discussions such as plenary sessions with keynote speakers; round 
tables; parallel sessions with presentations submitted by participants; workshops; exhibitions 
and interesting social programs where delegates have the opportunity to have a sense of the 
local culture through visits to schools; universities, museums; parks and other patrimonial sites. 
Participants can learn from the art education structures and practices through the conference 
program, developed together with local art and art education professionals.  
 
The congresses are aligned with the main purpose of the InSEA Society: the encouragement 
and advancement of creative education through art and crafts in all countries and the 
promotion of international understanding. Focusing on emerging issues and challenges of art 
education, the scientific and artistic program of the congresses are designed to improve 
dialogue from diverse perspectives and to offer a platform for generating new visions and 
methods for the research and practice of art education at all levels and sectors. 
InSEA European regional Congresses are also a way of the Society to support its members in 
difficult situations. By participating in the events InSEA members show the strength of the 
network despite the threats. 
 
  
 
 
 

 
 

 
 
 
 
 
 
 
 


