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Who are you and what has your professional trajectory been?

Elisabet Aznar: I've had a very unusual trajectory. | come from a business
environment. I've studied international commerce and economics, but

I've always had a passion for the world of the arts, and for the social
world, too. | took a trip on a scholarship to Ecuador, and as a result of

that | came back to Spain after a year and a half with a pretty different
mentality. Living in another reality kind of disorients and reorients you

as a new individual in the world. From there | got interested not just in
business but also in more social aspects. David and | came into contact in...

David Martinez: ..2002...

Elisabet Aznar: ..2002, working with Campos de Solidaridad in the
Philippines. That's how we met. He was an actor, and that's kind of where
the adventure started. And little by little this new way forward, called

La Nave Va, came into being... I've been with La Nave Va for 15 years.

David Martinez: In my case | do have a theater and arts background. |
studied dramatic arts. | was working to become a traditional actor, and

| went to Barcelona where | started to work with several professional
theater companies, like El Teatre Romea or El Teatre Lliere. After a few
years | had an existential crisis, about how art didn’'t do any good: “Why
work so much if people don't go to the theater, if they don't understand
it?" | couldn’t see the immediate usefulness of it. And then | got lucky
because Augusto Boal was coming to Brazil to do a week-long intensive.
They were giving him a prize, and | met Augusto Boal, and | was in

awe, like: “Oh! This exists! Theater can step out of the theater and into
the community, it can generate some kind of transformation.” So that
was like an inflection point. | started to see people doing theater of the
oppressed, social theater in Barcelona, in Europe. And then a project called
Drama Way opened up, which was three years of travel around Europe
to get to know different social theater projects in Finland, Portugal, or
Estonia. Then | started collaborating with NGOs and | went to work with
SETEM, the Campo de Solidaridad with the Philippines, where we met.

Elisabet Aznar: My name is Elisabet Aznar.
David Martinez: I'm David Martinez.

Elisabet, you have a business background. In your experience what
overlap is there between the business world and the theater world?

Elisabet Aznar: | don't reject or repudiate any of what I've learned in
the business world. On the contrary, | think it has been really useful, to



get to where we are today as an association. In the end no matter how artistic and
socially engaged a project is, there still needs to be some backing behind that project
because you want it to work, to be viable and sustainable so you can actually live

off of it. Because otherwise in the end the whole thing ends up in a utopia. And

in that sense | think it's a good balance to have these different facets within the
association. That's also what | think has helped the project to get to where it is now.

David Martinez: Yes, because sometimes it's really easy to dream, and we get so
excited about these fantastic ideas. But if there isn't someone to bring it back down
to Earth and say: “Is this realistic? Can we actually do this or not?” And you have to
play with that balance because otherwise... Dreaming opens doors, but if there isn't
a little reality, sometimes you're kicking yourself. And it's true that for the first few
years, she was in and out of La Nave Va. Then she was like: “No, this is actually really
interesting.” The artistic part interested you, too. At that time we were collaborating
with Finland, and with Alan Owens. And it was all really powerful, really beautiful.

Elisabet Aznar: And actually | think it gave me the opportunity to grow as a person,
too, because like David says, at first | was really focused on the management.

And now I'm involved in the management, but I'm also involved in the execution,
which is more about developing the projects. | have training as an actress, and

also as a group facilitator, which was another way for me to grow professionally.

What is your relationship to La Nave Va. Theater and Transformation?

David Martinez: La Nave Va was created as a typical, mainstream commercial theater
company. And then as a reflective and social theater. But it was still a commercial
theater company for the upper-middle classes - theater for die-hard fans. From
there we transformed into an association and started moving in different directions

Elisabet Aznar: Yes, we started mobilizing projects that were arising
spontaneously out of NGOs. SETEM had a Clean Clothes Campaign, and
we started doing theater events out in the streets. From there, that was
like the little motor - More things started coming in. We started getting
more involved in that universe, and we were up and walking.

David Martinez: It sort of started from a place of activism, dissatisfaction and speaking
up. We participated in the “Clean Clothes Campaign,” which was international. We'd go
out into the street dressed as labels. It was Brutina, which was the dirty one, and La
Limpia, which was 100% justice. Then we tried doing consciousness-raising campaigns
against big brands. From there we did our first participatory theater workshop, which
involved looking at your own labels - Where does your clothing come from? How

did they make it? And at first it was... It was a really serious, heavy thing because
people would get really uncomfortable during the workshop, and it caused a strange
tension. So we decided to change it to clown, to clowning, and to making a joke

about something very difficult. People took it better that way, starting from a different
perspective. That's how we got started working with social themes through humor.

Elisabet Aznar: It's funny because we still run that workshop. It seems unreal that after
more than 15 years “Desnudate de Injusticias” is still going. Something to think about.

David Martinez: This poster talks a bit about the relationship
between the consumer and the producer.
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Why did you choose this name?

David Martinez: La Nave Va comes from Fellini, the film called E La Nave Va (1983).
When the company was created the film fascinated us, because it plays with this
metaphor of a boat that isn't really a boat, and everything that happens inside it.
There are such beautiful, metaphorical scenes - like the concert with the glassware,
the opera singer in the machine room, etc. And this movie seemed to us like it really
supported the idea that everything is possible... | always remember the last scene,
when Fellini turns the camera around, and you see how it's all fake. And we play
there, on the border between fiction and reality. The boat is always a metaphor for
travel and transformation. And La Nave Va, it's in movement, which is what keeps
us evolving. That's sort of the idea. The paper boat comes from the idea that it's
paper transformed into something. The boat is fragile, but it can do many things.

Elisabet Aznar: The boat always brings us to new places. We're always in that frame
of mind. We have this saying that we like a lot: “We can't decide where the wind is
coming from or what direction it's blowing, but we can adjust the sails to reach a
safe harbor.” And that's kind of our philosophy as far as our projects - that you can't
control everything, but you can make the road in order to get where you want to get
to, keeping in mind everything else that's going on, obviously. Because life... Life is life.

LaNave Va is an association now. When did you
officially become a Cultural Association?

Elisabet Aznar: We established ourselves as an association in 2006. It
was registered as a theater company earlier, and it's more of a...

David Martinez: The company started in 2000. All of the clean clothes
stuff and the corporation happened around 2002-2003. We were already
working with Drama Way, but we weren't established as an association.

Why did you choose an Association as your legal structure?

Elisabet Aznar: Because it's what's easiest for us, and also because it's most
aligned with what we're doing. We're also not doing this to get rich. We're doing
this because it's part of our way of thinking and being in the world. It was the legal
structure that gave us the greatest ability to formalize our informal work a little.

David Martinez: And to access European educational projects and grants to do
this much more socially-focused work, which was complicated otherwise.

Elisabet Aznar: So we got together, three people: David, Marti
Boneta, who is an educator friend of ours, and myself.

How many employees work in this Association?

Elisabet Aznar: There are five of us on the staff. It's a pretty flexible team. There’s like a
solid nucleus of three people who are the ones who sustain the project and act as the
motor. Then there are people who we contract with, who collaborate with us on specific
projects. We also have a network of collaborations with other professionals who collaborate
from time to time. It's not so much a contract-based relationship as it is a more personal
relationship that also includes a working relationship - but there’s no contract in the middle.
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David Martinez: Actually the people who work with us are artists, but they're
also educators. And usually, as artists we have a more diversified life. We have
people like Marisol or Manuel, who have been collaborating with us every year
for 10, 14, 20 years; and sometimes it's for three months, six, eight - It depends
on the projects. Because paying a salary is really expensive. But in this case

you could consider it a win-win, because it works well for them to have their
space and freedom to do other projects, and we can collaborate this way.

What decision-making system and internal government have you adopted?

Elisabet Aznar: Since we're a small association, it's pretty easy. I'd say we
make day-to-day decisions within our team of three people, the people at
the helm. Then there's a board of directors for more strategic decisions,
which we convene based on our needs. Then, once a year, we do an
assembly. That's kind of how we operate as far as decision making.

David Martinez: It's kind of as we go. When a project comes up, or an idea or a worry
from one of the three of us - or from a collaborator, because we take on big ideas from
outside - and we get other projects going, we decide in the moment if we can put in
the energy or if we have the resources. Then the key is that we like what we're doing,
that it's useful for us and for others, and that it's viable and sustainable. And sometimes
we take risks with things, and we don't know if those things will turn out well.

Is there any relationship between La Nave Va and the 15M process?

Elisabet Aznar: We already existed, of course, but in a way, yes. It's encouraging
to see the rise of a movement that also wants to change things, no? Because

in our sector, too, sometimes you feel a little alone, chipping away at the block,
when the institutions and all these things that could be there supporting you
aren't there. And it's always kind of... we say in this field that it's about survival,
no? And in the end it's about activism, and showing up, and really believing in
the work. Seeing other people from other movements come together as a motor
for change... It's really interesting, because that can also be beneficial for those
of us who really believe in the work and who feel a little alone sometimes.

David Martinez: Yes, it was kind of hopeful, to see that people were moving,
something was finally happening. And that allows you to dream of bigger projects.

You write on your website that your work helps people explore applied arts

by participating and collaborating in processes of reflection, assessment, and
evaluation in environments like science, technology, business, education, and
social sciences. What exactly does it mean to participate and collaborate in
processes of reflection? Reflection with whom and what for, or to what end?

David Martinez: The main philosophy is using art as a tool that everyone can use, and
for it to be a kind of bridge for communication and understanding, a way to open up
space for exploration, for rethinking things, for asking questions we don't have answers
to. And one question leads to the next, that's how you avoid getting stuck. And it's
about always nurturing and feeding curiosity, but through experience. They call it
“quality learning,” which refers to the interplay of emotions, body, and mind. It's about
looking for that balance where you're not just thinking, you're also feeling, and you're
bringing your body into it. Ultimately the body is the place where all of our knowledge
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is held, and where consciousness takes root. Then with theater — which for us is the art
form that brings it all together - the philosophy is creating spaces where we provoke
people to reflect, and things happen to cause little shifts in their philosophies, ideas,
and emotions. That's the idea of La Nave Va. And that shift it provokes is the beginning
of a transformation. Being conscious of where you are now, so you know where

you're capable of going, what enriches you, what slows you down. That's it, kind of.

What specific themes or subjects do you work with
in formal educational environments?

David Martinez: Of course, the reflection depends on the framework and scope of
action of the people you're working with. We work with teachers. For four years now,
we've been doing trainings with high school teachers. You change the scope and
nature of the reflection. It's a consensual form of education. You generate a form

of teaching in which the student becomes involved. So the questions are more like:
How can art change our worldview and our way of being and acting, and then how
do we execute a plan? And the reflection would be different if we're doing informal
education - which maybe depends on which group we're working with. If it's a group
of young people from the CRAE (Centro Residencial de Accion Educativa), who have
a violent attitude, the reflection is about: Why did this happen to me? What's going
on? What does violence mean to me, and how can | express my emotions in a way
that isn’'t negative, so | can feel better about myself? So it changes a lot based on
the frame of reference of the people you're working with. | don't know if you...

Elisabet Aznar: Yes, I'd also say we're not specialized in any one subject. We cover

a lot of subjects. Sometimes out of necessity, because we want to talk about these
things, and other times because someone, a collective, tells us they'd like to work with
a certain subject through theater, or approach a certain theme. We actually do have
certain established topics - particularly geared toward educational spaces, because
this format allows us to very easily enter into a school, since it doesn't require us to be
there for very long. It's relatively inexpensive, but it's a way to agitate, open windows,
shake the students up a bit. And in that sense, a lot of our work deals with diversity.

David Martinez: It's different. There's the collective we work with, and then there
are also specific workshops, which are designed as entry points to a given theme

or subject. So instead of doing a conference where you explain things, like the old
banking model, and you say: “I'm going to explain to you what life is,” it's: “No, let me
play out this concept.” So it's about reflection on ethical banking, or consumption,
or if we want to reflect on the use of new technologies. We're going to put the

data on the table and play with characters, so you can see which ones you identify
with and what happens for you, to provoke that shift. So it's reflection in the service
of creativity, and in the service of a story. Because it's a story, a dramatic pretext
that works through metaphor... The meaning, impact, and approach to the same
metaphor from the same story can totally change based on who we're working

with - adults, kids, or other types of collectives. Because the dynamic is born out

of the interaction. So the reflection drives the group a bit, too. You may suggest a
certain question, but sometimes the group decides to ask something else, and in
that case you have to go with the group. It's about finding that balance. And it often
happens that some collectives have very little freedom, and such short amounts

of time to express themselves. They sometimes benefit from a space that is totally
different, where they can express some tension that otherwise might explode. And
in that case, you have to attend to that because it's an emergent emotional need.
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What role does theater play in the process of reflexive inquiry that could
lead to potential transformation in the people who participate?

David Martinez: The theater is really important. Theater is important because theater
allows fictional worlds, and fiction is always a protector. And since you're in this
story, it's an excuse, it's really not you; you're not really there. And this allows you
to say and do things using the character as an excuse. That makes you freer, and

it allows you to go a lot farther. Theater allows you to live and experience other
roles - because you're not yourself. It allows you, in a subtle way, to put yourself

in the position of your adversary, or of people who think differently than you. And
that allows you to feel the way the other person feels — how they think, and where
they're coming from. Theater allows a certain degree of safety because it's play, the
idea is to have a good time and reflect on the experience. In other arenas where
you're working with nonfiction, it's more complicated because we get defensive,
we feel like we're being gquestioned. And that's the theater's greatest virtue.

Elisabet Aznar: Also, theater is like the core of our project,
but we also keep ourselves going using other artistic tools.
Sometimes it's visual art, other times it's embodied work.

David Martinez: Through dance, and in other ways. Because theater is the base - it's
like the throughline of this story, but we have to also include many other forms of
expression and many artistic languages. There are people who are uncomfortable with
theater, so you open up another form of artistic expression. In the end theater is about
creating a scene to act in, and inviting people in. It's never about forcing anyone, it's
about letting things flow. You're inviting me in and inviting things to happen. And in
that sense, there's theater, which is understood as a product that should be seen by
the public, and then there's also drama. In English it's really clear, because “drama”

is lived out, it's not for show. But theater is always understood as an exhibit, a show.
And we have both things. That's why we do process drama, or the dramatic process,
which involves experiencing a story in a way that everyone participates and watches.
But the goal is not to make a show, it's to experiment from a different point of view.
And making a show is a great way to empower people, but it's a different process.

Who have been your references as you develop your own methodology?

David Martinez: Theater of the Oppressed is maybe one of the first big influences
we had. And from there we opened up to other influences, like the dramatic
pretext, which comes mostly from Dorothy Heathcote's directing work in the

70s, when education in England was integrated, not segregated. And after that,
Mantle of the Expert came out, which is about how to theatricalize education.
And after that, there was that kind of very experiential work. And we've drawn
inspiration from many people and artists who have caught our attention.

Elisabet Aznar: Yes, we've drawn inspiration from Michelina Capato, who
was more involved in theater and dance. She works in prisons in Italy.

David Martinez: She has a theater project that operates on the inside.
The idea was working with prisoners for three years, and she’'s from Milan.
It's fantastic work. We were fascinated with dance, with bioenergetics.
We worked with her for three years and we included her.
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Elisabet Aznar: That whole language of the body, and of movement.

David Martinez: Peter Brook, the theater director, fascinates us. Thanks to
him we met Yoshi Oida in Madrid in a course. We invited him to Barcelona,
and he came and we did a course with him. We met, and from there we've
done a lot of work with his exercises, with his philosophy. We were really
impressed by Yoshi Oida’'s work, which is so balanced and spiritual and
authentic. Then Bruce Meyer also came into Peter Brook's company.

Elisabet Aznar: Then we worked with Enrique Martinez,
an actor who plays several instruments.

David Martinez: Yes, he's something like a shaman. He works with harmonics.

Elisabet Aznar: We've collaborated with him several times, and | think we've
gotten a lot out of working with him. Who else could we mention?

David Martinez: We've worked with him, with the Meisner Technique, with...
Elisabet Aznar: ...Scott Williams...

David Martinez: Scott Williams. It has been really good for us to use
the technique as a jumping off point. It's applicable to what you could
call more conventional theater. You can apply it to any exercise, and
it's really good for letting yourself flow. And we've worked with...

Elisabet Aznar: And not thinking about what you're going to say next, just letting it out.
David Martinez: So that's been our path.
Elisabet Aznar: We've also worked with other influences and references.

David Martinez: Anton Valen, who is a reference for clown. He's a clown in Cirque
du Soleil and various other shows. We've worked with clown pedagogy and humor
in order to assimilate or accept difficult things. The clown is very present in our
work. We did an experiment with clowning in social theater; we did work in Finland,
in France, in Puerto Rico, about how to work with the clown character as a way to
take action, as an agent of social change. And doing this work through comedy.

Elisabet Aznar: Enrigue Vargas's Theater of the Senses is also really
important. We've also done a lot of reading on his methodology, which is
also very present in our work. We've participated in a couple festivals in
Girona and presented short theater pieces with Theater of the Senses.

David Martinez: Sometimes all members of our organization will be
involved in a training. In this case it was our colleague who loves
Theater of the Senses who was doing this training. Then she passes
her knowledge on to us, and we learn by practicing it ourselves.

Elisabet Aznar: Because you're seeing the two of us right now, but there's a

third person, Elisa Ballardin, who is Italian. She started collaborating with us as a
European volunteer, and she ended up staying. She's been with us, collaborating
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with La Nava Va, for more than ten years. She's another pillar in the association.

You work with the dramatic pretext as a tool. Can you explain how you
came to this tool, and how you incorporate it into your work?

Elisabet Aznar: It's a tool we learned about from the British. We have a
teacher, Alan Owens, from the University of Chester. With his help we've
brought the dramatic pretext to Spain. I'd say we're among the few

entities that work with this tool, and that it's a really powerful social and
educational tool. We use it for artistic processes. It's a very complex tool.

David Martinez: There are some people who make accusations... They say the
dramatic pretext imposes a structure and that there's a throughline that could

go too far and become manipulation. But then Alan says it's “nice manipulation.”
We want to provoke a space where people ask questions, understand each other,
come into contact with one another... It's not about taking advantage of people.

Could you explain what the dramatic pretext consists of exactly?

David Martinez: It's a story that starts with one thing, but a whole story comes out of
that thing. It's a metaphor. In the end, as the word indicates, the pretext comes out
of the dramatic process. It's an excuse, a story that allows us all to play in order to
discover other things that are lying latent beneath the story. Like, what happens if we
talk about the mistreatment of young adults, for example. It's like the dirty clothes -
that's a pretext. That's what Alan would say. We're going to talk about, let's say, the
American Indians, but in reality it's an excuse and a pretext that you use to see how
you feel, or how you confront yourself when you find yourself in a certain situation.
Who will you side with? What solution will you find? You're going much deeper than
just scratching the surface of the story. And pretext, because it allows us to have a
safe space, like | was saying, where you can actually express what you think and feel.

Elisabet Aznar: About what's going on.

David Martinez: And it's strange because a lot of the time our colleagues are
surprised: “That's what you think, and | haven't realized?” You let yourself be freely.

Elisabet Aznar: But in the end it's a structure, which, as far as structures go, is a
story - because it's the throughline. And from there, within this story that can be
narrated or theatricalized, little activities start to emerge out of the story. You come
back together and add to the story based on contributions from the group. And
that's what allows you to go deeper, beyond what the story is about on the surface.

David Martinez: And as a structure it basically starts with a proposal - a story
where the facilitator is the protagonist. But it's like we take the car, start it up, and
little by little you start letting the group drive the car, and they decide where they
want to go because it's interactive. There's a structure, but it has spaces where
the participant can say what they think and where they want to take the story.
And you're all doing it together, which means the structure has to be flexible.

LaNave Va is an educational space dedicated to raising citizens’ awareness
about different social issues. You lead workshops in community organizations
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as well as institutions and formal educational spaces. Thinking about the
collaborations you’ve developed with teachers and students in different
educational spaces, what is your opinion of the educational system as it is now?
What do you think needs to change in this system in order for the experiential,
reflexive, sensorial and artistic type of education you practice to take place?

Elisabet Aznar: It has a lot of limitations. And like Ken Robbins says, it's
oriented toward a certain type of citizenship, which is maybe more focused
on instruction than reflection and the generation of new ideas.

David Martinez: It's the same as building a building - Just like everything else,
it's become this way over the years. This system doesn't help us secure a position
that's actually interesting for us. It doesn’t help us relate with the people we
want to. The system wants us to be a certain way, and it's really limiting.

Elisabet Aznar: And we end up slaves to the content. Really the content is
much more accessible. We're much weaker with figuring out how to use it.

David Martinez: And above all they educate us to obey, and not so much to question
the system. They want you to feed into it, feed into something that serves the dominant
power in some way. In that sense the issue is that school has a lot of work to do as far
as counterculture. The obligation is to get people thinking, to be freethinking - so we
can really try to connect with each other, and with the things that really bring wellbeing.

Elisabet Aznar: And really educate agents of change. Because if we keep doing
the same thing we were doing 40 or 50 years ago, we're going to keep producing
and thinking in the same ways. In this way | think school has a very important role
as well, and we could also differentiate between primary school, secondary school,
and university because each universe also has its limitations and its fractures.

David Martinez: And it's complex because the bureaucracy, and the way it's set up,

is very difficult to transform. The structure, more than anything. And the tradition, or
the habit, of still having to give information using a banking model in which there is
no relationship between the people who are learning. Our emphasis is on creating a
relationship between knowledges, a tapestry of knowledge in which every person has
knowledge to share. Because | haven't lived what you've lived, and we can't possibly
share that experience. But school, normally — or educational institutions - don't take
your knowledge into account. They want to impose knowledge on you and they don't
pay attention to what you bring or what you know. So a kid may come with curiosity, or
with information, and they take it away and give you something that doesn't interest
you. That creates an emotional conflict and a conflict of interests, and it won't go well.

Elisabet Aznar: Of course there are some professionals who want to make change

and who are doing things differently. There are a lot of them. But the system isn't
supporting those individual or small-group processes that are pushing for change. It's
really tough. Sometimes you find yourself in a context that's favorable to change, but
other times you're in contexts where it's a constant battle, and that's really discouraging.

David Martinez: And then the arts - How are the arts doing in education right now?
They're so undervalued. And not just that, but also how the arts and artists are treated,
what type of people they are. Artists aren't inside the schools, so these people are
educated to transmit artistic content when in reality they're not making freethinkers.
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The right hemisphere - which controls intuition, subjectivity - isn't prioritized and is
instead put to the service of reason, which is really out of balance. We need a lot more
art, and validation of intuition and the artistic side of things, which isn't measured

with scientific instruments. | think political and economic themes underlie all that. And
thinking about Finland - which is always the point of comparison as far as education,
since we've been working there for several years - there is a much more strict training
system for teachers. Actually, over there it's people who are looked at like doctors are
here. And very prepared. And they have autonomy, and a wide scope within which

to work. And the schools - each one can be different according to its community,

their setting, their needs. So the schools can vary a lot, but they all share the goal of
quality, and attentiveness to the child. And that's really different from what gets applied
when one party wants it their way, and the other doesn't. There's no consensus or
agreement in the service of education: “What is good for everyone? Okay, so let's agree
on that and come to consensus,” ... We're constantly labeling and relabeling, and that's
what's killing us all - This education plan and that education plan, and people are
really lost. So in society there's a lack of real political commitment - to really commit

to what's good for everyone, and from there everyone just takes what they can get.

Elisabet Aznar: Then also there's the issue of more protection of the
organizational structure of the schools, because it's true that there's a lot

of turnover in the teaching staff. And sometimes the team works really well
together, but the next year it gets destroyed, and that's a huge problem. So
we need to protect those experiences, which can be motors for change or
inspiration for other centers. Because if the people doing this work, who are
often professionals doing this in their personal time, don't stick around, what
can we do to really recognize them? And for them to inspire other projects?

What have you learned from your work as educators in a classroom that
you think could help teachers carry out their work more effectively?

Elisabet Aznar: For me, one thing that really moves me is the way you look at a
student, the way the student is perceived. They see them more as a threat. There's
always this distortive element, like an element of having to tame something in some
way, and with very little listening. | think teachers also need to learn to listen to the
needs of their students. | think that's sometimes not done very much and there isn't
much communication. It's a very authority-based relationship, how could we say...

David Martinez: ... It's about maintaining order.

Elisabet Aznar: Yes, very much about maintaining order. They're
also very uncomfortable in situations they can't control. | think that's
something to really work on, and it's also happening to us in...

David Martinez: Of course, their goal is to be authoritarians, rather than
to have authority - and there's a big difference. Having authority means
they really respect you for what you're doing, which generates trust and
motivates them to follow you. Whereas the other thing is when you're
in a situation of helplessness and then you impose the law.

Elisabet Aznar: Then there's also daring to be wrong. There's this culture, at least

here in Spain, where being wrong is bad - where we can't be wrong and people
are always looking on and judging us for that. So | think it's important to give those
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kinds of trusting spaces to teaching staff, so they're allowed to be wrong, to try new
things. Because really if you can't be wrong, you can't learn, because the learning

is in the being wrong. It's really about reorienting the system in favor of making
mistakes without being punished. Punishment is also very present, it seems like
you'll only get a positive response from a student if you punish or threaten them.
Threats are another thing that makes my hair stand on end, when | see how present
that is - It's like the dynamic of control in the classroom, the use of threats.

David Martinez: It's not easy to be a teacher because they're under enormous pressure
from their department or from the curriculum, and they want to do things well. They
do this with all the best of intentions, but they're limited by time and their context, and
they end up trapped. They suffer emotionally, too, and they're under enormous stress.
So first we're concerned about their wellbeing. They should evaluate what's happening
to them and then take care of the kids, because in the end if you give them a tool

but you don't actually try out the perspective you were talking about... In the end that
tool doesn't do much good. They're obsessed with silence and control, when in reality,
things happen in the classroom, and there can be noise. When we come to do stories,
they sometimes get nervous when they see that this or that kid is off doing something.
No, no, let him be. We're creating a space of freedom, a controlled space. It's managed.
“But he's going to do this, that, the other.” No, don't worry. There are even teachers
who have to leave the room because they can't take it. And others who end up saying
okay, fine, but it's really hard for them to give the child the space to self-regulate.

Do you think theater education is valued in
the same way as other subjects?

David Martinez: Many years ago... | saved a cut-out of a whole page in El Pais
that promised that theater would be taught as a subject in schools. That time
still hasn't come. So first there's a political element that has to change, and then
the training of the teachers during their schooling. That should also be validated
as a useful tool. | think in that sense there needs to be a shift in mindset.

Elisabet Aznar: Dignify it a little more, because there’s also the method of evaluation
in schools - Theater isn't something you can give a grade to. So, for me the system
for evaluation also needs to change, so it doesn't just value the intellectual capacity
of the student. So it doesn't just value the reproduction of content that a student
has been given. It needs to also value the capacity to have a much wider breadth,
to be able to really put all subjects on the same level. As long as there are primary
and secondary subjects, for me it makes no sense - because it's also a matter of
where you feel most capable, or what calls out to you the most. And every person

is different. We are unique and irreplicable individuals. So it's a matter of finding a
space where everyone feels recognized and validated by what they like to do.

David Martinez: And it's as if only people who want to be actors or actresses
should do theater. But no one would say, “Don't bother to do math if you're not
going to be a mathematician.” It's an exercise for the mind, even if it seems like
nonsense because you don't know how to apply it later. Theater is such a human
thing, it's so much about putting yourself out there in front of other people - being
able to play a character, to work out your emotions. It's not as well recognized

as math, when in reality it's a human need, and a matter of social skills.
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Elisabet Aznar: It's more important pretty much every day,
because it can motivate you to learn better. If you're well, you learn
more. If you're not well, you learn less. That's proven.

David Martinez: Which is why we really need this idea to be validated, and for people
not to think that the only reason to do theater is to be an actor. If later you do decide
to be an actor, why not? It's very compelling, but a lot of people are drawn to that,
and few are chosen. Mostly that's because we think we want to be Antonio Banderas
or Javier Bardem, the big stars, which - there are like ten of them. That's all, no

more. So it's about really saying, “No, being an actor or an actress is something else,
it's a commitment, a way of living that goes beyond just having status or money.”

Elisabet Aznar: In fact, we live off of the theater and we work with theater, but
we're not actors, we're not on stage. Theater is also a tool that can be put to
the service of many other contexts. You can do theater without being an actor,
but you can put the tools into play to achieve other things. In the end its reach
is much broader. Often people associate the actor with success, with being

on the big screen. That's limiting because not everyone ends up there.

David Martinez: Yes, | think it has to do with taking the ego out of it, too - because
the actor can become very self-involved. They recognize you, they clap for you,

it's all really great, but it's about taking that out of it. | remember when | started
training at a hospital where you arrive at a hospital and there’s a sick person who
tells you to get out. And you're there with your flute and guitar, and you have to
leave because they don't want you there - and you have to just shoulder that and
smile, make light of it. It's a slice of humble pie in that sense - in every sense, even
when | was in Teatro Nacional, which was going really well for me. But you can teach
a class for ten students and it's just as valuable as acting in a national theater.

Elisabet Aznar: Biases and prejudice are hard to work out because we are naturally
judgemental. Unintentionally, we all have biases. What matters is how those biases can
limit you in your relationships with other people. | think we're also very influenced by a
society that inculcates fear and the idea of the self. You look at someone different from
you as a threat and not as an opportunity. | think that's a major source of prejudice,
because that's like the umbrella. From within that space other small biases form and
interrelate with lived experiences and your way of thinking. But it's also true that in

our society there is one very strong monolithic way of thinking. It's very difficult to feed
and nourish alternative visions that help to topple those very hegemonic discourses.

David Martinez: Maybe the first step is becoming aware that you have a bias, because
many of us deny it. The different jobs we do... You have to confront it. Sometimes,
strangely, there are people who move in the opposite direction - meaning, they try
to promote positive discrimination, so they team up against the person who in theory
has the prejudice, but they do this without thinking and it's not justifiable. The fact
that you're a person from Africa doesn’'t make you good or bad, you're a person.

And sometimes people act in or out of accordance with their political or emotional
position. And it's not something they thought through. But that person is a person,
and you have to see that person, come to know them, and approach them. We

have several workshops where we play with biases like identity — where, strangely,
there's a character who does nothing at all, but everything they say about him is

bad, and when that character shows up, they all go after him in this really shocking
way. Then later they reflect and think on how it's true - He really didn't do anything.
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Elisabet Aznar: | haven't checked the information they've given
me... Sometimes, often, we take a lot of information as truth
without checking it. And that's a big problem we have.

David Martinez: Taking things for granted, even when our work is in critical
thinking. We work with the commonly held belief that Africa is poor. There's

so little information: the familiar voice is that of a parent, the TV, the culture

in general. It's bad information, and it's very rarely checked or contrasted, but

it's under the skin. And it's all this information that goes unseen, it's latent and
unconscious. It drags you along, and you're not conscious of it, and this leads you
to have enormous biases. So there's a lot of work to be done to detect them,

to be able to recognize it in yourself and say okay, alright, but I'm not going to
identify with that. But culture or the community can hold you back a lot.

Elisabet Aznar: Yes, not taking things for granted. We actually had those
guestions that we would ask, but | really think the fundamental thing

is to question everything - Because if you don't question it, it's like... Or
if you have a way of thinking and you stay stuck in it, you don't evolve,
you're not capable of opening yourself up to new possibilities.

David Martinez: Yes, it's a matter of knowing how to ask good guestions, and
wanting to always be in the right. If you doubt yourself you're allowing yourself
this space, because sometimes doubtfulness feels like a weakness, but in reality
it's an opportunity. So with this type of thing... There are people who are really
skilled at arguing, they can even be manipulative to the point of winning - And
in reality the justice system we have isn't about looking for truth, it's about who
wins people over with the sharpest discourse. And that's not justice, it's tricking
people. And | think that's the competitive basis for our culture, and | think we
need to break that. To stop competing and collaborate, that's the big challenge.

Elisabet Aznar: Yes, the great challenge we face as a society.

How do you do group work around trauma,
resistance, or ideological hard lines?

David Martinez: The first thing is to respect those things, because one of our
principles is to try to understand the need and not judge the symptom - and to

see what's going on for that person. And we have the Aikido philosophy, which is,
“When you fight against something you make it stronger.” So we need to absorb it
and accept it to transform it. So that's what we do - meaning, we give it love, we
love it to see if it falls apart, and to see if there's a way to make it move with the
story, where maybe they have to put on a mask and say: “I'm a pickpocket, like it says
here,” or “I'm who-knows-what.” And they have to play that role and keep changing
it up. The person will start moving, emotionally or in terms of their thoughts.

Elisabet Aznar: That's something in support of the symptom and not
working against it. It's about incorporating what's going on and seeing what
happens based on the action. Maybe only in a subtle way, changes occur.
It's not about looking for confrontation because in some way you're judging,
you're labeling that person and you don't know what's going on for them.
You see the person, but you don't know what's behind that person.
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David Martinez: Exactly. That comes from Milton Erickson, the idea of working in
support of the symptom. And that's it — taking advantage of their strengths, so that
the person transforms and starts to doubt themself. Although sometimes, if the
student or the person asks for a boundary, you have to respect that. But the purpose
of the boundary is for them to stay centered and not to doubt who they are and how
they live. Because that person has their reasons for being so rigid, and surely they're
very afraid - Something maybe happened to them, and this is their way to protect
themself. So you have to tell them, “We'll love you either way. It doesn't matter, take
off your mask.” And then, if that happens, there's sadness or sobbing and you have

to hold space for it. It depends on the group, but we often work with psychologists,
and with TIS (social integration specialists), who do follow-up when we leave, too, and
they're in continuous communication. We usually take an arts approach to our work,
and we work from a safe space. What | mean is we don't bring out an idea that we're
not ready to work with. Because at times people have mental blocks that they didn't
get rid of the first year, and they manage to get rid of them the second or third year
because by then they weren't so suppressed. But the truth is when that comes out,
the group takes responsibility for it. Not just one person - It's about the community,
who recognizes their pain or their mental block and accompanies that person in order
for them to feel well, and not pressured or judged for what they're dealing with.

What do you do when this type of intervention provokes
conflict situations? How do you resolve them?

David Martinez: That happens sometimes, you encounter a conflict. If you leave it there
and don't work toward closure, the remedy ends up being worse than the disease.
There always has to be closure for the things you open up. You always close with a
ritual that gives closure to what happened here. It stays here. And more than anything,
the idea is to try and close well with regard to the overall energy and the process

that has taken place. Because otherwise you leave this latent, unattended problem.

Do you make any distinction between prejudice or bias and stereotype?

David Martinez: Yes, we would say that prejudice or bias is personal and cultural,
and stereotype is built of a construction that all can recognize. “This person is
that way.” You describe someone in a certain way, and people recognize what
you're talking about. And surely there's something behind that, something that
happened, but they've made it a negative. “English people are this way.” “All
Spanish people are lazy.” The stereotype comes to exist, and then prejudice or

bias is how you relate with that person, given that this stereotype exists.

Understanding that we’re in a society where the audiovisual
image is apparently the most-used tool in the classroom, why is
itimportant to consider theater as a tool for education?

David Martinez: Yes, of course - Film is really powerful, and it creates images. Actually,
we think in images. The person is the one who has the outside stimulus. Theater is
bringing that out from inside, and then the fiction is fiction. But the line between fiction
and reality is very thin. And fiction ends up becoming reality and vice versa.
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Elisabet Aznar: There's also a study that says learning is complete when it
passes through the head, through the body, and through the emotions. Then,
when you yourself are a rece, it's true that you go through it with your mind,
your emotions. Maybe not so much with the body - It's a really low intensity.

David Martinez: Yes, there are movies that make you feel, they make you
think, but the whole thing stays static. When you all of a sudden have to
make a speech, convince someone, change the character... Now you convince
me, you compel me to enter, to slip under a table and look toward a light.

All this comes together in a sensorial language that the body registers and
relates, creating anchors that will serve you for the rest of your life.

Considering all the experience you’ve accumulated through your consciousness-
raising workshops in formal and informal educational spaces, how can a person
cultivate a critical and reflective/reflexive worldview within the limited framework
of an apocalyptic imaginative space, emphasized by the media - and from within
ahighly polarized and fragmented society, divided into opposing groups?

David Martinez: You can engage in dialog, right? Because in the end it's a part of
reality - And there’s this end-of-the-world pressure of collapse, and it's really affecting
young people because they're saying now that four out of every ten don't want to have
kids. And all this is latent, underneath everything. And a lot of people have this attitude
of: “What does it even matter? If I'm on my way out anyway, may as well trash the
place.” But in reality it's about saying no, no, we can still turn this around, we still have
to change things. And it's about - when that more apocalyptic type of thinking takes
over, seeing that it really is possible to generate a change, and that really what we're
talking about is an apocalypse for human beings, because Earth will go on without us,
it doesn't need us. Plants are what really have more presence on this planet. It's about
changing your way of seeing things - so that the white man is no longer the center

of the universe and capable of changing things. It's an understanding that in reality

we are much smaller than we think, and much less important than we think we are.

Elisabet Aznar: In our daily work that's what we're doing:
trying to open as many windows as we can. But...

David Martinez: ..It's really complicated.

Elisabet Aznar: There are some very secretive collectives, and other people
who are much more willing to let others in and to allow things to happen. From
there, people start thinking in a different way and asking new guestions.

David Martinez: Yes, it's about having an affective pedagogy. The
things that affect us are what truly reforms us. Affect in all senses of
that word - emotionally and intellectually as well. If you're not affected
because you're on a screen or you're not interested, there's very little
we can do. It's about arriving at affective impact through play.

Elisabet Aznar: We also often think that other people are responsible for making
changes. But | think change flows through each of us. That's another thing

to kind of inoculate: Sometimes we talk about politicians, public authorities,
understanding them as the ones who can make change. But you, as an individual,
can also do many small things that can be a motor and help many people
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achieve change. It's like Galeano said, “Many little people doing things in this
world can change the world.” It's kind of a philosophy of not stopping ourselves
from doing things when we see that such tremendous change is needed.

David Martinez: Yes, in that sense, we find ourselves in this infantilized state - as
people who don't want to take responsibility, and everyone wants someone else to
save them, or they blame someone else for what's happening. And then it becomes
a thing like: I'm responsible for my own little world. To what extent am | capable of
giving into things that | know aren’'t going well and - even if | don't like them - still
aligning myself with them? And when someone sings Ulysses' song of, “look at

this, look at that!” Reign that in. When you see “a really cheap flight” to whatever
location - or like, “This meat is so delicious but | don't know where it's from.” In those
instances it's a matter of finding a balance between what's coherent and what isn't.

Elisabet Aznar: It's also about remembering. Yesterday someone sent us an article from
a paper called E/ Critic. It talks about the environment and says we all want to change
the world, but no one wants to change anything about their daily life. We won't change
anything that way. For me that's very representative of what we're talking about.

What Kkinds of issues and themes do you work with in your workshops?

Elisabet Aznar: Male chauvinist violence, identity, issues related to immigration, cultural
gender and functional diversity. Then there's also the issue of human rights - mostly in
relation to the textile industry, but it could be applied in many other industries. We also
deal with the issue of violence and aggression in schools, responsible consumption.
Migratory processes is another topic we often touch on. There's also the use of
technology among young people, social media, cell phones, screens in general.

David Martinez: We're also working with grief and mourning - a show about
childhood grief. What does it mean to experience loss? And more than anything
the theme of confinement, because there has been so much loss, and people
are in a state of emotional chaos. So really the themes... There are some that
are always present... They continue on for many years because the need doesn't
change. And then there are others that come up in the moment, because

after the pandemic there was more need to attend to grief, emotions - So we
went there, which we hadn't done before. And we combine themes that are
always present with others that are new, or that we've stopped using.

Elisabet Aznar: Then we've also dealt with other themes, more social issues, in
theater productions. We've done work related to the southern border, historical
memory, women's freedom, refugees, and also feelings of emotional emptiness.

In addition to workshops to collaborate with schools,
what other entities host your workshops?

Elisabet Aznar: Sometimes institutions, but other times it's collectives
or NGOs who want to raise consciousness around a given topic. For
example, the workshop we're doing today is on ethical finance. It's a

workshop we created specifically for FETS, this organization...

David Martinez: ...Finanzas Eticas y Solidarias...
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Elisabet Aznar: The organization is dedicated to ethical finance. It's
not a bank, and it's also not a banking cooperative. It's an entity
that brings together all of the ethical finance initiatives.

David Martinez: It's like an NGO. Then for example there's the issue of who
has who with regard to the use of new technologies, which is an initiative of
the Provincial Government of Girona. They told us, “We're worried because
kids go around on their cell phones all day. And we want to set up a workshop
starting with THAT,” and from there we talk to create the workshop.

Elisabet Aznar: We've worked with healthcare collectives, social
educators, and older people. We've also worked with collectives
dedicated to functional diversity and with multicultural groups.

David Martinez: We've worked with social workers.

Elisabet Aznar: Yes, we've also worked with people who are living on the
streets. We've worked with very different groups. With minors who are
incarcerated, too. And working with young people is a whole other world.

David Martinez: With young people who don't have family in CRAE residential
centers. Yes, we've worked with many different collectives and objectives.

What is the cost for your collaborations and workshops?

Elisabet Aznar: We're pretty adaptable. Sometimes it's based on the number of
workshops. Obviously it depends on the collective who is asking for the workshop.
If it's an institution, it's assumed that they have a budget, but sometimes

we've also done other types of creative collaboration or exchange, to avoid
skipping an activity that is really necessary, or that people are asking for.

David Martinez: Yes, it depends on what's being asked for, it depends
on the group, it depends on the length of the program.

Elisabet Aznar: Of course, because a workshop is a one-time thing. It's two hours.
We have an impact and from there we leave some materials with them, so they
can keep working on that topic. But then we also do other workshops that are
more oriented toward artistic processes, or processes of personal development.
That's not really the topic, but it does influence the process and the tools we use.

David Martinez: Of course if it's a short process, we always use the dramatic
pretext as a provocation, and then some material that allows us to get to know
the group. It's like a radar for the group that works through action. But if it's a
longer process, then after a few months we can talk about creating some kind of
art piece - a work of theater or art in which they are the protagonists and the co-
writers of the script for the story. There can be two different ways of working.

How is your work received in educational spaces?

Elisabet Aznar: It varies a lot. Sometimes just going into an educational space you can
tell what kind of place it is, just by how you're received at the door or the front desk.
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David Martinez: Sometimes people have been expecting your arrival for a week,
the kids know you're coming, they've prepared the classroom for you. Other times
people are like, “Oh, you're coming today? Who are you?" So of course, we get both
of those things. Some people are really involved, they do an opener for the activity...

Elisabet Aznar: ... There's a whole spectrum of responses. And the level of interest
within the hosting organization makes a big difference. Sometimes you don't know
how they got signed up for this activity, it's as if by magic. Maybe there's some
incipient interest in the activity at a certain point in time, but then they see the
activity, and that generates interest. There are all kinds of outlandish situations.

David Martinez: And we've had a lot of teachers in the past who try to say,
“No, I'm going to grade papers or make a coffee and get out of the classroom.’
No, no, no - You need to be here. So the solution we came up with was to
always involve the educator by giving them a role. They have to keep score,

or respond to questions during the orientation. They have to do something
that obligates them to be in the classroom and to stay present. We also have
the opposite. There are some educators who are involved, they take notes,
they call us afterward. It varies based on who we come in contact with.

Can you imagine a hybrid educational system that brings
together the work of educators from collectives and self-managed
communities and the work of teaching staff in institutions?

David Martinez: Yes, we can imagine things that will be complicated to make real.
So there are some cases here - for example, the case of Buen Pastor con Sonora
with music, right? Some complex educational center that has a three-year contract
with the local government to provide resources for the arts. That's why, with

little kids. The ideal thing would be what happend at Reggio Emilia with Mariano
Dolz, no? A puppeteer would go to different schools and in the end he was like
another member of the school community, but he was self-managed - He was an
artist who would go there. And the loveliest thing is that he had retired, and now
there's another girl out there filling that role. So it's a commitment that the local
government makes to the schools. It's about allowing artists to really have that
space — which can be circular, or there can be a rotation - but a space that ensures
that there's someone to accompany them. And social integration technigues, or

a community worker or psychologist. There should be an artist in the space - and
that's perfectly possible, isn't it? Promoting something like that without making the
person an employee. Instead it's a service that this person gives to the school.

Elisabet Aznar: But what happens is that these things require investment and
resources. Because sometimes the way institutions look at things, it's like we
live only for love - that we do everything that we do for the love of art. But
we also have to live, we have bills to pay, we have to pay the rent, just like
any other person. It's important to also understand that money is sometimes
a way to recognize the work you're doing. It's another form of energy that
should be valued, not negated. These things need to be paid for, in the same
way you pay for a report, or someone pays reparations, or whatever it is.

David Martinez: It's a way of validating this work, so that this hybrid form of

education really becomes part of our community - because it's clear that this
is important. Now, luckily, neuroscience shows that the arts are important and
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all that, so we're starting to hear more about people like David, who talk about
this and give proof. It makes me sad how important it is to validate this through
science. Because in the end it's like the arts don't matter unless science says
they do. Then if science says yes one day, later they do another experiment
that indicates the opposite, and they tell you art is good for nothing. That's the
kind of thing we want to avoid. The arts are valid in and of themselves, and just
like we do in our research work, the arts are a good tool for research, too.

Do you have any mentorship and training activities for teaching staff?

Elisabet Aznar: In the end the tools we use can be learned and applied
in other contexts. We also talk to the teaching staff. The teaching staff
also becomes enriched by new tools, and they can use some of them.
The dramatic pretext, for example. We do training to transmit knowledge
about these tools and how to use them in different contexts.

David Martinez: And then we made a European framework for working with youth,
for example, Iron Out, which went really well. That's an eight-day residential training.

Elisabet Aznar: Sometimes we also put the tools of the theater to the service of
a specific group of people. For example, we've used these tools with healthcare
professionals, but as a way to talk as a group about their conflicts, the issues they
face, where they are and what they can do to implement changes that might

be uncomfortable or unsettling for them. The training is designed to promote

the transfer of these tools, but the tools also help shed light on labor conflicts,
emotional situations that aren’'t working, teams that feel stuck. Theater tools

are very transversal, really. We could use the theater to work out issues related

to the environment. We're making a new workshop now about environmental
sustainability and food, and we use theater tools to deliver the content.

David Martinez: Of course, | think in the end art isn't just about creating a product.
It's not a way of making something, it's a way of looking at things. In reality art can
be present in every single action we take, in education or in social processes.

Through La Nave Va you participate in the Erasmus Plus Beyond
Text program in Europe, and you practice a form of “Arts-
Based Research.” What kind of research is that?

David Martinez: Arts-based research comes from a project we participated in. It's this
one, here, Beyond Text, which will soon be published as a book of different experiences
from three years of rethinking ourselves and, more than anything, coming to see

that art is a very powerful tool when it comes to research. We've brought together

five universities and five cultural entities to, as a group, work together to make this
book in which we explain this experience. So it's about an artistic experience that
generates a lot of information, certainly much more than if | did a survey and you

told me what you think — You don't know if they're lying to me, or if you were even
telling the truth, and it's a statistic. But if | offer a concept for people to act out, all of
the sudden a whole lot comes out of that, and | can bring all that together, into a...

Elisabet Aznar: ..a more complete study...
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David Martinez: So the challenge is always taking the data and figuring out
what it reveals. But there are many ways to do it. And it's interesting how we've
at times mixed scientific and artistic forms. And it's not that either form is more
valid than the other. It's seeing how they can work together, in collaboration.
And we've had technical and scientific people on the team. At first they felt out
of place, but they ended up loving it. And in the same way, at the beginning
when they would talk to us in very scientific terms, we'd get lost. But it's been
really beautiful to be able to bring them into theatrical or artistic play, and to
try to validate what comes out of an artistic activity through information.

Elisabet Aznar: Yes, there's also opportunity to participate in the different phases in

a given study. There's collecting and organizing data, but there's also evaluation - to
come to conclusions. Art can come into play at different points according to the needs
of the study. Art isn't just for art's sake. It can also be put to the service of science,
education, social sciences, the business world. We've also worked at very specific times
with companies. We worked through an arts process with a company - to see where
the company was at that time, what was going on and how the team was doing.

David Martinez: And it has to do with the more emotional side of things, more
sensitive and intuitive. All of a sudden we're not just asking for their thoughts, we're
asking for positions. And there are a lot of techniques related to how to position
your body, how you feel about this, and then you have to see how that relates to
the more scientific aspect. But, | mean, more than anything, this places value on
how | feel, perceive, intuit. And this is also important - how the group perceives the
boss, how the group perceives a threat, how that's illustrated and, on a metaphorical
level, how they see their work. How do you feel? Draw something, create a scene,
and all of the sudden all this information comes out and sometimes the worker -

or the person - they didn't even know it, and that's really, really valuable, right?

Where do you share your research? Is it publically accessible?

David Martinez: Well we don't really have a lot of publications — maybe three,
and they've been international. One of them is in Catalan, another is in English,
and then there's this little script. This one is openly available in five languages.
We'll share it with a link on the website, so you can see how the project went,
but a lot of the time we don't have time to disseminate or publish it - because
everything, it's a slow process, and we have the work we've done and we share
it among ourselves. Maybe when we've worked with a school we'll say: “We
noticed this, or we're passing along this information, so that you know.” They can
do what they will, whatever they want, or what they believe is right, but...

Elisabet Aznar: We're not at all in the habit of publishing our
research or the conclusions we draw from our work.

David Martinez: Though we might share it if, for example, there were differing
opinions on what this or that workshop is giving us, for example. Based on the
information that comes out of these workshops... We've detected that the kids
are going through this, that and the other, and such-and-such is the problem
- and we've relayed that information. Now, what to do with that information is
still kind of at an internal stage. We still don't have a publishing mechanism.

Elisabet Aznar: We're not that big yet. We'd like to have one, though.
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What relationship do you have with the University? Do they invite
you to share your experience with artistic research?

Elisabet Aznar: Yes. It's true that the way universities do research is very methodical
and very structured, and it doesn't break out of a certain structure. Ours may

seem like a research process that comes from outside the university and hasn't
followed the University's criteria for rigorousness. But that doesn’'t mean there
can't be a dialog. These are two different ways to get somewhere. | think that's the
challenge, finding those spaces for dialog without calling either type of research
into question — university research, or more experience-based research that's
maybe less concerned with data, numbers and statistics. | think maybe the worth
of La Nave Va is that it has been able to get a foot in the door of the University.

In our case, David collaborates with the University, and they don't really see him

as an outside agent anymore. Now that he's involved in the University, and on
their teaching team, and in certain ways he has also maybe been able to...

David Martinez: Yeah, it was kind of an accident in the sense that they invited us, in
this case, to the University of Girona, to one arts course every year to do a workshop
or several sessions. And in the end they were like, “Hey, why don't we make you an
associate professor?” Because we have more work and it has to do with sharing what
you're doing.” And the director of the department used to give this nice example - that
associate professors to him were like an antenna, made up of people who are out in
the street, living life, and that they bring life into the University. Because those of us

on the inside are inside the academy, and from here we don't know what's going on.
Obviously, the associate has to be an associate. They should only have a few credits,
and they should share what they know. They shouldn't become a fake professor, which
is what sometimes happens in universities, so they become a deficiency. But if you
really fill the role of working in something else but coming in to share your knowledge
and engage in dialog and in the research group, we've done a publication with them,
and that allows you to collaborate with other universities, but as a practitioner. So it
works well because there's a dialog. And that's exactly what happened with Chester:
They thought it was really important that every university have a practitioners’
association, made up of people who had a day-to-day practice and didn't come from
academia, so dialog could take place, and so there could also be that social aspect...

Elisabet Aznar: Of course. And it's also more complete because the theory and
the methodology need to be there. Sometimes we're practitioners, and we're
very focused on the experience, and other times we're missing that. We have
a methodology, but we often haven't really identified it, or it's not so present.
It's how we bring it all together. What we're really doing is coming together
because there are some things that the practitioner doesn't have, and other
things the practitioner has that the University doesn't. They're in contact with
life and what's happening on the ground. It's like looking for places where

the pieces fit, but coming together in the service of getting a little farther.

David Martinez: There's actually this new figure that has emerged, the artographer,
who is like an artist, professor and researcher — which is a way to make it understood
that this has value, that it really makes sense, because you're using art for research
purposes and to create art, but also as a way to teach, right? And that's a much more
complete way to teach than just reproducing content.
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Does this figure of the artographer that you described exist in other universities?
David Martinez: There's a movement starting up, but...

Elisabet Aznar: In the University | think it's happening quite a bit.

David Martinez: Much more in England. In Liverpool.

Elisabet Aznar: They're little beacons of light from within a very strict, very rigid system.

David Martinez: Yes, maybe there's a need for generational change in the
old guard of the professoriate. These elephants have been there for years
and they're holding out, like the students say. Their notes are practically
yellowing. They continuously repeat the same discourse because they've
gotten comfortable, and maybe there's a need for some generational
change, and for the University to open itself up to a little more fresh air.

Elisabet Aznar: Yes, it's about making more connections between education and
what's going on. Making more connections between what you're learning and what's
happening in the world. Sometimes that connection isn't there. | think that's the point.
The University also has to evolve. I'd say that of all the different sectors, it's the one that
is having the hardest time making changes and adapting to the world as it is now.

David Martinez: Yes, because you have this discourse and this talk about
what it should be, but that's not what it is. So the students complain. “Ok, they
talk to us about this methodology, but why don't we try it? Why don't they
use it?" Because they don't know, they haven't made reforms, they haven't
been trained. So all they do is theorize about how it should be. And it never
moves past speculation. And the students end up really frustrated.

What role do you think theater and the theater arts
in general have in our society now?

David Martinez: Yeah, the theater is, on one hand, sort of burnt out because it
needs your recognition - recognition educationally speaking, and socially. And at
times knowledge of social theater is devalued compared to commercial theater.
And theater as theater is going through a very commercial phase - preoccupied
with making money, and big names, and going to see this or that actor or actress.
But it has lost some of that aspect of ritual - the idea that we're all theater. It's
everyone's social right to practice theater, it's not a product to be consumed. It's
the same with all of the arts. We kill the arts by professionalizing them, because
then if you're not good at something according to certain guidelines, you can't

do art anymore. Art is an expression of the soul, and you have to use it to bring
out what you have inside of you, however you manage to do that. There's also
technique, but the theater is in @ moment of crisis, and | think theater is good when
it goes beyond the physical space of the theater. It can also be inside. But when
it becomes a social thing and people appropriate it, like in community theater -
when people really use theater as a tool, as happened with Boal... Theater needs
to recover that aspect of rite and ritual, which is what keeps it going. When you
go to a theater and you have that, it's a live act that can change every day. But
sometimes that valuable aspect of catharsis or social transformation gets lost.
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Elisabet Aznar: More conventional theater also has that slightly elitist element. You
have to go to the theater, pay for a ticket which is normally not accessible for everyone,
and in the end a lot of collectives don't even think about theater because they see it
as an inaccessible activity that's out of their reach. The theater needs to come back
down to earth and socialize itself a lot more in order to be accessible to everyone.

David Martinez: Then there's the issue of what kind of theater to go see. When
you're little they take you to see a theater performance that you don't like, that

you don't understand, and you develop negative feelings toward the theater. And
then if they also have you do theater that's like, “You go left, you go right,” you

end up suffering. And for you theater becomes when they put you up on stage
feeling insecure, and you don't want to do theater anymore. So it's about how you
connect theater to your person, and how you make it your own and enjoy it as both
a spectator and a practitioner. In that sense there's a lot of work to be done.

Elisabet Aznar: Yes, and | think it's about having good experiences. It
depends on when you're introduced to theater - Maybe you've had a
bad experience with it, and you've developed negative feelings around it
and removed it from your life. That also makes you wonder about how to
adapt theater work according to age and depending on the moment.

David Martinez: Although now little theaters are popping up, because it's
hard to fill the large ones, and also small spaces permit proximity, so that's
how we do it. There's debate afterward, there's a very direct contact with
the audience, and you come to see that that's something special, it has
value. And the theater regains its more ritual aspect. In Barcelona there
are a lot of small theater spaces that are now being reappraised.

Elisabet Aznar: And they put on really interesting productions. It's about
survival now. The system makes this type of work very precarious, and in
the end it's very difficult to live off of acting alone. So that's that.

David Martinez: That's where La Planeta de Girona comes from. They do
incredible work with young people who give space. Because normally having

an exhibit space costs a lot, and makes things difficult economically. But it's a
theater space that gives you 100% of the earnings from the ticket booth, and if
you don't make your minimum they give it to you, and they tell you, “Wow, hats
off to you.” But normally it's not like that. Normally you have all these issues and
it's really difficult, and sometimes you even have to pay to act. Because you have
to pay the technician, pay the transportation, pay for whatever, and what's left
at the end? We're 50 Euro short. “I'll get it.” And the artist ends up paying.

You’re part of an international network of researchers, artists, “practitioners”
and academics, RECAP (Research into Education, Creativity and Arts

through Practice) - and you work in collaboration with self-managed

groups and processes like Economistas sin Fronteras, REAS, FETS, etc.

Could you explain how these collaborations get established?

Elisabet Aznar: We're very active now in the Red de Economia Social y Solidaria
de Catalunya. As an entity we're split between Girona and Barcelona, but in
Barcelona we have a residency and a creation factory, which is in Sant Andreu, in
a neighborhood. We're very involved in the Xarxa de Economia Social y Solidaria,
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but in Sant Andreu. It's actually a really active network. We're trying to collaborate
with some really different entities. Just now we're getting involved in a project

- three entities within the network doing one project together - on the topic of
sustainable food systems, but through theater and using digital content. We've
brought together three different bodies of experience. One group deals with

cultural innovation. Another cooperative deals with the issue of school lunches,
sustainability and local and sustainable food. We bring the theater element. The
collaboration between the three of us is really interesting, the idea is to try and make
the projects much more collaborative, and not so much “my project and my story.”

David Martinez: The first time, too, with the Xarxa, we did
the drift through the neighborhood of San Andrés.

Elisabet Aznar: Yes, right, we've done other projects with the Xarxa.

David Martinez: Yes, because it's always about enrichment. Sometimes you
can't grow as an entity, but you can come together with other entities.

Elisabet Aznar: The creation factory is also a place where many artists and entities
come together. That's another place where projects and collaborations are born.

David Martinez: Yes, for example Basketbeat - an entity that makes music
with basketballs - needed to structure their show. And we directed them in
large and small spaces, and we've collaborated in both processes. We do
theater workshops in their music groups, and they do musical basketball
sessions in other theater groups, and we do exchanges like that.

What types of shows do you put on through La Nava Va?

David Martinez: Well, there are different shows and different circuits.
Most recently, we've been doing one by Cendres, which is Cenizas. It's
a show for the high season, festival season, and it's a program to put it
on in the classroom. And in that way - You explain, if you want.

Elisabet Aznar: We have this play, which includes 30 minutes of acting and 30
minutes of debate among the students. This is something we usually do at the end

of primary school, or in high school, to talk about grief. This is a format that never
reaches the theater, it goes straight to the classroom, but we've also acted in that play.

David Martinez: It was created to be performed in the classroom,
with no lights. You transform the classroom into a theater, and it's
wonderful. And then there are other, more theatrical formats.

Elisabet Aznar: More theatrical - things that play in more
alternative theaters and circuits. We've also been in larger theaters.
Sometimes it depends on how you sell your product.

David Martinez: We don't have a distributor, we're not companies, but we do have
a product. So sometimes we have the El Rey del Gurugu, which is a monologue

we do - I've been doing it for six years, and after six years they started calling you,
because it's like, “They've already told me that.” And we were in a super alternative
theater in Amleria, where you had to keep plugging and unplugging the lights - and
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then the next day, we were in Teatro Romea de Murcia, which was like wow! There
was an engineer at your service and a gigantic screen. You live the two realities.
We've done it in a small theater in Cla. You adapt. But yes, we do alternative
theater circuits, and we do big theaters. Sometimes we can get the ticket booth,
or make a deal. But it's always a small-format theater - where the audience, in
this case, has a role or a debate after the content is delivered. It's not just about
putting on the show. It's about how the show moves us to do something.

Elisabet Aznar: We currently have three productions with that format

of acting with a public - Cenizas, El Rey del Gurugu, and Ana y Sarafin.
Inquilinos de las Periferias, which is a play about historical memory, about
migrations from the south of Spain toward Catalufia in the 60s.

David Martinez: There's also a debate, and there's a project called Hombro de
Gigantes, which includes talking before the performance begins with people
from the neighborhood, from the community, so they tell you about objects,
or memories, or geography related to people who have migrated. Then that
shows up in the play or at the end of the play. And it's about having a pretext
to speak with the public, and for that to become a metaphor for everyone.

Elisabet Aznar: But we do always try to include a small space for debate after

our shows - debate where we invite people who have some connection to the
theme we're working with. We do that to facilitate the jump from fiction to reality,
using real experiences of things that are happening. Stories that come out of
organizations that have a connection to the topic, or personal experiences of people
who want to talk about what they've lived through. That's how to make that leap.

David Martinez: For example, for El Rey de Gurugu, which talks about borders, we
try to bring three or four people. A specialist in borders, someone who has migrated,
a journalist — and then they talk about the topic afterward. The play is fiction, but at
the end there are photos in Aranda of the reality of Gurugl. And people, bam! You
bring what you had imagined down to earth, and you see what it is. And then we
talk about: What does that border mean, and is it a physical, mental, bureaucratic
or administrative border? And this is where the second part of the play comes in.
We're just about to go to Balaguer, a new theater, and two days of performance

in El Teatro del Pueblo with open debate. And then Monday, we're doing talks at a
school where a really motivated teacher has asked me for thousands of activities,
all based on the theme of borders. And that's what fills us with satisfaction, seeing
that this can reach more people, that this is a way to raise consciousness.

Is this a political project? If it is, what kind of politics are we talking about?

David Martinez: Of course, we're not about flags, we're about ideas,
obviously. And politics... You're always doing politics, and that has to do with
your position with relation to the polis, of course. And it's about a politics

of openness, of recognition of the other, of conflict resolution, of respect

for nature, of looking for that way forward in the broadest sense.

Elisabet Aznar: Yes, and about trying to be coherent, too, with what we think and

what we do. Often coherence gets stuck at just thoughts, and it's never translated to
action. We aim to convert our thoughts into action as well. | think that's our politics.
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David Martinez: And if questions always end in a question mark, it's about always
asking questions, and never ending with the answer but instead ending up with
another question, which brings us to another question. That's the way to evolve.

Elisabet Aznar: Always being in movement.

David Martinez: And Yoshi Oida would say: “Here | force myself to be creative
because otherwise | start thinking | know everything, and | end up rigid and
stuck. And as soon as | start questioning things, | realize | really don't know

much at all. Questions keep us alive, and they keep us curious.” It's that childlike
curiosity of, “Why are you doing this? Why are you doing that?” You realize you're
always just in diapers, and you recognize that you don't know anything.

Elisabet Aznar: The only thing | know is that | don't know anythinag.

David Martinez: It's the philosophy of not taking anything for granted and
always moving forward and, of course, always having people at the center.

Elisabet Aznar: It's not falling into the trap of talking about good or bad people, since
in the end that's what is separating us, and we need to try to find what unites us.

David Martinez: And not getting stuck on discourse, but
instead finding out what's behind that discourse.

At the Constellation of the Commons, we’re working on the production of a
proactive and helpful imaginary that promotes citizen participation in the
coming eco-social, polyethical, economic transformation. Can you speak to some
moments that have helped strengthen that vision of the possibility for change?

David Martinez: There are quite a few of them. Some small, some large, some kind of
invisible. Because every time you do a job, it's like planting a seed. Sometimes that seed
grows fast, other times it's slow, and sometimes it's like bamboo and it takes seven years.
So you never really know the impact you've had, not 100%. But at certain times we
have really seen a group change a lot - as part of a process, or through small actions.
Speaking of El Rey de Gurugu, | remember a funny anecdote which is that usually the
theater techs are very effective, but their level of consciousness isn't always so high
because much of their work is automatic for them. And | remember that in Vic, after
the theater performance, this guy left, and then the next day he said to me, “After the
show | went to go take money out of an ATM, and | saw an African person, who | never
stop to see. The person was having a hard time with the ATM, so | went up and asked
if | could help. And | started a conversation, we went to a bar for a beer. | never would
have done that if this play hadn't made me think. That's just a little anecdote, | don't
know how it ends, but a small shift had affected that person's actions the next day.
Sometimes it's a longer process. You can see other, larger changes, like a person who

is included in a group, or the ways in which a group finds cohesion. For example, we're
applying right now for a grant for a project for next year. We've asked the kids, “What
did you get out of this experience last year?” Because it's been maybe a year. And | just
listened to some audio recordings this morning that said, “l didn't used to know anyone
in the group, | was very closed off, | was afraid, | wasn't brave enough to socialize, and
I've realized that person isn't so bad. I've made new friends, and now I'm expanding
my network, and I've changed my attitude about getting close to other people.” That,

in six months - It's like, wow! It's a huge success. That doesn't always happen.
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Elisabet Aznar: We also worked with a multicultural group with people of 13
different nationalities, and they ended up creating their own theater group. They
put on a show at the Teatro Municipal de Girona, and as a company they kicked
off a whole amateur theater festival. These are experiences that are really...

David Martinez: Yeah, and | remember at the beginning there were a lot of differences
between them, and in the end you forget which person is from here, or there - even
skin color. Even though they were different, they forgot about it. Some multicultural
couples even came out of that. A Peruvian guy with a girl from the Philippines. There
was really cohesion in that group. Unity, empowerment, of course. When we went

to the festival... First page of the Diario de Girona. And they were amazed, and all

of that moved them as far as self-esteem, and also desires. And then there was

also the process we did with the group of people with disabilities at the Fundacion
Maresma. This was a group that was already doing theater, and they went out all

the time. But the people who would take them out would always accompany them.
They would basically take people and put them on the bus. There was no trust.

Elisabet Aznar: They didn't have autonomy at all.

David Martinez: No autonomy at all. So the way to look at it was, what ability do
they have, rather than what disability, in order to put that ability to the service of
the show. And we made a network of collaborators. Raul was there. He was blind
but he had a great memory, so he was in charge of letting people know if they
were forgetting anything. Monse was there, who didn’'t have such a great memory,
but Monse could take Raul around - the other person who used a wheelchair.

We created a system for combining abilities, so they could be autonomous.

Elisabet Aznar: They put on a theater production in which there was no educator
there, no one was accompanying the group. They did it all by themselves.

David Martinez: And that's a change, seeing that they could collaborate
in that way... And there was another one that I'm forgetting.

Elisabet Aznar: Then we did a mental health project with the aim of raising
consciousness among healthcare staff about how to treat people who are mentally
ill. We did a training with healthcare staff, but then later we did video modules
where we worked with people with mental illness who would tell us about the
situations of discrimination that they'd lived through, and the labels people put on
them because of their mental iliness. | think there were also changes in the attitudes
of the healthcare staff as far as care for people with mental health problems.

How do you keep hope and energy alive in times of energy collapse, crisis
in the civilizational model, and a general state of political indifference?

Elisabet Aznar: I'll speak for myself. | think it's the desire | have to be constantly
checking myself. And I'm also a very motivated person. | love getting involved

in stories, so they motivate me. | also think part of it is that I'm a very utopic
person. | like utopia, and | like fantasy, too. | think that helps me keep the
motor running, and it keeps me thinking about the fact that there's something
important to be done, and there are still things that haven't been done yet.
There's always something to be done. And | think that's what keeps me alive.
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David Martinez: In my case it's similar, but it's about the power of hope, of believing
that things are possible in the here and now. Saying, “Let's see what we do today,
we'll see.” And you can't crumble under the weight of the idea. The idea gives

you direction, but it shouldn't block you. So it's saying, “Okay, we're going to go

little by little to see what can be done.” And that's the strength we need to keep
trying to change things every day. That's all - and keeping people’s spirits up.
Reminding them that there is so much to be done, that it's important to enjoy

the day - and that it's fantastic to be here, and a lot of things can change.

Elisabet Aznar: Sometimes it's not about doing things as part of an economic
exchange. Sometimes there's also an internal impulse. Sometimes you have to give
it a little time, because to get where we have gotten so far has been a lot of work.
Having a salary, being able to contract with people - That didn't happen from one
day to the next, it's the product of a whole lot of running around. But that's no
reason to get discouraged. When you want to push something forward, you look
for a way to sustain it - but in a way that the important things don't get lost.

David Martinez: And then it's also about thinking that - We like to think in the end
that everything that happens has meaning, and in the end there’s no such thing
as good or bad in the story. It's all connected. It's about not casting a negative

or positive light on things, but instead living through what's happening and the
chain of consequences, which have some meaning and sense to them. Because,
as hard as that may be, it's an opportunity that we can take hold of, and that
gives us hope. So we are the subject matter, and we are dreamers. And | think it's
important to dream - like this book, by Federique. In the book this mouse would
dream, and people were like, “It's no use dreaming, we need to be working the
fields.” But on a day when you're sad and depleted - a little flute, a poem - and
it's about taking care of the soul a bit, and dreaming, and connecting with that
element of: “Yes, everything is possible, and there is a world in which we can all
be connected, and we're all one in the end.” And we have to recognize that, the
way they do in Japan - where in the salutation, there's this idea of | am you and
you are me. And that gives us more strength in our collective, believing that we
have to cooperate and then finding the solution that allows us to have strength.

David Martinez: Cooperating and not competing,
which is where we're coming from, no?
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