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Introduction by Laia Sole and Jordi Torrent

Youth Media Visions is intended to be a useful resource for
people interested in exploring the intersection of youth me-
dia, education and creation. It presents seven experiences
developed by educators and media creators, who within
their organizations work with young people and media pro-
duction.

The book is the result of a Conversations Across Cultures:
Youth Media Visions, an international symposium that in-
cluded an exhibition and workshop for educators. The sym-
posium was co-organized by Teachers College Columbia
University and the United Nations Alliance of Civilizations,
and was held in April 2013. Its main purpose was to explore
the pedagogic potentialities of learning with and from me-
dia in formal and informal educational settings. Seven or-
ganizations representing different areas of the world were
invited to participate. They develop youth media production
initiatives as a way to address social issues relevant to their
communities, such as diversity, migration and social inclu-
sion. Each of the participating organizations was invited to
contribute an article to this publication.

The symposium included three different components. One
was the exhibition of 42 videos produced by the participat-
ing organizations; a selection of these videos can be viewed
at http://milunesco.unaoc.org/youthmediavisions. A second
were the presentations and discussions led by each organiza-

tion, and the third was a daylong workshop involving gradu-
ate students from Teachers College’s Art & Art Education
Program.

This publication is an attempt to document the scope of the
symposium, but certainly some important aspects of that
collective experience will be lost; such as the opening event
of the symposium by City Kids, a New York City-based orga-
nization working with youth on art and performance.'

One of the common threads among the organizations par-
ticipating in Youth Media Visions is mobility. All of them
share an expressed interest to reach out to communities that
are far, and at risk of being excluded, from the “central areas”
where educational institutions and resources are more easily
available.

Mobility, for example, enables Wapikoni Mobile to reach
First Nation communities in Quebec with their traveling
studio. Chinh’s project Rural Media Literacy project engages
nomadic children in the Rajasthan region of India. UNICEF’s
One Minute Jr. initiative conducts youth media production
workshops across the world. Fundacién Kine brings media
education to rural areas of Argentina. PLURAL+ provides a
platform of distribution for youth media produced outside of
the “central areas”.



Cinema en Curs (Spain) and Educational Video Center
(USA), the other two participating organizations, address
mobility from a wider understanding: as a quality inherent
to education and media production.

The capacity to mobilize, to help youth bring out their vi-
sions and opinions is at the root of the word “education”.
As professor Joan Ferrés® has pointed out, in Latin e-ducere
means to draw forth or bring out something that is potential
or latent in the individual. Cinema en curs, through their
work in the formal educational system in Spain, gives access
to creation and culture to children and youth. Educational
Video Center works in New York City with under-served
youth mentoring them in the creation and dissemination of
their media work.

It could be argued that what the camera has captured in the
videos included in Youth Media Visions was already there
but not yet truly visible to audiences. The work of all the par-
ticipant organizations helps young people to identify, select,
frame and make visible how they engage with their commu-
nities. The resulting videos manifest how young media pro-
ducers position themselves in their own society.

Bringing media literacy education to contexts that are far
from decision-making centers or at risk of being excluded
from them, empowers young people to develop their own

cultural and media expressions as an antidote to the per-
ceived “homogenization” possibly developed by globaliza-
tion of contemporary societies. These pedagogical exercises
are energizers of cultural diversity.

As participants in the “informational society”, youth are
digital users, creators and consumers. The most avid media
makers today are not professionals, but young people who
are actively engaging with their worlds. Contemporary me-
dia offer unprecedented opportunities to generate and dis-
tribute information, motivating young people and facilitat-
ing interaction. Knowledge is not longer something that is
kept and then transmitted to students, but something that
can be collectively created and shared. We hope that Youth
Media Visions contributes to the further development of
youth media in formal and informal educational settings.
We believe that media education and youth media produc-
tion are fundamental to development of educational systems
that reflect the changes in contemporary societies.

1. For more information about City Kids, visit www.citykids.com

2. Ferrés, Joan. (2008). La educacion como industria del deseo. Barcelona:
Gedisa
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Foreword

Hello!

When is your birthday?

What is a birthday?

When you were born?

How would I know, I wasn't born yet?
Do you have cake on your birthday?
What is cake?

This short snippet extracted from a longer conversation
between an urban seven-year-old and her nomadic peer,
makes us smile. That is, we smile before we realize that in
this short interchange we see the roots of the most complex
cultural tensions and misunderstandings that play out in to-
day’s world. Among children difference is something to be
explored openly with wonder, imagination and curiosity,
that is before their cultures impose upon them hierarchies of
value, power and uncertainty. It is from children and youth
and, if we open our hearts perhaps, that we might learn
again how to look at the world and each other with care and
concern, as if things might be different.

Youth Media Visions, the theme of our Conversations Across
Cultures symposium of 2013, offered us hope and also in-
sight into how underserved young people from cultures
around the world explore their lives through the lenses of
video cameras. These particular visions were made from the
fabric of youngster’s everyday worlds and captured in im-




ages made in collage, drawing, painting, clay and scrap, and
music born from blowing, banging and stroking discarded
objects such as plastic bottles, wood, paper and string. In-
ventive combinations of personal artwork and music in-
terplayed with shots of the real world of everyday through
which we, as audience, encountered how personal identities
are formed, relationships established, difficulties and prob-
lems noted and either overcome or consigned to the patina
of everyday actualities. As these young people peered into
the lenses of their video cameras and gave each other point-
ers for shots and angles, they gave us visions as compelling
and complex as those of Sundance and Hollywood.

While the video voices we heard and saw were those of
young people, these voices had been empowered by grown-
ups dedicated to the belief that contemporary media offers
both makers and audiences insights they otherwise would
not have. This is not the media of entertainment and super-
ficiality but a way of looking on the world that invites us as
audience to become conscious of what the daily routines
of our lives too often obscure. The generous spirits of these
grown-ups whose organizations and professional know-how
empowered the experiences documented in these pages and
gave dramatic and vivid life to our symposium, suggested
the power of art-media education. Offering a minimum of
instruction and then standing back to allow young videogra-
phers to work their magic, allowed for a great deal of collab-

orative experimentation and on the spot learning resulting
in breathtaking, joyful and, often, heart-breaking images.

It was a great privilege to co-sponsor this important and
moving event with the United Nations Alliance of Civiliza-
tions. On behalf of Teachers College and the Art and Art Ed-
ucation Program, I would like to thank His Excellency Mr.
Nassir Abdulaziz Al-Nasser of UNAOC and President Susan
Fuhrman of TC for their support and interest in this project.
To Jordi Torrent of UNAOC and Laia Sole of TC without
whose hard work, collaboration and inspiration none of this
would have been possible. To City Kids of New York whose
imaginative performance thrilled and delighted us; we hope
you will return to inspire us again. To the representatives
of the cultural organizations and through them the young
people of the world, your fight against prejudice and indif-
ference inspires us to do better; thank you.

Judith M. Burton
Teachers College
April, 2014
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Teachers College President Susan H. Fuhrman welcoming the participants at the opening
ceremony.
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QUEBEC

WAPIKONI MOBILE




BY MYLENE GUAY, MELISSA MOLLEN DUPUIS, MANON BARBEAU

Genesis (the story)

The concept of the Wapikoni mobile emerged in the Ati-
kamekw community of Wemotaci, Quebec, in 2000, when
filmmaker Manon Barbeau worked with a group of young
people writing a script for a feature film. Barbeau’s closest
collaborator was then a girl of 20, Wapikoni Awashish, who
was heavily involved in the Youth Council of Wemotaci and
in several other projects for the community. While there
was much distress and suicide among the youth around her,
Wapikoni Awashish embodied health, strength, hope, and
was a positive role model for her generation.

Tragically in July 2002, Wapikoni died on the road to We-
motaci when her car hit a logging truck. The work on the
feature film was put aside, but the experience gave Barbeau
the impulse to create a place where all these young people
could gather and make something fun and positive. The idea
of the studio on wheels was born and was named to honor
Wapikoni’s memory. The Wapikoni mobile was officially
launched in 2004 by Barbeau and co-founded by the Atika-
mekw Nation Council and the First Nations Youth Council
of Quebec and Labrador.

Mission and objectives (what)

The purpose of the organization is to give a voice to First Na-
tion youth, to break their isolation, to boost their resilience
and self-esteem, to develop their technical, social and artis-

tic skills, and to allow them to be heard and to shine by their
works in their own communities and throughout the world.
A real incubator of talent, the Wapikoni mobile supports the
development of emerging Aboriginal artists and ensures the
promotion and dissemination of original works, in Canada
and abroad.

Here are the specific objectives, grouped in three main areas
of interest: well-being, creation and promotion of First Na-
tion art and culture, and skill training.

- Providing access to technology, means of creation and
communication for Aboriginal youth living in isolated
communities, to allow them to express themselves on
issues, concerns and aspirations that matter to them

- Providing an alternative to idleness and isolation with
attractive activities tailored to their needs and their re-
ality

- Strengthening and stimulating self-esteem and self-
confidence

- Helping prevent and reduce suicide, drug and alcohol
abuse, school dropouts, unemployment and crime by
providing stimulating workshops.

- Developing technical, social, professional and artistic
skills

- Fighting racism by creating meeting opportunities and
links between indigenous and non-indigenous people
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- Educating diverse audiences (staff, students, research-
ers, film buffs, the general public) about the cultures
and realities of First Nations and thus help to break
down prejudices against Aboriginal people

- Linking First Nation youth with other indigenous
communities and organizations in Canada and around
the world

- Stimulating the emergence of positive leaders in the
community

- Stimulating new areas of interest and opportunities for
the future

- Strengthening a sense of identity and cultural pride by
promoting the use of traditional languages and native
cultures

- Maintaining, developing and promoting the linguistic,
historical and cultural heritage of First Nations

Context (why?)

First Nations are among the most marginalized and misunder-
stood populations in Canada; suicide, drug and alcohol abuse,
school dropouts, poverty, isolation and crime take their toll,
particularly among young people. However, communities are
filled with talented and creative youth; but the young people
have little access to tools and resources to express themselves.
The Wapikoni mobile looks to fill this gap by providing ways
to create original audiovisual and musical works.

Activities (How does it work? What we do)

1. Audiovisual and music training workshops in remote
First Nation communities

The Wapikoni mobile is a travelling training studio that of-
fers audiovisual and music workshops to Aboriginal youth
(ages 15-35) living in remote communities. Our two “studios
on wheels” visit and provide workshops to about a dozen of
First Nation communities annually. These workshops are at
the heart of our activities.

Our workshops immerse participants in the real context of a
production and run for a period of 4 weeks. Participants are
encouraged to develop a personal project on a topic of their
choice, with different approaches (animation, documen-
tary, experimental). The work is done in teams depending
on the participants’ strengths, learning ability and special
interests. The participants learn about digital and commu-
nication tools and explore the various technical aspects of
filmmaking (shooting, sound recording and editing, etc.).
Their training and progression are closely supervised by 2
professional filmmaker mentors, 1 local filmmaker mentors
assistant, 1 youth worker, and 1 local coordinator, carefully
selected for their solid experience, listening capabilities and
ability to pass on their know-how and expertise.

At the end of each workshop, a public screening is organized
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in the community, gathering hundreds of friends, families,
elders and members of the Band Council. These screenings
are often very touching and allow participants to be heard
by their peers. It is also an important moment of individual
and collective pride. Whatever their form, the creations are
original, high in quality, and reflect the reality, concerns,
dreams and hopes of Aboriginal youth.

2. Dissemination and raising awareness

Another central activity is the promotion of Aboriginal tal-
ent and their works. Presented in their communities first,
the best works are then screened every year in a hundred
festivals and public events in Canada and around the world.
Several participants also have the chance to present their
work in person during prestigious festivals. Others have
been able to forge links with Aboriginal artists during en-
riching cultural and collaborative exchanges in Mexico,
Brazil, Peru, Bolivia, Chile, Uruguay, Paraguay, Ecuador,
Panama, Finland and French Polynesia.

The Wapikoni mobile also raises awareness about First Na-
tions issues and cultures by organizing workshops and the-
matic screenings of their short films in high schools, col-
leges, universities, and for various organizations.

3. Professional training and contracts
One of our goals is to enhance and develop the skills of our

advanced participants beyond the stopovers, through spe-
cialized training given in collaboration with other orga-
nizations or colleges. Each year we offer to promising and
motivated young filmmakers training opportunities and in-
ternships in Canada and abroad, such as our annual editing
workshop in Montreal, in collaboration with the University
of Quebec in Montreal (UQAM).

In addition, several regional business and Aboriginal orga-
nizations request our services for producing corporate vid-
eos. This is a great opportunity for the Wapikoni mobile to
involve young Aboriginal filmmakers in professional con-
tracts for which they are paid and provide a real experience
of working in a production team. These projects, which are
done in pairings (a junior Aboriginal filmmaker and a pro-



fessional filmmaker-editor), represent a logical extension of
our regular stopovers.

Impacts

The increasing number of positive testimonies and success
stories confirms the relevance of our work and the project’s
impact on the lives of thousands of young people. Their par-
ticipation in workshops restores confidence in their abilities
and strengthens their self-esteem, which is the basis of all
success. The workshops also foster their motivation and re-
silience, and help them overcome future obstacles. After par-
ticipating in our workshops, some participants return to or
stay in school to complete their education; others decide to
pursue a career. The project also encourages the emergence
of positive leaders who, in turn, will inspire the youngest to
get involved in the community. They will become positive
examples of success among their peers.

Participants also benefit from practical training in the pro-
duction of documentary shorts and original music, includ-
ing script writing and directing, as well as in the more tech-
nical aspects of filming, sound recording and editing. They
learn how to work in a team, master digital communication
tools, and to actively be involved in every stage of the pro-
cess. In addition to cultivating new talents, the project also
develops their social and employability skills, such as work-
ing with others, reading, thinking, organizing ideas, writ-

ing, document and computer use, and oral communication.
Other results include the prevention and reduction of drug
and alcohol abuse, suicide, criminality and school drop-outs.

Achievements, awards and recognition

Since its inception, the Wapikoni mobile has reached over 3
000 youth, 9 Nations, and 25 communities. The youth have
produced 675 short films, 450 musical works and have, to
date, won 80 awards and mentions in national and interna-
tional festivals. The Wapikoni mobile was awarded the Best
Canadian Initiative Award among 266 submissions, as a part
of the Ashoka Changemakers Initiative, Inspiring Approaches
to First Nations, Métis and Inuit Learning. Wapikoni mobile
also received the 2011 Freedoms and Rights Prize of the Hu-
man Rights and Youth Rights Commission of Quebec. In
2011, the Wapikoni mobile was cited in the Organization
of American States publication on “Successful Practices” as
part of “cultural initiatives that have influenced some aspects
of development, such as reducing rates of violence, poverty
and school dropout, among others, and more, have led to the
construction of more just and egalitarian societies.” Finally,
in December 2012, Wapikoni mobile won an Honorable
Mention Award at the Plural+ Festival, an event organized by
the United Nations Alliance of Civilizations (UNAOC) and
the International Organization for Migration (IOM).

Website: www.wapikoni.ca
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Myléne Guay, standing with Milissa Mollen Dupuis, seated, from Wapikoni.



SELECTED STILLS FROM WAPIKONI VIDEOS
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CINEMA EN CURS: A PEDAGOGY ABOUT CINEMA AND THROUGH CINEMA




BY NURIA AIDELMAN AND LAIA COLELL

Definition

Cinema en curs' is a pedagogical program about cinema
and through cinema because it pursues two main objectives:
bringing young people closer to cinema as art, creation and
culture, and exploring the pedagogical power of film-mak-
ing in a school context. From these two objectives derives
a third: giving access to creation and culture, especially to
children and young people in difficult situations - newcom-
ers, from economically and socially depressed contexts, stu-
dents with learning difficulties.

Cinema en curs is a program of A Bao A Qu, a non-profit
cultural organization. It started in Catalonia (Spain) in 2005,
and is currently also developed in other regions of Spain (in
Galicia in collaboration with the Centro Galego de Artes
da Imaxe (CGAI) and in Madrid, with the Reina Sofia Mu-
seum), Argentina and Brazil. Throughout the first eight
editions of Cinema en curs more than 8,000 students, 270
teachers and 35 film professionals directly participated in
the workshops. Moreover, we have trained more than 2,500
teachers in Spain and another 800 in other countries, such as
Germany, Argentina, Brazil, Chile and Portugal.

Additionally, over 20,500 students have participated in-
directly in Cinema en curs by working with the generated
pedagogical material, carrying out some of the creative prac-
tices, etc.

1 “En curs” is a play on words of three concepts, which are “in progress”,
an “academic year” and a “course”.

Cornerstones of the program
Cinema en curs is structured around the following work
areas:

1. Workshops. They take place within school hours, with
students from 3 to 18 years old in public primary and sec-
ondary schools, and are held jointly by a film professional
and a team of teachers, who work in tandem. They share the
various areas of the workshop, each one from their knowl-
edge and experience. The professionals participate in be-
tween 8 and 25 sessions, depending on the modality of the
workshop. Therefore, the teachers also work without the film
professional, developing tasks of cinematographic processes
and interdisciplinary content.

2. Teacher training. This is fundamental to the program due
to its exponential value in the present and future practice
of the teachers. We work to provide the teachers with in-
strumental and methodological tools necessary for a good
transmission of cinema in an educational context, as well as
to promote interdisciplinary work with concrete proposals
and methodologies through film-making.

We develop specific training for teachers who participate in
the workshops of Cinema en curs, as well as other courses
for teachers who then conduct their own activities without
being part of the program.

25



26

3. Laboratory of Applied Research. The experiences and
analysis of the workshops, and the teamwork of the film pro-
fessionals and the teachers, are the base for developing and
defining practices, methodologies and materials applicable
to any educational context. They are shared in the training
programs and through the web.

4. Diversity of participants, knowledge and sharing. One
of the principles of Cinema en curs is the heterogeneity of
the participants both in terms of their geographical and so-
ciocultural contexts and the characteristics of the students
(groups-classes, specific subjects on artistic expression, new-
comers, learning disabilities, physically or mentally chal-
lenged, etc.). When selecting the school, groups with social
difficulties, difficulties of self-esteem, learning or integration
are particularly favored, maintaining at the same time the
principle of heterogeneity with the intention of enriching all
participants. We are convinced that diversity is a way to give
young people with disadvantages the opportunity to be on
equal terms with those who apparently have, know, and can
do more.

All participants are fully aware of being part of a common
project and share practices and viewings through the blog,
and face-to-face meetings, among which the premiere of
the film is especially relevant. In a public screening (in film
libraries, museums, cinemas) the students present their

works and dialogue with the other groups in a highly sym-
bolic act that reflects the diversity of the participants (their
origins, contexts, experiences). The screening is also attend-
ed by external guests: film-makers, critics, people from the
world of culture and education, representatives of institu-
tions, etc.

The process of sharing from diversity throughout the
school term promotes awareness of and respect for the en-
vironment and other realities; it allows students to explore
the value of cinema as a means of knowing the world. Cin-
ema becomes a mode of expression and dialogue through
which students can show their world while learning about
the world of others.

A pedagogy about cinema and through cinema: prin-
ciples and methodologies

There are many ways to approach cinema in an educational
environment, and there are many ways of conceiving cin-
ema. In Cinema en curs we understand it as art and creation,
always starting from the creative process. Therefore we base
the transmission of cinema on the experience of creation: in
practice and as spectators.

This is one of the fundamental pedagogical principles, but
there are others. Our way of approaching cinema pedagogy
is based on the idea that it is precisely the specificities of cin-



ema - or at least of one type of cinema, of a certain way of
film-making - that comprise its main pedagogical power. The
methodologies for each phase of the creation process start
from this value and realize it.

We try to list, very briefly, the fundamentals of these speci-
ficities of cinema and their pedagogical power, i.e. the way
we work. Some of them we could already apprehend when
we started the project; others have been discovered and de-
veloped together with the team of teachers and film profes-
sionals from the analysis of the experiences in the laboratory
of applied research.

- Cinema is made with the world, with places, things
and people around us; the light, the colors, the move-
ment. Making cinema requires paying special atten-
tion to our everyday environment; we look at it in a
different way. Therefore, cinema is a connecting pro-
cess. When a scene is shot in a certain place, when it is
necessary to wait for the right light, when the students
talk a lot to a person to learn about their craft and then
film them, when the movement of wind or the shad-
ows in a seemingly nondescript part of the neighbor-
hood is observed and filmed attentively, these places
and these people will never again be perceived in the
same way. The students appreciate them more, they
make the environment their own. This is particularly

important in disadvantaged contexts and for children
and young people who are new to the country.

Cinema is teamwork. We are not referring to a group
that works as the sum of its parts, but as a genuine or-
ganism that requires an almost perfect understanding.
The objective has to be common, truly shared, and as
important as individual responsibility are collective re-
sponsibility and commitment. In a film crew each one
depends on the other people involved, and one cannot
take on the work of another.
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In Cinema en curs we foster the importance of the collec-
tive. In the script, in the process of planning and locat-
ing, in the global conception of the film, the creation is
carried out by the group, the decisions are collective and
taken by consensus. We do not vote; the group learns
to reach shared decisions; ideas emerge from joint work
through dialogue, listening and argumentation.

When filming, tasks are rotated so that all students
can carry them out: direction, script, camera opera-
tor, sound engineer, etc. It is about finding the balance:
that each one, individually, can make decisions when
directing the shooting of a scene (also those who find
it difficult to decide will feel compelled to take on that
responsibility); and at the same time, these decisions
form part of a collective project so that everyone can
feel part of it. Editing is done in small groups that shift
consecutively to edit the different sequences. The final
editing is done in the whole group. These processes
and methodologies motivate all team members to rec-
ognize that they all are crucial, thus facilitating group
cohesion. Expectations are generated and the indi-
vidual and group self-esteem improve, all students feel
they are an essential part of a shared project.

Cinema requires very different skills, some of which
differ from those needed in school subjects. This en-

ables all students to find their place and be important
to the group. It is, therefore, a unique opportunity to
strengthen the self-esteem of those who do not excel
in any other school setting, to transform group rela-
tions, to give new opportunities to those who usually
have few. An opportunity for all students to feel and be
aware that they can do important works, that they have
special abilities. And also an opportunity to receive
recognition from others (students, teachers, family).

Cinema requires students to be attentive, time sen-
sitive and rigorous. During the viewing and in prac-
tice, we dedicate a lot of attention and give great im-
portance to each shot; to every decision of framing,
light, movement; each sound take; each editing choice.
This introduces an attitude and a way of working that
is much more attentive, sensitive and rigorous than is
common at school. And full of meaning: students are
aware (often for the first time) of the value of effort.
Rigor and effort are not imposed from the outside,
but are the expectations of the students themselves
who push this work and make it possible. The students
know why they work that way; they are the masters of
their own learning process. One 16-year-old student
made us aware of this. At the end of the workshop she
said “for the first time in school I knew why and what I
was working for”

29
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Cinema requires decision making, choosing, think-
ing, talking. When we shoot a scene we have to decide
many things: how to develop the action, where to place
the camera, the light, focus, sound ... There are end-
less possibilities, always to be invented, and each one
must find its form. It is not about knowing or giving
the right answer, but about deciding, to feel the desire
to shoot a scene in a certain way. But for some stu-
dents, deciding is the hardest; unfortunately school
rarely puts them in such a situation. Therefore we must
seize the opportunity that cinema forces upon them as
it does so by appealing to the individual and unique
sensitivity of each student. At the same time, as it is a
shared process, this involves delving into others’ ideas,
discussing and reaching consensus.

Cinema expresses emotions and is exceptional in gen-
erating empathy. It allows the students to express their
own experiences and emotional issues, and at the same
time, through the identification of the spectator with
the stories, makes them put themselves in others shoes.
This aspect is particularly relevant in Cinema en curs.
In their script, the students work from emotions they
know, their own everyday, but important, emotions. It
is the building of the character and its emotions which
structure the script; the plot and the dialogue are sec-
ondary. The challenge is to express emotions with the

expressive resources of cinema, with cinematographic
decisions the students have discovered by watching
films of great film-makers. .

- Cinema allows students to conduct the curricular
contents and competences in an interdisciplinary
way at all levels and in different contexts, since it puts
in play diverse areas of knowledge and skills. It is able
to generate motivation for writing, dialogue, research,
gives meaning to work, and is a vehicle for learning.

Transformations

We have talked, above all, of the transformations of the stu-
dents: how new horizons and possibilities open up for them;
of how they rediscover and begin to trust themselves; how
they weave new affective bonds with their environment and
with their peers; how - by making and watching cinema -
they become attentive, rigorous, demanding; how they value
the dedication and support of their teachers; how they dis-
cover art and creation as something that concerns them, that
speaks to them, and where they have a place.

But the list would be too long if we were to list all the trans-
formations of all other agents that are involved and par-
ticipate in the project. Undoubtedly, the film professionals
are also enriched enormously; they raise new questions
about film-making, how to transmit it, and also, outside of



the workshop, about the way they see it, how they make it.
In Cinema en curs we are all always in learning situations:
learning cinema, learning modes of transmission, learning
to learn.

This change of perspective is especially important for teach-
ers, who have to share the class with somebody else; to teach
while learning, to express in front of their students all they
do not know or doubt; they establish a relationship with stu-
dents that is different from in academic subjects; they dis-
cover talents and abilities that until that moment had been
unable to emerge.

In the schools, a project like ‘Cinema en curs’ - with its
rhythms, its requirements, its methodologies - inevitably
clashes with the “system,” altering it and, therefore, some-
times bothering it. But also, and precisely insofar as it ques-
tions, it introduces the possibility to transmit and to learn
in a different way; it gives a central place to creation and art
in the learning processes; it makes the students protagonists
of their own process, and connects the school with the out-
side. Cinema opens the doors and windows of the school:
the school goes outside (to document, locate, film) and the
outside enters the school.

Especially in disadvantaged environments the project pro-
vides a significant opportunity for families to visit the school:

for some, the screening of the film made by the students will
be the motivation to go there for the first time. Families,
neighbors and even institutions will discover and value the
work of the teachers as they have never before done.

Cinema and art -when it is explored in all its dimensions- is
not content but an experience. It transforms the vision, the
way to know and to know each other. Therefore, throughout
the course there are many transformations and many areas
in which these transformations can occur. This is without
doubt one of the greatest powers of cinema in schools, and
one of the most valuable aspects of the project: its ability to
transform.

Website and blog:

www.cinemaencurs.org/en - bloc.cinemaencurs.org/en

2012-2013 Fiction films (with English subtitles):
www.cinemaencurs.org/en/filmsigaleries/films-finals-2012-2013/

2012-2013 Documentary films:
www.cinemaencurs.org/en/filmsigaleries/films-documentals/

2012-2013 Little Cinema en curs:
bloc.cinemaencurs.org/en/petit-cinema-en-curs
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BY KAREN CIRILLO

The OneMinutes]r. is an international, arts-based initiative
led by UNICEF and the One Minutes Foundation. It gives
to 12-20 year-olds, especially those who are underprivileged
or marginalised, the opportunity to have their voices heard
and to share their ideas, dreams, fascinations, anxieties and
viewpoints on the world.

The OneMinutes]r. works around the world, organizing
5-day workshops where the youth are taught basic camera
and directing skills, story-telling, teamwork and how to
think creatively about issues and representation. Each par-
ticipant develops his/her own story based on the workshop
theme and produces a 60 second video that is screened at the
conclusion of the workshop.

History

The project began in 2002, when the Central and Eastern
European UNICEF office was looking for partners and ideas
for a media project it could implement in its region. The
One Minutes Foundation was already running an adult art-
ist OneMinutes project, out of its base at the Sandberg Art
Institute in Amsterdam, Netherlands. Together, UNICEF,
the One Minutes Foundation and a third convening partner,
the European Cultural Foundation (ECF), took the OneMi-
nutes concept, but developed it into a “workshop” model
that would work with a youth network. Thus, the OneMi-
nutes]r. was born. The project operated mainly in Western

and Eastern Europe until 2007, when it expanded globally
(better representing UNICEF’s reach). In 2010, ECF left the
project and UNICEF and the One Minutes Foundation have
continued the project together. More than 3150 youngsters
from 97 countries have taken part in the OneMinutes]r.
since its inception.

Objectives

A project like the OneMinutes]Jr. serves many purposes. On
one hand, it’s a participation project that seeks to empower
young people to express themselves and share their view-
points with the world. Through the workshops, they learn
basic communication skills, a basic introduction to media
literacy, and creative thinking approaches. They have the op-
portunity to collaborate with their peers, learning teamwork
and developing self-esteem. In the end, they have a video
that theyve made that is shared with the world on multiple
media platforms.

On the other hand, UNICEEF is able to collect viewpoints
of youth around the world, gathering real insight into what
kids in various countries are thinking. The videos are useful
advocacy tools, especially around important issues such as
disabilities, juvenile justice, gender equality, education and
children’s rights. The videos supplement reports, websites,
campaigns and public forums and give a place to youth voic-
es in the conversations.
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Since it is art-based initiative, some people ask about art ver-
sus content and why not include journalism? Why not use
the model to teach kids how to report on their surround-
ings? The OneMinutes]Jr. believes that there is strong power
in learning to tell stories in different, creative ways. It's easy
to make a reportage, and a lot of times it’s what people expect
to see. Take an issue such as lack of water. It’s easy to make
a short film about a young boy having to walk far to fetch
water for his family. We've seen those images before. But the
message is far more powerful when you see a close-up shot
of a boy filling a jerrycan from a water tank, only to have the
camera pull back slowly to reveal a very long line of children
waiting for water (“On the Last Drop,” Tajikistan, 2008). No
words, but the message still gets across. People are often jaded
from seeing the same stories about children’s rights, so if we
can teach young people how to approach these stories with
creativity, they’re more likely to have an impact on viewers.

Basic workshop model

The workshops typically run 5 full days, with a screening at
the end of the final day. Each workshop is led by 1-3 experi-
enced video artists (usually associated with the Sandberg Art
Institute) and a UNICEF coordinator. The workshops have
some type of theme that the stories are based upon, either
general, like “Daily Life and Dreams” or “Who am I?” or
more targeted, as in “Juvenile Justice” or “Peace in my World”
Each workshop involves 15-20 young people, ages 12-20.

The equipment used for a workshop is simple and portable,
all provided by the One Minutes Foundation. The general
equipment kit contains 2 laptops with Final Cut Pro, 4-5
small, consumer model HD camcorders and 2 tripods. Small,
unassuming cameras have advantages, especially now that
they produce a high-quality picture. With small cameras, it is
easier to look like tourists or just personal filmmakers when
filming in public and it also allows for the possibility of kids
taking the cameras home to film without worrying about ex-
pensive equipment getting stolen.



Day one: introductions, getting to know one another, basic
camera instruction, teaching shots, storytelling and story-
boarding skills and discussion of the theme. Sometimes sto-
ryboarding or camera exercises get kids more familiar with
how to create stories and moving images. Then the kids go
oft on their own to start to work on their ideas. After some
time, the video artists meet with each youth participant, one
or two-on-one to hear their ideas and brainstorm together to
achieve a filmable idea.

Day two: Usually more story development needs to happen.
Plans start to be made for filming (locations, props, actors,
permissions) and by the afternoon filming begins. Each
youth participant is the director for his or her own film, and
each gets the opportunity to be the camera person on some-
one else’s film.

Day three and four: Filming continues, and in some cases,
editing begins. Each youth participant has a period of edit
time one-on-one with the video artist who guided them dur-
ing the filming, and getting an understanding of how editing
works and helping the video artist to put together the one
minute.

Day five: Final editing happens, with the youth participants
working on their titles and soundtracks, recording local
sounds or music if necessary. The participants work on vari-

ous tasks to get ready for the screening. In the end, the par-
ticipants gather with friends and family, local press and inter-
ested viewers to screen the premiere of videos they produced
during the week.

The screening is a unique experience, where the kids are see-
ing what they worked on all week, their personal expression,
on a big screen, in the company of people important to them.

Methodology

Teaching a OneMinutes]r. workshop involves a non-formal
approach, one with a high level of improvisation and flex-
ibility. Since the facilitation team is not always involved in
setting up the local logistics, often things need to be modi-
fied at the last minute to accommodate less than ideal situa-
tions. Workshops are intensive, with severe time limitations
combined with the desire to give each youth participant an
equal amount of attention and time. When lunch is late or
not enough transportation is available to take kids to a film-
ing location, schedules have to be adapted. That flexibility
also applies to filming subjects. If a participant really wants
to make a film about being a flight attendant, there is little
chance that getting on an airplane is going to be possible. So
creative ways of filming have to be conceived.

The most important thing about the concept of the OneMi-
nutes]r. is the relationship between the artist facilitator and
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the youth participant. What an empowering experience for
a young person, to be listened to, by an adult (most times a
foreign adult). To be asked: “What do YOU want to tell or
show the world about YOUR life?” To know that the team is
there, in your country, to help you make a video about your
perspective. Sometimes it’s the first time that a young person
is asked to express himself. Or the first time that his opin-
ion means something. A lot of times, in the countries where
workshops are held, there is not a strong participation rate
for children and youth, and they grow up with the expecta-
tion of not being heard.

What’s also special about the relationship between facilita-
tor and participant is that it’s a collaborative one. The youth
presents his or her idea and brainstorms with the artist to
come up with the best outcome. Maybe the idea is generic
and the facilitator works to dig a bit deeper to reach a more
personal story. Or maybe the idea is one that has been seen a
lot before and they work together to come up with a creative
way of filming the story so that it feels fresh. But the process
happens together, so that the youth feels ownership of the
idea but also is given the benefit of professional expertise to
make it even stronger.

As for the theme itself, it can be approached in many dif-
ferent ways. Workshops can be targeted for a specific com-
munity (Ex.: Palestinian refugees in a camp in Jordan) or a

general group of young people. How the children are cho-
sen differs from country to country. Sometimes it involves
a partnership with another local organizations (Ex.: For a
recent workshop in Cambodia we worked with Save the
Children to choose participants and conduct the workshop
in a small village) and other times a call for applications is
put out to schools and organizations so children can apply if
they are interested. Specific communities are often recruited
when there is a targeted focus to the theme. For instance, a
series of workshops was recently conducted in several East-
ern European countries that focused on Juvenile Justice. The
OneMinutes]r. team went to institutions to work with young
people who were in trouble with the law. Another example
is UNICEF hosting several workshops for children with dis-
abilities, in conjunction with the publication of its annual
State of the World’s Children (SOWC), the theme of which
was “Children with Disabilities.”

Sometimes themes can be a way to take the pulse of a coun-
try. In 2013, a workshop was held in Libya that brought to-
gether youth from across Libya, representing different cul-
tures, tribes and religions, asking them to respond to the
theme “Our Now, Our Future” in light of a new chapter for
the country.

If working with a very specific theme, it is usually better to
involve young people who have a relation to the theme, in-
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stead of asking general kids to make films about a specific
subject they may not have any personal connection to. It
lends a far more heightened level of authenticity to the films.

Workshop experiences

Kids around the world are very different but also have many
similarities. Working with young people in a variety of coun-
tries, one can see how age brings very different experiences.
There’s a common interest in friendship and entertainment
but often different expectations of maturity and involve-
ment. In each country, different issues seem to stand out.
For instance, in Uganda and India, education was a big issue
that children wanted to make films about, whereas in the
Caribbean Islands and Mexico youth were struggling with
facing difficult decisions, whether it was involvement with
drugs or their future careers. In Jordan, many stories were of
neglect by parents, while in Bangladesh and the Philippines,
children’s rights, such as child labor, were a focus.

To create sustainability for the project, the OneMinutes]r.
sometimes hosts local training-for-trainers in conjunction
with its workshops. The trainings are designed to teach the
methodology to local artists and coordinators, who can then
carry on workshops without needing the international team.
These trainings are set up when there is a partnering organi-
zation that can take on the local management of the project
and ensure the consistency of the goals.

Distribution and Usage

The OneMinutes]r. website (www.theoneminutesjr.org) is
the heart of the network, where all the videos produced can
be viewed. Besides hosting the entire archive of one-minute
videos produced, the website offers information on work-
shops, festivals, comments and advice for young moviemak-
ers. Individuals are also welcome to upload one-minute
videos to the site — it is not exclusive to videos created in
sponsored workshops.

Young people want and need to show and exhibit their new
skills and their creative work as one form of recognition of
what they have accomplished. It is also important for the au-
dience to see the work of these youth and realise that young
people are capable of addressing important matters whether
social or political in a very personal way. The OneMinutes]r.
Videos are promoted and distributed on a local, national and
international level through broadcasting partnerships and
social media platforms.

Local and national broadcasters have aired series of the
films, organized either by workshop or by theme. Select
films have screened in movie theatres before feature films
and at film festivals. In addition to the official website, there
is a UNICEF OneMinutes]r. YouTube channel and Face-
book and Twitter pages. There is also a weekly rollout via
UNICEF’s Facebook and Twitter accounts, as well as UNI-



CEF’s Voices of Youth website and social media platforms.
Additionally, videos are used in UNICEF campaigns and
conferences according to their themes. For example, vid-
eos from the afore-mentioned Juvenile Justice workshops