Graphicor Visual Recording

Documentation and summarizing a workshop, conference, lecture usually
relies on oversized paper formats. As a graphic recorder, a facilitator takes
on a more passive role and does not normally interfere directly in the group

process. This is sometimes called scribj

L\

Some people might say that Visual Facilitation works because there are
different types of learners (audial, visual, verbal, kinesthetic), and some

of us arejustvisual learners. In reality, nobody is just a one type learner.
Depending on the situation, we all use the four types mentioned above. In
this sense, visual facilitation enhances facilitators' ability to meet the needs
of different learner types.

Why Visual Facilitation?

Most of the information we receive comes through our eyes—not just

the texts and images we read or watch, but the color of our furniture and
lighting, the organization of our spaces, which, once we have assimilated
visually, we apprehend without focusing. We can't touch colors, smell
textures, or hear the size of an object: our eyes are important to us. Visuals
deliver information faster, and such information is easily processed.

Once we have 'read’' an image using our eyes it is processed in our brain,
which recognizes a given object then provides signals to other parts of

the body. In this way, visual facilitation stimulates and supports learning
through and with the whole body, a crucial criteria for holistic, experiential
learning.

Images also allow for the inclusion of people who speak different languages,
which may be critical in international or intercultural groups, or situations
when someone might otherwise be excluded from the process.
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Tools of visual facilitation

The tools of visual facilitation are the same as in other visual arts.
Examples include:

Making use of basic shapes

Boxes, containers

Emoticons, people, faces

Symbols and icons

Organizing information in diagrams or logical structures
Letters and typography

Composition ‘

Icons and Symbols

N R K 2

Sometimes a simple image can explain more than an entire written essay.
Just consider traffic signs for instance. In this context, two types of images
that seek to reduce or simplify information are of particularimportance:
icons and symbols.

Foot is foot, bird is bird, ship is ship. This is an icon. We understand what

itdepicts.

When documenting developments or concepts, we must explain more

complex things: a foot becomes “to walk,”“to run,” or the mark of shoe maker;

a ship might signify “a delivery,”“a port,” “to sail” etc. Such symbols hold a
more complex meaning than they do as icons, when their meaning is direct.

»” «

Acupisanicon of a cup, butitis also the symbol of a coffee-break.

888 10:00 —

10:30 ——

In order to develop meaningful, strong imagery, it is essential to be clear
about your core message. Think about metaphors and symbols, and the deeper
meaning that these pictures and metaphors might hold for a given audience.
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Simplicity

According to a concept by Scott McCloud (author of “Understanding Comics”)
‘amplification is done through simplification.” Sizing down an image to its very
essentials by removing (unnecessary) features allows the viewer give it more

meaning. A simple stick figure can be more effective than an elaborate and
well-drawn character!

Ideas for symbols and metaphors
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Deciding and evaluating

Reasoning and evaluating learning outcomes or processes is a topic that
deserves a handbook of its own. Briefly however, in many cooperative
processes there is a need to make decisions, understand different
perspectives, or to evaluate.
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Getting good results from an evaluation is less about the technique, and
more about the questions you ask. Think not only about the content here,
but about the learning goals of the day: the tasks, the group collaboration,
meeting the goal and other aspects. For more information about evaluation
visit www.competendo.net

Using dots for evaluating and prioritizing

Example: Cooperative evaluation
topicA  topicB  topicC

+

An example of cooperative evaluation in a training. Each participant marks
his or her fish. Near the surface of the water means +, and at the floor of the
Experienced-oriented evaluation:

seéa means-.
e Crec S

Participants place balls in different bowls depending on the individual answer.

Singing evaluation
Write a song, a rap, or a poem about a project activity or the entire project.
Participants should refer to important parts of the activity.
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O Task: Identity River
o N. Paddison, SALTO Cultural Diversity

o
y

At certain moments in life, the metaphor of a river can help people to
reflect on their experience. This method stimulates participants to use
creativity when looking at their identity in terms of their choices and
commitments.

Steps

Each participant receives a picture of a river drawn on a large piece of
paper. The beginning and the end of the river should be marked on the
paper. Papers of different colors, scissors, glue, pencils, and markers
should be made available.

Working individually, particpants then represent their choices and
commitments during a certain period of life and/or in relation to a
certain dimension of their identity. For example, how/why they changed
jobs, how their relationship to their family has changed, at what point
they took on a new role in society...

Participants should place the results of their efforts onto whichever part
of the river they consider appropriate.

Reflection

What were the crucial points?

Where was the water calm?

Where were you travelling with the current?

When did you have to go against the current?

Where was the water moving quickly?

Where and what did you learn (about yourself and your identity)?

N N R 2

Experience

This activity is also useful for talking about things besides identity. For
example one could evaluate an individual's learning journey. One could
also address the diverse experiences of past group activity.

Given an adequate level of mutual trust in the group, this sharing can be
extremely rewarding.

Reference: SALTO-YOUTH Cultural Diversity Centre 2



Creative facilitation | 73

Q Task: The boring box
: O Marta Gawinek-Dagargulia, Teresa Griinhage

One tactic to instigate creativity is to shift our perspective 180 degrees.
Think of what might lead to a disappointing, boring, or fruitless outcome
in a learning process. The following task makes use of this kind of
reframing with the goal of revealing the interesting aspects of boring
issues.

Goals

> Participants assess the relevance of a seminar topic for themselves

> They come up with obstacles that prevent them from learning about it

> They are asked to consider what positive/interesting aspects may exist
within a boring topic

> They come up with a solution to bring these interesting aspects more
into the forefront

Steps

1. Acting anonymously, everyone puts one or two of the most boring
topics they can conceive of in an “absolutely boring box”.

2. Facilitators open it, group cards, then present the results.
3. Fromthe list, particpants vote for1 to 3 of the most boring topics.

4. They are then assigned the following task: break up into in small
groups (around three participants) and discuss answers to the
following questions:

What are the most interesting aspects of this otherwise boring topic?
What are the most relevant aspects in terms of our learning needs?
What about the style of learning? What would fit best your needs?
What are some concrete ideas on how one—ora group—could
facilitate this learning in a way that it is fascinating, rather than boring?

v vy

5. Groups present their findings in the plenum. Other groups should
feel free to add interesting and important aspects to what each group
presents.

Experience

During one training, participants identified a planned session about
financial management and an obligatory presentation on the donors and
other institutional supporters of the learning event as “boring” and then
transformed them into theater play and a funny comic. The task brought
up many surprising ideas.



@ Join the dots that others don't see

Andy Penaluna, International Institute for Creative Entrepreneurship,
University of Wales Trinity Saint David

“Itis no surprise that artists don't use pens, which are fixed and permanent
and locked on theirideas. It's no surprise they use pencils and constantly
shade, remap or rub out less precious elements.

They have many ideas, and many ideas is a key to this. Seeing the dots that
others don't see. Bringing out dots and more dots into a (open ended) funnel.

When you see a black screen you might assume that something is broken.
Creative people, on the other hand, might say that's dark, that's moody. They
see the black and instead see a variety of connotations that you have maybe
never thought about.

How do we reward imagination? We can ask students to have lots of ideas.
We can ask them to explain how they came up with those ideas. We can also
ask what would you do in the future? How would you develop these things,
connect them and explain them? It's a bit like being an entrepreneur giving a
pitch. During the pitch the thing does not yet exist, but there's a damn good
argument. There are many ways that we can reward our students.

Education and creative thinking: Time to think again? |
TEDx talk with Andy Penaluna: https://youtu.be/oGannilwc-o ‘

1. Source: Border Wall: Last Week Tonight with John Oliver (HBO)

Additional source: Comedy, tragedy, and religion, John Morreal, State University of New York, Albany

Alison Reynolds, David Lewis: "Teams Solve Problems Faster When They're More Cognitively Diverse"

in: Harvard Business Review, March 2017

4. Susan Cain: Quiet: The Power of Introverts in a World That Can't Stop Talking www.ted.com/talks/

susan_cain_the_power_of introverts Susan Cain: Quiet: The Power of Introverts in a World That Can't

Stop Talking, New York 2012

Nils-Eyk Zimmermann: Mentoring Handbook — Providing Systemic Support for Mentees and their

Projects—A Handbook for Facilitators; Berlin 2012; p. 36ff

6. Often inspired by the creative psychotherapist Steve de Shazer and his colleague Insoo Kim Berg.

Solution-Focused Brief Therapy Association; www.sfbta.org and

http://sfbta.org/BFTC/Steve_de_Shazer_Insoo_Kim_Burg.html

Arist.v. Schlippe, Jochen Schweizer: Systemische Interventionen; 2nd edition; Gottingen 2010; p. 7

Sabine Prohaska: Coaching in der Praxis, Paderborn, 2013

9. Heike Fahrun, Nils-Eyk Zimmermann, Eliza Skowron: Initiative Cookbook - Homemade Civic
Engagement-An Introduction into Project Management, Berlin 2015

10. Sarah L. Kaufman, Dani Player, Jayne Orenstein, May-Ying Lam, Elizabeth Hart and Shelly Tan: This is
your brain on art; Washington Post online: www.washingtonpost.com/graphics/2017/lifestyle/your-
brain-on-art/; Published Sept. 18,2017

11.1lona Olehlova, Inese Priedite: Creative Writing Cookbook; Estonian UNESCO Youth Association,
Piepildito Sapnu Istaba, Cooperativa Braccianti. Published under a Creative Commons BY-NC-SA
License; www.creativelearningcookbook.tumblr.com

12. Understanding Youth- Exploring Identity and its Role in International Youth Work; Nik Paddison for
SALTO-YOUTH Cultural Diversity Resource Centre; www.salto-youth.net/diversity; S.32
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Chapter 6

SOCIALIMPACTASA
LEARNING SPACE

-’

Facilitating social processes within a community means stepping outside
the seminar room and into the world, where knowledge can be tested
and applied.

Creativity is a powerful way to engage community members in dialogue

or activities that can transform their environment. Activities or interventions

might help people:

> To build new connections

> Toincrease their understanding of the structures and relations that
connectcitizens

» To come up with solutions for the common space or common needs

> To motivate co-creation.

GROUP CREATIVE ENCACEMENT PUBLIC

Creativity and participation are very much interlinked. In order for a group

to exercise creativity collectively, each member needs to be included and
involved. The reverse is also true: in order to ensure everyone's participation,
everyone must feel and see that their visions, ideas, experiences, and
competencies are valued. They need to feel actively involved in the process of
co-creation—that they are creating something with the community for the
community.

Throughout Europe, it is increasingly common to see community-based

civil initiatives that focus on solving social, cultural and political needs and
problems, reflecting on value and rules, and fostering dialogue. In this process,
creativity is a necessary raw material, motivating individuals to participate,
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convince others, and to seek new solutions in a collaborative manner. As
creativity in social groups thrives when respect for social diversity and
differences is valued, creative participation and co-creation sets the stage
for pluralisticand democratic societies.

Facilitation at the community level has the main task of shaping spaces in
which social diversity can be expressed, socio-political and cultural topics can
be discussed and negotiated, people feel comfortable opening up to neighbors
and other citizens, and where people can use their common creativity.

As a result, facilitation within a community might differ from facilitation

in schools or seminar rooms. It rarely takes place within a protected
environment. Flexibility and methodological adaptability to local contexts, or the
needs of people we might not know personally are essential.

The community activities that we highlight in this chapter share the goal
of identifying solutions that are beneficial to the local community or wider
society. At the broadest level they seek to achieve a form of social impact,
aresult and effect at the social level. More concretely, this impact is often
realized in a concrete product (the output), or concrete effects on target
groups (called then outcome).' This impact may take different forms.

Sometimes itis a social process, sometimes it is the result of a common
achievement or a new product/service. Tasks like “Social impact with 50
EUR” or “Newspaper Theatre” help people to translate their motivation and
passion for social change into practical terms.

When planning or designing such initiatives, it is important to base them
on real problems and needs, as determined through the direct involvement
of community members and research into their attitudes, environment,
and conditions. Methods that make use of our ability to change our
perspectives, and demonstrate empathy and curiosity towards differences
are an important ingredient in community work. In this chapter we
highlight methods that can stimulate engagement with and within a given
community through art, empathy, listening, and inspiring acts of sharing—
whether they are stories, experiences, or visions for the common good.

More on social impact:

PHINEO's Social Impact Navigator: The practical guide for
organizations targeting better results
www.phineo.org/themen/social-impact-navigator ‘
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Task: Social impact with 50 Euro

% (& 2-3hours =88 moderation material &g} 10-50
a Nils-Eyk Zimmermann, Competendo

This game anticipates an argument that is often heard when people
explain why they are not engaged in volunteer activities. "Getting
involved doesn't matter”, they say, "only elite people and experts” have
the power to change anything. The goal is to lead participants to the
realization that money is not the primary key to success. If itis about
impact, what impact can you have with limited resources?

Goal

> Participants identify diverse options.

> Awide variety of resources, especially non-financial,are taken into
consideration for civic involvement and activity.

> Participants reflect on diverse ways they might have social impact.

> Theyevaluate and assess ideas.

Steps

The trainer takes a symbolicamount of money as an example—50 EUR
forinstance (you can also use a smaller amount in your currency if you
wish) —and asks for ideas about what one can do with the set amount
of money. Participants brainstorm possible project ideas and develop
a concept consisting of goals, methods, and resources. The trainer
emphasizes monetary and non-monetary sources for fundraising,
encouraging participants to become independent project designers.

1. Explanation of the task
Make a suggestion of what you can change with 50 € in a day/in two
hours/in two days in your environment/on a specificissue/in your
university/... Announce that the winners will receive a prize.

2. Ideas
Participants divide into teams and plan their concepts.

3. Selection
Afterward, all ideas will be presented and all the participants will vote
for the best two or three concepts. To the winners' surprise they will
actually receive the sum of 50 € to implement the selected project ideas.

Reflection:

> How was the process?
»> How would you describe your strategy and the theory of change that
you came up with?
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What influence does the 50 EUR have on the impact?

What can you do with limited financial resources?

What would motivate you and others to participate in this activity?
If you were to receive ten times more money, how would your theory
of change shift?

L2 I

Experience

This method illustrates on a small scale what happens on a larger scale in
successful initiatives. Beginning with personal individual motivations—
drawing from all kinds of support—then implementing a concrete small
initiative. The initiative's success does not depend on the initial 50€. A
smalleramountin another currency might be even more symbolic to
your particular participants.

Q Task: Newspaper theater
0 (G 2hours @B seminar room, 2-3 small rooms,
& 20 newspaper articles, texts

The Newspaper theater is a technique of the Theater of the Oppressed as
conceived of by Augusto Boal. The source of the theatre are newspaper
articles and headlines, but also books or speeches. It prompts reflection
on socially relevant issues by acting them out. With the help of such
sources participants create a short scene.

Steps
1. Participants choose the news topic they want to work on. [15 min]

2.Working in small groups, participants practice different reading
methods and familiarize themselves with the different techniques of
newspaper theatre:

Simple reading
The news is read without any further comments.

Completing

The news is read and an extra sentence is added to one part. For example:
The news: “According to TIME magazine, Germany's chancellor is the
most powerful woman in the world”. Here participants might add:
"Exceptin her party".

Connecting
Participants read the news from various articles. They contradict each
other and disagree on the topic.
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“Thanks to innovation, cars are becoming more and more environmentally
friendly”

“Pollution caused by cars poses more and more of a threat to public
health”

Rhythmical reading

By reading a text in a rhythmical way, different associations are created.
For example: Read a political speech with the rhythm of a march, a tango
orawaltz.

Adding
Similarly to the"added" reading, the advertisements of companies,
organizations or politicians are added to the article content.

Mimed reading

By creating a big gap between content (text) and presentation, the news
article is caricatured. For example: A speech on the serious situation the
country is facing is given by an actor who sits at a table with a lot of food
onit.

Improvisation
A sceneis acted.

History
The news is related to events from the past. The idea is to learn from
history.

(Re)definition

The vocabulary of news and headlines often hides information and
reduces their meaning. In example, euphemisms like “welcome centres”
for refugee camps. Or the way in which “climate change” does not convey
the concrete threats by itself. The play tries to include their (re)definition
and to make the information behind the terms visible again.

Empathy

The news is complemented by other information that is related but
which is often not printed, such as impressions or emotions. For example:
Participants announce the news of a state funeral with a detailed
description of the guests' mourning.

Contextualizing

Some bogus reports only talk about specific details as headlines and do
not mention facts. By acting the scene after having read out the news, this
information is then given to the audience.

3.Participants choose an approach then develop a scene and performitin
the group setting. [45 min]
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Reflection

After the performance follows a common group reflection. [30 min]

> Whatwas the basic information underlying the scene? Why did you
choose that?

> Howdid the theatre change your perspective on the topic?

> Whatwas the feedback and emotions you received from the
audience?

> Which importantaspects in the topic are worth revisiting?

Source: After Augusto Boal Theater der Unterdriickten. Ubungen und Spiele fiir Schauspieler und
Nicht-Schauspieler; Frankfurt;, 1989

o Case study: Baba Residence

G Yoana Stoyanova, ldeas Factory

At the heart of our daily work at Ideas Factory is a belief that creative thinking
and sharing empathetic experiences with a given community is the only

path to social impact that retains its human aspect. Here, art is one tool

used not only for its own sake, but also for its social impact. We prepare the
soil for solutions by bringing together center and periphery challenging the
assumption that innovation takes place mainly in the centres. In focusing on
the quality of human relations, we try to create a social glue that connects
different disciplines, generations, cultures, cities, peripheries, areas, spaces,
people, and ideas. We work with a wide palette of approaches and a variety of
creative and design thinking.

Baba Residence, one of our activities, illustrates this approach." Baba" means "
grandma”in Bulgarian. It shows in practice one way in which intergenerational
creativity and creativity between rural and urban people and culture might be
supported.

How Baba Residence works

Young people from urban centers spend a month living in the households

of elderly people in depopulated Bulgarian villages. Throughout the month,
they share, learn about local customs, explore rituals, resources, and discover
the current or potential possibilities and challenges that locals face.

Ideas Factory works with different Bulgarian villages. After a selection
process, participants go through a training to prepare them for the
differences between rural and urban culture. They learn how to develop
empathy rather offer ready-made solutions, and also how to work together
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with the local community in a participatory manner by using design
thinking and anthropological approaches.

During their residency, participants organize activities that are useful to
the local populations, some of which the villagers had not thought were
possible. Participants also study the community and the resources that
these villages possess in terms of their cultural heritage.

After their month in the villages, participants develop a social space that
will address the needs they identified in the villages by identifying new
resources and competent actors.

Creating impact together

The firstand most important impact of the project is that the elderly people
feel visible and heard. Some of the examples of the social-entrepreneurship
initiatives carried out in collaboration with local residents include:

Recording 43 folklore songs that were close to extinction, as the elderly
women in the village were the last ones to sing them. All the proceeds from
the CD is returned to village residents so they can travel to festivals and
demonstrate their cultural heritage;

After many hours of cleaning and restoration, a bakery was reopened after
being closed for 15 years at the encouragement of participants. It was the
first time in 15 years residents were able to enjoy local bread, something
that has a lot of cultural value —something much more meaningful than
bread itself;

The social enterprise “Chergodeiki” offers weaved rugs with modern design,
combining the creativity of one participant Elena Stoycheva with that of
elderly ladies from one village in the Rhodope mountains. This provides the
women additional income.

The community

The simple act of connecting urban youth and rural elderly populations
provides an important opportunity for exchange, whether that means
sharing practices or knowledge, stories, or forging a shared cultural identity
together. This collaboration makes it possible to link different known
elements in a new way — precisely what lies at the heart of creativity.

What is needed for this process is an environment of trust: a system that
gives free reign to innovation that encompasses different institutions and
sectors, individuals and companies. We need a new mindset that will allow
us to use creative thinking as a method for creating meaningful social
impact for a given community.



®; Case study: Exploring with empathy
Annett Loser, Ruchi Junnarkar & Sabine Fekete,
Design for Change Germany
Empathy is fundamental to sparking creativity and triggering imagination
that falls "outside the box". One exercise we use to foster empathy is to
construct an imaginary persona. Participants are shown a few photographs
from a person's daily life then asked to create a description of a typical

person and his or her needs, values, wishes or interests based on these
visual snippets.

The method allows people to respond to open-ended practices in different,
sometimes unpredictable ways. There are challenges, however. For example,
participants often get caught up in “being right and true” in their observations.
Constructing a persona, then, tends to become a purely analytical exercise in
collecting facts about a person's life without really entertaining empathetic
thoughts.

Engaging creatively however—with all the possibilities of the photos—allows
us to gain new insights that transcend cognitive facts. A facilitator might
guide or push forward the discussion by highlighting less analytical points of
view from group members.

By asking participants to look deeper into what the persona’s needs are, we
encourage participants to look beyond visible facts to emotional or other
less visible aspects. Obviously there are no right or wrong answers. In fact,
acknowledging this is one of the biggest opportunities within the creative
thinking process.

Task: Designing a persona

O:O Nils-Eyk Zimmermann, Competendo

A persona may represent a typical person affected by an initiative, or the
initiative's target audience or group. Imagine a concrete person, with a
name, habits, and clothing. Try to understand them as deeply as possible.
Try to think like them, take a "walk in their shoes". Developing these
personas are the first step in helping real people and reflecting critically
on our assumptions.

Goal

> Participants gain a knowledge of the target groups, audiences, and
community members involved in an activity.
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> Participants gain analytical skills.
> Participants improve their empathy.
Steps

1. Todevelop the persona, give a short raw description by answering the
following questions about the imagined person:

> Name > Opinions and wishes regarding the impact of
> Age, gender your activity

> Marital status > Beliefsand values

> Occupation > Whatdoes he/she listen to or like to look at,
> Hobbies e.g.in the media?

2. Motivations, goals and needs

In the next step, gather information about the following aspects:

> Whatwould the motivations, goals, and needs of actual people be?
> Whatare their challenges?

> Whatemotions and passions are involved?

A group might make use of a roleplaying activity. One or two learners step
into the role of a persona and are interviewed by a colleague. A fourth
group member might document the key points that come up during the
interview.

Another option is to draw the persona individually, and then present
the different types of personas to each other. Discuss and collect the key
features (e.g. on a flipchart, separating motivations, goals, and needs).

3. Personal touch

Draw a common persona then explain itin short sentences. Include

an image, name, and quote that expresses the needs and goals of the
persona. If the task is conducted in a larger group, facilitators can add an
additional step of identifying the most common aspects shared between
the personas of the various groups groups in a plenary setting.

4. Explore feedback

Chat, talk, or write to people that share characteristics with your persona.

> Whatare their goals and needs?

> Whatare possible motivations for their being involved in or
supporting your activity, or using your product?

> Which social characteristics in the persona did you not see before?

> Whatkind of new knowledge about local conditions needs to be
included?

5. Adjust
Alter the persona based on feedback.
Inspired by: www.opendesignkitorg/methods/personas



®; Case study: We are all made of stories

Handan Saatcioglu Gurses, Pinar Ozutemiz, Senem Donatan,
Tolga Bektas, KOMSU KAPISI, Istanbul

Sharing stories from our experiences represents an important way for people
to learn from and about each other, have fun together, and overcome social
division.

The community center KOMSU KAPISI seeks to bring people together and
break the ice of isolation within a peaceful setting. Located at the very center
of Istanbul, the centre finds itself in the middle of many environmental,
social, and political problems that affect the whole country. During our
storytelling nights we encourage community members to tell stories about
specificissues on a stage open to all kinds of audiences.

It's not easy to call people to the stage just like that and ask them to tell

a story and overcome their shyness. Even when they do get on stage, the
real stories are sometimes hard to coax out. By focusing on the potential of
working with small communities, we have learned a few tricks to unlock
raw stories:

We encourage volunteer tellers to share their stories while also working with
a storyteller/facilitator to enhance their performance.

During storytelling night we have two facilitators, one from the community
and the other with a storytelling background. This pair helps to people to
warm up and encourages them to tell their story in a cozy and unstructured
improvisational atmosphere.

Finding icebreaking keywords that people like to talk about can also
stimulate the process. When it comes to childhood for example, almost
everybody has a nostalgic memory to share.

You can never really know what will happen. Sometimes stories trigger other
stories and it continues beautifully. It might be the reverse. This is the risk of
an open, participatory process.

The magicin such urban storytelling nights lies in their potential to
reveal a shared soul within the community, the condition for community
transformation. Thisis a simple idea, but it can be applied in different
community contexts, or for talking about social relevant issues like peace
making, reconciliation, or community identity.
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®; Case study: Working as a city dramaturg
6 Adeshola Tunde Adefioye, KVS Brussels City Theatre

As a city dramaturg at the Brussels City Theatre KVS, one part of my work

is bringing the city to the theater and taking the theater into the city. A city
dramaturg is a term that was created by my colleague. As city dramaturg, |
am tasked with creating a mission for the theater, carrying it out, and, on the
other side of the spectrum, doing dramaturgy for actual theater pieces.

The project Slam Our World (SLOW) is the perfect embodiment and product
of my work. Through SLOW, we try to reconceptualize the world we live in
and re-envision how we occupy a space like the city of Brussels. We do so

by inviting an artist from outside of Belgium for a residency at the KVS for

3 weeks. Within these 3 weeks, the artist interacts and meets with different
cross-sections of the greater Brussels community: activists, academics, sex-
workers, community organizers, artists.

For example, our first visiting artist—the British Egyptian Sabrina Mahfouz
—focused on Muslim feminism. In the form of a blog, we collected the
opinions of different individuals from the community who gave their
reflections about Muslim feminism (www.whatismuslimfeminism.tumblr.
com). This created a discussion that in turn created a buzz, which eventually
filled our 200 seat theater two nightsin a row.

The artist Quinsy Gario from Holland took a different approach. Months
before his residency, he engaged artists and asked them to keep a diary

of the experiences they had, especially racist ones. During his three week
residency, he conducted two masterclasses, not in the theater, but at

Le Space, a tiny community center, where ten community members shared
their experiences with race, class, and post-colonial realities in Brussels.
These texts were used in the final script of SLOW #02. One might consider
this a sort of crowd-sourcing for writing, something which created a
powerful text that included the voices of the community and a variety of
languages, including French, Spanish, English, and Dutch.

The craft of a city dramaturg is to create a unique theater experience while
exploring the community and its vast resources. This is done with the aim
of moving towards a theater culture that is more inclusive and considers the
participation of different cross-sections of society.



®; Case study: Design for Change Spain

6 Chiara Giorgetti, Montserrat School, Barcelona

The Design for Change (www.dfcspain.com) project aims to give children the
opportunity to change the world through their ideas. The method's creative
potential lies in the target group (children 8—15): the method helps them to
feel empowered by implementing their ideas for the urban development

of Barcelona. These are small project ideas and the process accompanies

the young participants through several steps. By successfully finishing the
process with a concrete project idea, the method allows them to understand
that“l can actually change the environment and my idea matters.”

The 5 steps of Design for Change are:

> Feel
Empathizing with the environment, simple methods such as seeing,
thinking, asking, circling of points of view, comparing and contrasting
help children to identify what concerns them, while at the same time
posing a challenge.

> Imagine
Imagining solutions and coming up with ideas without criticizing and
assessing them.

> Do
Carrying out the idea.

> Evaluate
Reflecting upon the process (What have | learned? How did | learn?
What are the three ideas that | will remember? How did | feel during
different stages in the process?)

> Share
Sharing the project in order to show it was possible, as well as to awaken
in other children a desire to change the world.

1. A Rickert (Ed.), B. Kurz, D. Kubek: Social Impact Navigator: The practical guide for organizations
targeting better results; second revised edition, Berlin, PHINEO gAG, 2016; p.5
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When ideas and practices become examples or inspiration for others,
creativity can lead to social innovation. Creativity is a necessary ingredient
forinnovation, not only because it helps to generate ideas, but also because
it can involve citizens in a dialogue about their needs and the significance
of innovative solutions. When civic competence is the aim of competency
centered education and empowerment is the main methodology, any
solution accepted as an innovation can and should be a social innovation.
The term "social" implies an impact on individuals, opening them up to
opportunities to co-create, get involved and decide, while also keeping the
structures of society in line with the values of participatory democracy. In
contrast, many solutions within business or technology that claim to be
innovative in fact solve a particular problem for a particular group of people,
while the greater social impact often goes unexamined.

In order to facilitate such social innovation, something greater than
individual or group creativity is required. As such, we make use of “cross-
sectoral competence”, or the ability to come to a cross-sectoral understanding
and partake in cooperation across different parts of social systems. Creativity
and innovation are closely interlinked. While creativity is a condition for
innovation, innovation helps guide creative thinking towards practical ideas.

From the individual to society — how creativity
connects us all
Zlatko Teoharov™

In the past theologists held that creativity belongs to the Creator alone. The
17th c. began to attribute it to the works of a genius. Today it is a blanket term
that can describe products, processes, people, and situations.” These different
ways of looking at creativity highlight its different aspects.

D. Winnicott defines creativity as ‘the doing that arises out of being’, the
capacity to create the world and feel at home in it, our search for words and
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symbols that reflect our inner feelings and experiences. Unlike intelligence,
with its focus on a working solution, creativity seeks to find as many
solutions as possible.

When we use our creativity, we play in order to find our way back to our
connection with the world. Experiencing a safe and nurturing environment
in a situation of need and/or moderate anxiety are vital to developing
creative capacity on a personal, group or societal level. It is about being
hungry, curious and ready to create solutions.

Once discovered, this creative input may expand, including not just play
and fantasy, but the other aspects of culture as well: its social structures,
approaches, artistry, modalities etc. Doing things becomes meaningful only
if we learn how to use this activity in order to relate to others, and ourselves.

If there is no space for creativity individuals may develop ‘false self’
patterns,? behaviors that only rehearse the expectations of others and
requirements of society. This makes them feel unauthentic, turned into
something they are not. In a group context, the end result is alienated
communities and societies. Identification with this kind of alienation leads
to further loss of individuality and spontaneity, deficient autonomy and
self-identity, and a severing of links between the psychic and the social.
Understandably, as work practices and learning that were degrading to
people peaked in Europe, a series of social experiments in the 1970s veered
in the opposite direction. Most of them proved that creativity can be both
personal and social, as well as a powerful economic resource.

Group and community life foster creativity: interactions are a point of
departure for co-creativity and co-development. In these situations people
share knowledge and skills, use reflection to relate to each other, and set
into motion the type of individual dynamics that have the power to drive
organizations and communities forward.

Creativity is not a luxury: it is a capacity for self-expression and self-
actualization and is common to individuals, groups and communities. Each
context need transformational leadership to strengthen progressive and
formative trends in their transition to adulthood and independence, part of
which is an ability to acknowledge the right to be different.

A society of individuals, achieving maximum individual freedom and
relatedness to others, is a truly good one.? Itis a task thatis in its essence
deeply creative and ethical, and as such requires a great deal of us.

* Zlatko Teoharov is a psychodrama-therapist, a group psychoanalyst and group
leader at IAC Bonn, Germany, a lecturer at New Bulgarian University in Sofia, and
at EFHD in Darmstadt, Germany and a Chair of the Board at Psychology of Groups
Institute.
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Creativity's intersection with cross-sectoral competence
Nils-Eyk Zimmermann

Innovation refers to the successful implementation of an idea, as well as
the means by which the idea may have a social impact beyond the direct
environment where the idea was first developed or tested.

For example, a method for planning education can become a trend. Just
think of Design Thinking over the past few years. Another example from the
field of civil engagement is the idea of positive measures regarding gender
representation, which has lead to women's quotas in economy and politics.
Originally tested and developed in grassroots groups, over time the idea
grew more and more mainstream. The very idea of deliberative democracy
began as an experiment of adding innovative practices with a participatory,
consultative, and discursive focus to exisiting political structures.

After a phase of incubation, an idea may also gain traction across system
borders. Such successes are called “innovations.” Often they are “new
combinations or hybrids of existing elements, rather than being wholly new in
themselves”and in their development they “cut across organisational, sectoral or
disciplinary boundaries.”*

To help a creative idea make its way through an entire society, the idea's
authors and supporters must be able to share it with others and to convince
them of its merit. Authors and others often use an internal language, following
an internal logic, which can be perceived as a kind of foreign language. Cross-
sectoral competence can help us learn these languages. One example might be

the competence a social worker needs to interest a banker in her ideas, or the
talent a student needs to motivate a factory worker to support their issue—ora
facilitator to explain his or her impact to politicians.

Aspects of cross-sectoral com petence

> Knowledge about systems languages and habits

> Linguistic creativity: an ability to describe new things or to describe
things in a new way

> Knowledge of the different functions and operations at play within
other parts of the system

> Anopenness toward the demands and needs of other actors and an
ability to negotiate

> Theability to situate one's own action within the bigger picture and to
organize oneself according to structural, or systematic logic

> Anability to deal with ambiguity and unexpected situations

> Reflecting on and and shaping power relations

> Ensuring fairness and trustworthiness ‘
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Itis obvious that social innovation processes take time, and that during this
time the original ideas will transform. They change their original character
and, at the same time, society. Itis a transition rather than a revolution. This
is why we can call them transition experiments: ‘A transition experiment is an
innovation project with a societal challenge as a starting point for learning aimed

at contributing to a transition”.> Transition experiments go hand-in-hand with
interactions across groups and sectors. As such, creative people intending to
have a social impact need to be able to share their ideas, collaborate, and co-
create a community of people seeking change.

While creativity is often a required competency, it is not necessarily the
decisive one. Without creativity however, innovation projects might become
fruitless. Organizations and individual networks are essential spaces where
people are allowed and willing to relate to each other, where new creativity
can emerge, where participation guarantees that creative impulses are
appreciated, and where a participatory organizational culture leads to people
feeling empowered and motivated to cooperate with each other and pursue
theirideas.

Facilitation can support this effort by shaping spaces for such cross-sectoral
dialogue. It can foster cross-sectoral competencies and help individuals to
increase their capacity to speak and listen by making use of the language of
other groups, and shape inclusive, co-created transition processes. It can also
embed the individual activities of citizens in other social interactions, groups,
or movements.

o Interview: Creativity is a core ingredient for
6 cross-sectoral collaboration
Interview with Marjolein Cremer *
“Democracy is a creative act, engaging people in a conversation

‘ ‘ beyond the ballot box. Democracy needs imagination.”
’ ’ Peter Vermeersch (University of Leuven)

How do you understand the role of creativity in civil-public partnerships?

To me, creativity is the key factor in fueling transforming processes and
strengthening problem solving capacities. | am convinced we need to
approach issues differently if we truly want to make a difference. One such
alternative institutional model of cooperation is civil-public partnerships,
a collaborative form of government whereby public administration and
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citizens co-shape, co-design, and co-govern. At the same time we see that
cultural organizations function as places where creativity and new visions of
democracy emerge.

Take the example of POGON —the Zagreb center for independent culture
and youth —the first public cultural institution in Croatia based on a
civil-public governance model, and one which marked a a turning point
ininstitutional design. Urban challenges can no longer be designed
from a top-down oriented perspective. Culture and creativity are part of
the solutions: providing out-of-the box solutions, engaging people and
challenging stereotypes.

What do you believe enables communities to exercise creativity?

Building trust between stakeholders is essential. Specifically, local
governments need to trust their citizens and communities. And they can:

by acting as an enabler rather than steering or controlling processes. The
role of an enabler means giving the power to communities to experiment,
create community ownership, and invest in a collaborative process over the
long run, thus making it truly sustainable. There is a need for an open and
creative process that allows space for experimentation and sharing solutions
and information. We experienced this in the Innovative City Development
meeting that brought together a small group of city-makers from across
Europe at the Idea Camp in Madrid March 2017.

Openness, the opportunity to explore, but at the same time giving confidence,
trust and autonomy to people are all factors that enable communities to
exercise creativity.

How are the Commons and creativity intertwined? Why is one important
to the other?

The commons refer to shared resources and social practices that are
maintained by communities in a sustainable way. "Commoning"is a
collective venture of co-development and co-government—challenging the
duopoly of the state and the market—where people collectively manage and
take stewardship over resources.

Can creativity help build connections between different stakeholders
and interests within a democratic society?

Creativity is a basicingredient to bring different people and interests
together. To rethink the traditional bottom-up and top-down logic between
public, market and civic organizations, we need practical experiments
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and creative thinking. In my work as an advocate | am constanty bringing
together divergent interests and stakeholders in order to strive for a
common cause. Working in a participatory way and at the same time
steering the process to reach certain goals is very challenging. But by
including different opinions and bringing different people together, you
reduce tensions, improve support and have a more sustainable impact. |
believe this is the way forward to create solutions for social innovation and a
better functioning democracy. This is why we at ECF consider arts, creativity,
and culture driving forces in democratic renewal.

To the ECF library: www.culturalfoundation.eu/library-overview

*Marjolein Cremer is a Senior Advocacy Officer at the European Cultural
Foundation (ECF), influencing EU, national and local policies, with diversity and
equality as key drivers of advocacy.

Creative Commons: Open Educational Resources

To enable self-empowerment, people need access

to education, and especially to resources which are Open

often artificially limited for commercial or political Educational
reasons. Open Educational Resources (OER) want to Resources

ensure this accessibility in a barrier free way forall. ————~gpr——H —__
Knowledge —a Creative Community Practice

Open Educational Resources (OER) build a bridge between knowledge and
citizens. They define knowledge as a common good and make it available to the
public for consumption. Moreover, they enable learners to deal with knowledge
in a creative way. For example, some open license models for open resources
encourage users to develop new materials or other intellectual works

(i. e. software or music) on the basis of existing knowledge. Educational
Commons adds to the learning cycle experience » reflection » incorporation of
the learnings, as well as access and sharing.

The key idea of the Commons is the productive practice of “‘commoning”:
“The wealth generating process of commoning lies not in producing things or in high
return rates. It's all about the creative process and the fair distribution of the wealth
reproduced in the commons.”’

Many active individuals want to share ideas and approaches through open
source. Thanks to OER they are able to publish their work without needing
to pass the often unfair access barriers that are common in publishing
houses. One can help good ideas to strengthen and develop, and introduce
innovative ideas or products into the public domain.
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Access Experiencing Reflecting

Sharing o )

1’4

Incorporating experience in
new concepts and abilities

Some see in the commons a chance for alternative models for the creation
of value. While gatekeepers limit our alternatives, the commons opens
opportunities for collective impact and value. Wikipedia is an example of
this, as well as musicians who question old business models and plan the
distribution of their work differently. Publishing has similar examples,
while members of sharing platforms compensate each other with social
relationships and use of their skills.

Strengthening the Social Nature of Humans

The ambivalence in Open Educational Resources should not be overlooked.
Users and producers of Commons have legitimate and non-legitimate interests,
they might act altruisticly, or they may be looking for a “free lunch.” Commons
recognizes these ambiguities, but these strengthen our social and community
predispositions: If you take, then please share. And when you share, this will
have a positive impact on you as well.

But one thing still needs consideration. A content producer must be aware
of the value of one's creations in order to decide deliberately to share them.
Only those who recognize their work's value for others decide on a voluntary
basis. Especially people who depend on their intellectual output for their
income should not be blamed for copyrighting or limiting access to their
works, especially when others could monetize these without sharing the
profits. Inaworld of copyrights and money, one has to find his or her path. In
many situations, commoning might provide a partial answer, but is not the
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only solution. In between commercialized and monopolized knowledge and
commoning practice there exists a space that must be filled in creative ways.

Commoning is based on concrete social needs, which leads us to conclude
that open educational materials support the development of innovation,
equality of opportunity, and social development. If in the future commoning
were to become part of the operating system of our society, then it would

be because civil society, state, and economy had shaped more incentives for
those engaging in commoning. For example, this might include different
criteria of appreciation of educational materials, more free educational
resources, content pluralism, and more sharing practices.

OER are a concrete step toward greater freedom in education for
independent learners seeking to develop their competencies..

- Our online toolbox Competendo is also published under
"Aﬁ an OER license if you'd like to use Competendo in a creative
'\’;‘ way and share your experience through the platform.

N,

> www.competendo.net

-

. Following the ideas of Karl-Heinz Brodbeck, creativity researcher
. Donald Winnicot, psychoanalyst
. AfterJacob L. Moreno, founder of psychodrama

A wWoN

. Geoff Mulgan, Simon Tucker, Rushanara Ali, Ben Sanders: Social-Innovation - What It Is, Why
It Matters and How It Can Be Accelerated; Skoll Centre for Social Entrepreneurship/The Young
Foundation; 2007; p. 5

5. S.vanden Bosch, J. Rotmans. Deepening, Broadening and Scaling Up: A Framework for Steering
Transition Experiments.. Knowledge Centre for Sustainable System Innovations and Transitions
(KCT), 2008. hdl handle.net/1765/15812. p.17

6. Report Co-Making the City from the Innovative City Development meeting:
www.culturalfoundation.eu/library/co-making-the-city-report-2017

7. Silke Helfrich: Commons als transformative Kraft jenseits von Markt und Staat in: Commons: fiir eine
neue Politik jenseits von Markt und Staat; Bielefeld 2012
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What is the golden thread of this book?

!NDIVIDUALCREAT/
»

GROUP CREATIV\TY

CIVIL ENGAGEMENT

CREATIVE ORGANIZATIONS

SOCIAL TRANSITION

You are the golden thread!









The Handbooks for Facilitators series seeks to assist teachers and
facilitators in strengthening individuals’ key competences by highlighting
best practices from education and learning. A central goal in this process is
empowering people with different social background to act as responsible
and active citizens. Within this process of empowerment, creativity is a
crucial competence. It helps people to become self-starters, to ideate and
to connect new ideas with existing experience. It is a key competence for
adapting proactively toward social change and to co-creating this change.

In this handbook, we introduce methods, ideas and case studies for
teachers, tutors, trainers, youth workers, group leaders, curators, or
volunteers in civicinitiatives in order to shape spaces for creativity.

%
N
X
L
-
O 0
b0

O

%
0%
0RKS
0%
0%
KS
20
%%

N

<
e
o
s
XX
258
"

039S
35
0oy
0‘0
&
%
0
o2
5
X
K2
% RS
COMGIIRHILRRL

KRS
S
&
>,

N
9
3
<

%
%
25
3%
255
KIS
R385
et
RS
o
2R
X0
fe%e%e!
25
oo
. QR
9% deSode!
N
%o,
Sa%00%,
o300,
KK
Steote!
ta%020%!
o20%0%0%
XS
B
KL
K
R

o2
R
2%
55
&
.
5
%
9%
3

2
XX
ba%!
%%,

-
N
<
b
Ve
%,
0%
%
53
25
55
2024
b0
255
258
%8
3L
0%
Lo%o%

N
9
5%
%5
55
0!
00

00

2

&
K5
XXX
XS
et
<
. 55
o,
fx
s
%
%
%
k<

O S
o4

0
R
2%
o
<5
O
X
o
S
o
o
%S
%5
%5

X

TOO0LS £p
XK
2
%
9000
R KKKL

%
2R
fogses
555
9a%6%%
e

%
5%
55
s
%!
5%
"%
X
o’
2033
3K
02!
bSK
%o
35
b9
>
K
o0
%5
%5
55
53
%5
%5

o
12008
%%
o
N
N
<
35
25
'0
e
o3
<
0%
o2
SSASS
%
o3
2%
.
Y4
o
KX
RS
KK
K5
50
Lot

O
S5
S
%0
0%,
25
o3
b0%es
b0%eS
20%S
25
25
00%!
2030
o202
N
0%
0%
K
0
20y
%
A
Padedet
25K
pte%
0%

éﬁ&

K2

oe%%
%
o

&
%5
2959598
RS
19583
%S
35

MitOst Editions 2017



