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PREFACE

Purpose of this textbook

Academic project designs and methods: From professional development to critical
and creative practices thefirst textbook of its kindo address an important element or shift
in fields such as education, arts, social sciences, and humanities. For maygeersity
professional and neprofessional programmes have been moving away from an exclusive
focus on traditional academic manusciipised graduate theses towards practical, creative,
and/or critically seHreflective, academic netnaditional northesis projects. Using the term
project throughout this book is important as it recognizes and legitimizes the difference yet
equal value of these alternative academic practices.

The benefits of academic projects to students are many. They can bearseful f
studentsod6 existing or future careers (e.g.,
leadership training curriculum); allow greater flexibility for highly imaginative andlased
skill sets or work (e.g., zines, community mapping, visual learneigmals, exhibitions or
installations); or provide textual and visual analysis which is responsive to contemporary or
working contexts (e.g., social media analysis, museum content explorations, policy analysis).
While academic projects employ differemustures to traditional or normative thegeand
therefore offer different uses and values to graduate stddérgy are equally legitimate and
important forms of scholarship.

As we shifted our Master of Education (MEd) programmes at the University of
Victoria to accommodate and reflect this academicsthesis project direction, we
discovered a lack of resources to support their development. The plethora of research
methods textbooks that exist can provide extensive guidelines for those writing more
tradtional theses, but they offer less utility to academic project designs and methods that fall
outside O6normatived6é |lines (i.e., using human
often confuse students working on academic projects. Students desigrangracism
workshop or an exhibition, for example, worry that they need to identify a traditional research
guestion and answer that question when in fact, as the two types of projects suggest, they are
neither asking nor answering a research quesiionilarly, students creating a guidebook
become concerned with their projectébés | ack o
often assume interviews to be the most d&égenu

The aim of this textbook is to legitimize ntimesis projects and give students
capacities and confidences to pursue thesetnamiitional academic forms of activities or
study. Projects are important scholarly endeavours that offer diverse and exciting
constructions and types of engagements beyonddh@emy in a range of sectors or
communities. Yet like traditional theses, projects are academically rigorous. They are
grounded theoretically or conceptually and draw on past or current seminal literature to make
their case or to show a need for furthesfpssional learning. They fill research gaps
whet her those gaps are in the | i toeamdantker e or
important contributions to established fields. We believe that the primary aims of projects are
as follows: that thee useful to the current or future lives or work of the student; that they
contribute to the community or workplace; and that they allow for a greater scope or depth of
artistry and creativity than is normally possible. This textbook seeks to guidetstirden
designing and executing projects of many types.



Who is the audience?

Academic project designs and methuaals benefit any graduate student who is
undertaking a major netiesis academic project. This book has been written for students in
the fieds of fine arts, social sciences and humanities. It has also been written for graduate
students studying in the fields of education and illustrates the breadth and scope of
educational work being done in institutions and society. Some of these studda{smyan
to work) as teachers or instructors in formal education settings such as schools, colleges, and
universities. Others work as adult educators, facilitators, or programme planners in non
formal and adult education settings such as museums, ougtoeation centres, community
and voluntary organisations, governmental andgarernmental agencies, and the military.

Who are the chapter authors?

Numerous chapters licademic project designs and methaase written by
professors whthemselves have undertaken rtoaditional and/or creative academic projects
in the past and were supportive in sharing their work and approaches with graduate students.
We thank these scholars for the time and care they put into their chapters.

We, the v u me é&ditorg; Darlene E. Clover, Kathy Sanford, and Willow Samara
Allen, are adult education or teacher education professors at the University of Victoria who
have supervised many of the academic projects shared in this textbook. We are academics
who study, design, or use a variety of creative and innovative approaches in our own
scholarly work, including guidebooks, zines, installations, virtual exhibitions, and critical
museum pedagogical interventions. We are interested in the power and potental fo
knowledge and change of ntnaditional methods and methodologies such as feminist
research, duethnography, photography, exhibitions, quilting and community mapping. Of
particular concern to us is the need for scholarship that is responsivegtd spcd s mo s t
pressing problems and systemic inequities including colonialism, racism, gender oppression,
and climate change. These concerns are reflected in our chapters as well as many others in
this textbook.

Other chapters were authored by graduateestisdvho designed extraordinary
projects themselves. To begin the writing process, all the authors were prompted to imagine
themselves at the start of their own #tbasis academic project. They were encouraged to
reflect on their methodological processlanethods:

*What they would have liked to have known before beginning thekthesis
projects?
* What steps would have been used to design or develop that project?

* Based on their experience, what advice did they feel would best assist future
gradua¢ students?

We are tremendously grateful to the knowledge and skills of all our contributors and the time
they took to make this textbook the grounded, socially and academically valuable resource it
is and the stunning array of projects that were undemtak

Structure of this textbook

Academic project designs and methbdgins with an introduction. Like existing
normative research methodstéxts | bei t speaking in thed |l angua:t
the Introduction outlines some of the essential aspéstsholarly northesis projects. The
Introduction outlines how to position oneself in the study while remaining grounded in
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theory; how to undertake a literature review; ethical considerations that may be required; how
to articulate the purpose, objectiyasd/or research question (where appropriate); the
difference between research questions and analytical questions; and how to describe the
significance and contributions of the project.

The remainder of the textbook is divided into four thematic sectomsed on
educational activity design methods (Section One);km$ed and creative methods and
designs projects (Section Two), study design and analytical methods (Section Three), and
resource design and development (Section Four). Practical guidamte @& how t o6 t i ps
paramount importance. How does one design an adult education workshop, a zine, a mapping
activity, a guidebook, an Indigenous approach, a graphic novella, or a digital portfolio? What
is critical and visual discourse analysis and/loan it be applied to texts, museums, or social
media? What are key elements of curriculum or programme design? Each chapter treats its
chosen topic succinctly and therefore, also provides additional references and resources for a
fuller understanding ahe design approach or method.

Section One focuses on formal and nonformal educational activity designs and
methods. Part One consists of six chapters that illustrate how to design different types of
workshops, educational programmes, curriculum, andregl learning designs. The four
chapters in Part Two outline design met hods
three chapters detail how to develop and utilize diverse community mapping methods.

The focus of Section Two is aitmsed and cegive methods and designs projects.
Part One includes two chapters on film and video construction. The five chapters in Part Two
teach students how to design exhibitions (physical;ym@and virtual) and largscale
installation projects. Part Three ands how to develop smaller creative projects including
zines, graphic novels, collages, and fictlmsed projects.

Section Three contains a variety of chapters on study designs and analytical methods.
The two chapters in Part One discuss the creatidivefse digital projects. Part Two has six
chapters, all of which showcase different types of analysis projects that can be used for policy
development and critique, popular culture, or museums. Part Three teaches students how to
design ethnographic studi¢hat do not require human ethics applications.

Section Four discusses resource design and develogPeenOne has two chapters
that outline how to create guidebooks and other teaching resources. The chapters in Part Two
outline how glossaries and dafions can work as full projects or as framing devices for
projects. The chapters in Part Three showcase how to design webpage, digital portfolio, and
survey projects.

Final thoughts before you begin

There are many reasons for individuals to pursue a graduate degree, and more reasons
still to pursue an academic projdxased, nofthesis degree. This type of degree appeals to
professionals, artists, and/or commuretygaged educators who want to deepeir
understanding of an aspect of their practice and its theoretical underpinnings and to provide
leadership in their own contexts as well as creating something that can be used in the future
to bring about change or a creative product that will enhtéretecareers. Nothesis
academic projects also allow students to focus on inquiry, development, and insights that
have been gained through experience and reflectiontiNsis academic projects are
critically reflective but also, highly actieorientatel, bridging theory and practice in a way
that prioritizes their usefulness for the immediate present and the future.

Like a traditional thesis, undertaking a major academic project can be challenging and
time consuming. This textbook is a guide, a supyp®resource for graduate students that
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offers ideas, instructions, and steps to create a meaningful scholarly yet practical projects
within the limited timeframe of a graduate degree. Enjoy the variety, the creativity, the
innovation, the criticality, ashmost of all, enjoy using this to create your own exciting and
fulfilling project.
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1. INTRODUCTION: THE WHY, WHAT AND HOW OF NONHUMAN
SUBJECT ACADEMIC PROJECTS

As academic researchers we are schooled in rigorous, scientifically informed practice.

From dentifying our ontological and epistemological assumptions, writing detailed

and focused research questions, selecting appropriate methods of data collection,

ensuring our research has ethical approval through to engaging robust methods of
analysisé& Mdhhé¢éesssaryeé. Yet, at the same tim
procedures have at times unintentionally stifled academic creativity and innovation.

Ward & Shortt, 2020, p. 1

This textbook Academigroject designs and methods: From professional
development to critical and creative practitee s ponds t o Ward and Short
6creativity and innovationdéd in a new era of
feminist, critical, antrracist, postmodern and Indigenous scholars. Thisgaring textbook
is intended for graduate students in Master programmes in education, fine arts, social
sciences (social work) and humanities who are beginning the process of creating a major
academic notthesis project which does not include human sibjdhese exciting and
valuable types of academic projects, as this textbook illustrates, range from zines to
guidebooks, community mapping plans to website and art installation development,
secondary document analysisatdmorexpl orati ons

This textbook is divided into four major sections:

Section One: Educational activity designs and methods
Section Two: Artsbased and creative methods and designs
Section Three: Study designs and analysis methods
Section Four: Resource design and development

Each section consists of a number of chapters that illustrate the breadth, scope, variety and
creativity of the projects available to graduate students, as well as detailed descriptions of the
methodologies omethods used. Links to full or other types of academic projects are often
included for further information and inspiration.

Most of the academic projects showcased in this textbook come from the work of
professors and graduate students in faculties afagtun or from students from other
faculties who have worked with advisors in faculties of education. However, the academic
projects are not limited to fields of education (i.e., schools, adult, community, higher
education), and the alternative designs methods outlined do not represent an exhaustive
list of what can be done. It is important, however, for graduate students using this textbook to
remember that each masterés programme wil | h
Therefore, you must consylour Graduate Advisor or your project supervisor to understand
and comply with those specific requirements.

As illustrated in each section of this textbook, major academic projects can be as
diverse as the graduate students who create, story and étagin. Yet no matter the type
of project or the academic discipline, developing a major academic project requires
conceptualizing: creating a roadmap to move the project from an interesting and valuable
idea (the proposal) to a scholarly compelling aridrotiseful final product (the project).
Conceptual i zing necessitates a clear articul
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applicable, research and analytical question(s). Crucially, your conceptualization must
identify the need to which th@roject responds or a gap; it must outline the purpose or aim of
the project (or a research question) clearly and succinctly; it must make clear the significance
of the project to yourself, your workplace, a community, colleagues, and/or a field of study
(e.g., holocaust studies, adult education, et cetera). In addition, you must be able to place
yourself appropriately in your project (using critical introspection and reflection), and ground
the project contextually, conceptually and/or theoretically. Most also select and engage

with the relevant literature in a thorough literature review, a process which forms the
foundational backdrop of every project. You must describe, in detail, the methodology,
methods or design approaches used. Adhering to fongaequirements and the proper use

of referencing are also critical to a projec
degree. This chapter introduces you to all these project elements which, once streamlined,
organized, and refined, willrepees1t your projectds proposal

It is also important to note the critical social aspects of many of the projects shared in
this textbook. Many embody a commitment to social justice and equitable change; to
challenging problematic relations of power, bthrbugh workshops aimed at unsettling
Settler privilege, community mapping projects that newly visualize overlooked experiences
of place, or critical analyses of social media texts and how language maintains oppression.
Most chapters are therefore grounded sense of social responsibility or justice, in the need
to take new knowledge gained at university to contribute to a better, more equitable, and
sustainable world. Numerous authors in this textbook emphasize the power of creativity,
imagination or tk arts and how these can make knowledge accessible and disruptive of
6common sensed assumptions about ourselves a

The introduction: Where to begin?

The introduction to any academic project is the first passage the reader will see. It is
therdore significant because it sets the stage and the tone of project making clear its purpose
and the directions in which it will travel. The introduction needs to be clearly written,
informative, and engaging. There are three primary ways to create a togim¢loduction.

Issue or gap

Many students begin their projécthe introductory part ahe chapter-- by stating
the problem, concern, issue, or gap in scholarship, practice and so forth that the project will
address. For example, you can begirhwitdiscussion of colonialism and its impact, provide
statistics of gender violence, or illustrate a lack of resources in a school or community setting.
Using this approach immediately establishes the utility of your project and situates it in
context (e.g a workplace, a particular situation) or time (e.g., the past, present, or future).
These parameters are often referred to as the focus and the scope of the project, meaning you
can use these as subheadings. As part of this process, you will locatdfyouedation to
the project (e.g., describe your professional context, background, and reasons for choosing
this project). Locating yourself is an important intellectual exercise although it is important to
note that some of that information may or nmay find its way into the final project and the
public eye as this will depend on comfort level and safety conégrosr own or your
wor kplace (e.g., a womandés shelter). Profess
always be relevant.

Questions to consider:
1) What is the issue? How does it affect people, your school, the community, etc.?
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2) Who has written about this issue? What sources do you need in addition to
academic materials (e.g., newspapers, blogs, professional magazines, ettheto set
stage and show the need, use value, challenge or gap?

3) What is your relationship to the need, challenge, issue, etc.? How does or has it
affected you and/or provided the impetus for this project?

Design approach

A second way graduate students begair introduction is to focus on the method or
design approach: e.g., the important role workshops play in creating new knowledge; the
power of exhibitions to show and (re)story the world; or new and creative interventions into
museums or the digital widr Using this approach generally means that the design or method
being used or developed is central to the aim of the academic project. Again, you should
intentionally locate yourself in relation to the method.

Questions to consider:
1) What is the desigapproach or method? What do they do and/or offer?

2) How are you connected to this method or design approach? How have you engaged
with this approach in the past? Or is it entirely new?

3) Why is this method or design approach effective, and for whpbpe?
Locating yourself: The power of O&éyourdé story
Experimental, reflexive ways of writing firte r sonét exts are now cc
Denzin, 2004, p. 1, cited in Finley, 2005, p. 683

A third introductory method is to tell your own story in relationhte topic of the
projectAs Harvey (2017) reminds us, AWe are all,
storieso (p. 1). Telling stories from oneods
often, others will be able to relate to the expeargebut even if not, it is normal to want to
hear and learn through stories. In additlwhen a story catches a reader, it is more likely that
the message, intent, and context and/or need for the academic project will be understood.
Every graduate studenbmes to their academic project with a story, whether we fully realize
it or not. Every student has an issue, concern, challenge, need, or a gap in knowledge or
practice they feel needs to be met. Personal narrative, alongside scholarly literaturegrand oth
sources, shows faculty members assessing the academic project why you have chosen to
pursue O0thisd project, and your experience,
produce a guidebook or an int&etive website; to design a critical musgintervention; to
analyze textbooks; to curate a virtual exhibition or agallle community installation. In
short, the best academic projects originate from your experiences in the real world, your
knowledge base, as well as your curiosities and imagination. Your yrégsigective shows
and tells the reader something they did not know or allows them to see something familiar in
a new way Stated another way, your story positions you as a knower and as an agent.

Questions for consideration:

1) Why is this project or is® important to you personally and professionally?

2) What stimulated you to undertake this project?

3) What are you hoping to achieve by creating this project? What needs are being
met for you? For others? For your workplace? For your practice?

4) How do your beliefs and valu®snd those of other scholars in your fi@ldlign

with your project?
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5) What aspects of your beliefs or assumptions might you neeeti@naine in
creating this project?

Your responses to thegeestions will help you craa research philosophy that
defines your worldviews and perspectives in terms of your research.
The issue of O6édknowledgebd

Central to all academic projects is the question or issue of knowledge. Your research
philosophy or how you frame your project, wabinsider three vital components: the nature of
being in the world (ontology), the nature of knowledge and truth (epistemology), and values
(axiology) (Pringle & Booysen, 2018). We discuss these three in turn.

Ontology

For Gor ml ey ( 20 (da)setof ivarldvievesIcangsying of socialy s
constructed beliefs by which people interact with each other and with their surrounding
environment. Operational perspectives based in ontological frameworks provide us with

thought structures through whichsoet y organi zes itselfo (p. 98
the nature of human beingsdéd existence as ind
nature of reality and of being, including the metaphysical relationships between mind and

matter,factad val ue, and substance and attribute.
the form and nature of reality, and therefor

(Guba & Lincoln 1994, p. 108). Most academics enter into their research with pemsegiti

reality that, to a greater or lesser degree, have been influenced by mainstream beliefs. These
mainstream beliefs are grounded in racial, gendered, and other social and cultural mores that
can be problematic. Antiacist and feminist scholars haveiqted out the racist and gendered

conclusions Athat have resulted from the app
structures were inappropriateo to diverse gr
Epistemology

Ontological queries lead ws epistemology, the study of knowledge and knowing.
Epistemology focuses on the nature of knowledge and truth, particularly on understanding the
nature, origin and I|Iimits of human knowl edge
knowl edgld®w iamndkmowl edge acquired?0 It explo
and how people come to know things. Epistemology also attempts to answer the question of
what would distinguish truth from error? Gro
differentially interpreted over the centuries, and diverse peoples have constructed various
definitions of what constitutes knowl edgeo (
knowl edge have particularly compl inbemst ed t he
traditionally held sway in the Western world, resulting in knowledge generally being framed
within a narrow |l enso (p. 97). 't is really
feminist, et cetera) have been permitted to either make a cdmmilou to challenge the
ingrained status quoo of knowledge and resou
introduced new theories to explain the world, including Indigeneity orginstturalism or
reformulated existing theories such as femiklatxism. Critical, feminist and Indigenous
scholars have challenged what Fricker (2007)Rwiclhaus (202) call epistemic injustice
and oppression by articulating the rich and plural ways there are of seeing and knowing.
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Axiology

Axiology is tied tothe dimension of human action and is therefore, affected by
interpersonal interaction. Like epistemology and ontology, axiology is relational because
Aipeople are at the heart of knowledge and
99). Axiologyis the study of worthwhile things as well as the analysis of worthwhileness. It
considers the nature of values and value judgments, examining the particular values that

vV a

shape peoplesd choices and perspectimges, and

differ from group to group and from individual to individuals. As with ontology and

epistemology, we must be aware that dAvalues

value judgementso (Gormley, 2005, hasbeenlir00) .
the interests of people with structural power and privilege to ascertain that certain things,
actions, and people have a much higher value than others.

Considerations of ontology, epistemology, and axiology must be central to the
construction ba project. Particular attention should be paid to the parties the project will
benefid and the parties it may challenge or disadvantage. Whether stated aloud or assumed,
ontology, epistemology, and axiology underpin decisions about every detail oéetphagm
its method and structure to its significance. Devoting intentional thought to these concepts
creates important awareness for the author of their own particular stance and choices. Figure
1 is an example of a strong introduction that weaves mghisal discussion into an account
of the authorodos personal and professional

A note on imagination

We have been alluding throughout this chapter to the imagination. This is a
Oknowl edged category that yeachmethdds textbeok.d o m

H

e X

fi

This is because Aimagining is often contrast
somet hing, you must i magine it instead. Know

(p. 1).However, this stereotypical thinking is iact, utterly misleading and far from useful
to knowledge and/or academic project creation. As Williamson argues,

Far from being the opposite of knowing, imagining has the basic function of
providing a means to knowled@e and not primarily to knowledge of the deep,
elusive sort that we may hope to gain from great works of fiction, but knowledge of
far more mundane, idespread matters of immediate practical relevance (p.1).

Put another way, despite popular beliefs, the imagination is not something that is opposed to
reality. It is entangled with experience. This textbook actively illustrates a variety of
imaginatve@ pr oac hes. Like Finely (2005) we val
devel oping skills of i1 maginati on, percepti
of artistic representationdé (p. 683JgurselfHavi
as an artist, some of the authors of creative projects in this text would not see themselves as
artists either. However, we are all creative and imaginative beings, thinking in metaphor, and
imagining worlds or practices that are different or new

Important products of the imagination include artworks or other creative materials and
practices. To produce these materials and practices is to pay a very different type of attention
to what is going on around you, to engage different ways of kncavidgeeding the world,
and to engage with the senses and emotions in ways that often prohibited or at least ignored

in standard methods approaches. Yet accordi

limited possibilities that the didactic mindppd uces o ( p . 8) . This 1is
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does not engage things in a cold, clearr way but always searches for the hidden

worlds that wait at the edge of things. The mind tends to see things in a singularly

simple, divided way: there is good and bad, ugly laealtiful. The imagination, in

contrast, extends a greater hospitality to whatever is awkward, paradoxical or
contradictory (O6Donohue 2004, p. 138 cit

Using artsbased processes, as many authors in this textbook do, can eserieeaf care

for what exists and could exist; an acute sense of the real which, however, never
becomes fixed; a readiness to find our surroundings strange and singular; a certain
relentlessness in ridding ourselves of our familiarities and lookingregsiutherwise;

a passion for seizing what is happening now and what is passing away (Foucault,
1996 [1980], cited in Foster, 2016, p. 8).

Our hope in including a section on the arts and creative project methods and approaches is
that graduate students widlalize their artistic selves and ideas by trying something which is
academically sound yet quite different and possibly even, outside your comfort zone. Our
most powerful learning often comes from keeping difficult company and taking cognitive
risks. Ex@r i ment, i nnovate, i magine, createée
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Studies by antoppression adult education scholars such as Mai&uo (2019) and
Ng (2016), alongside recent accounts in mainstream newspapers (e.g., Yao, 2021), show 4
troubling rise of acts of racism and viotentowards Indigenous peoples and people of colour
Canada. My experience as an adult educator who has worked for a number of years in the
of antioppression and social justice in both the university and the community mirrors these
findings. Of hte, my students of Asian heritage have begun to feel frightened and under as
As an educator, | have a responsibility to address the situation. The questions | identified f
myself included: How do | respond to these students in the immediate mdamiealso to
contribute to ongoing, broader pedagogical efforts for change? What types of pedagogical
opportunities can | create to tackle racism and oppression beyond the work | already do in
university classroom?

Scholars call on educators like ntedevelop pedagogical strategies and activities thaf
can unearth problematic assumptions abou
reflection, animate constructive dialogue, stimulate the imagination as a force of perspectiy
knowledge trasformation, and inspire new forms of action (or education) for change (e.g.,
Brigham et al, 2020).

My project responds to these calls and my own need to play a stronger role in currg
antiracist and antoppressive struggles. The purpose of my progttt design a thregay,
communitybased antracist workshop which includes a variety of critical dialogic, creative, a
artsbased practices. This workshop will encourage imaginative and critical thinking and be
value to me and to other practitiongrgrking in community organisations across greater Victg
and beyond who are interested in how adult education can encourage a new consciousnes
make a difference in peopleds | ives.

Questions:

What is the purpose of this project?

What is the issueraoncern to which the project is responding?

How does the student link her experience to that issue or concern?
What evidence does the student produce to show there is an issue?
What sources are used and why?

What do we | earn about the studentds be
Who is the project intended for? Who will from it benefit?

Why might this project be significant?

What and who is of value?

Whose knowledge will count?

What do we not yet know about the project?

How is the imagination included?

Figure 11. Example of an Introductory Section

The purpose

While the introducti on fdotceprsdemiteeeksta pr oj e
solve, the methods that will be used and the personal experiences that brought the issue or
need to t he athepurpoge étatemaritd etnad b loinsbes® Dhet der ec
project making it Athe most I mportant staten
87). The purpose statement orientates the re
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central intent. For this reason, it should never be lormplicated. If the statement is
unwieldy, you may not understand the purpose of your own project and/or you may be trying
to do too many things. The purpose statement works best as a single, concise statement which
can be clearly understood by any readieamples of strong purpose statements include:
The purpose of this project is to design a thiag antiracist workshop for teachers
in my school district.
My purpose is to conduct a critical discourse analysis of four history textbooks to
understand how they reinforce colonial views of society.
The aim of my project is to produce a zine as an accessible way to teach students
about different theories of leaship.
For this project, | will create a larggeale community installation that captures
visually peoplebdbs anxieties about the cur
My aim is to design an interactive website that can be used by literacy practitioners
anywhere in thevorld.

Most graduate academic projects require only a purpose statement. Design projects such as
workshops, resource development, curriculum, zines, or websites will not have a research
guestion. However, some projects may require a research questioardRegeestions are

most useful for academic projects that analyse or interrogate something, such as website

context, museum displays, secondary documents such as journal articles or textbooks, or
oneds own practice. Res e ahetopic hgsinetbeen adldiesseda r e a
in the literature. For example, a student may wish to examine variances in the use of the word
6allyshipbéb in a series of blogs, a topic tha
previous scholarship. A succincteear ch questi on would be: AHow
being taken up or understood in public disco
research question by analyzing ideas in a series of chosen (which would be demarcated)

public blogs sites.

Studentsan also combine a purpose statement and a question or questions. For

example:
The purpose of my project is to analyse a government policy document on early
childhood education and the arts. How does this policy understand and position the
artsinchidr@ s education? How does this policy
chil drenbés | earning and | ives?

Voice, objectivity, and bias

For decades, and it still happens, O&énor ma
tended towards the exclusion of the vai€e¢he writer, the researcher or the project designer.
The argument was/is that in order for a work to be schdatgt is, objectivé the writer
must refrain from incorporating their own experiences and voice. Yet as Hyland (2002,
p.1091)academinversi,t iflng i s not just about conveyi.
about the representation of self. 0 Mor eover
there i s no sauthhBy mepbsitioningtise paver @frpersonal storieg(,
Alasburg Wiessner, 2005; Archibald, 2004; Atleo, 2016) Indigenous and feminist scholars
have confronted and disrupted false premises of objectivity aniinenThe most readable

and engaging projects do not texe(exp, veterringloe aut h
0t he project designerd or O0the researcher o6 r
6oned or she, he they, or O6éwebd rather than
was oObserved6é wedd)e.r DRDihsatnamdi mg steechni ques |
aut hordés agency and therefore, we encourage
and direct their projectAs we noted earlier in this chapte
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projectinganignt i ty i nvested with individual author
60sel fé Adisplays both confidence [and] a con
2002, p.1091).

In addition, in more normative approaches to research, there is oftemitizption of
so-called objectivity, the belief that, in order for a project to be truly academic, it must be
6objectived. Yet objectivity is a difficuldt,
academic or any context. Because the worldiveein, study and aim to address in our
projects is not neutral or objective, the choice of academic project cannot be neutral and the
projects themselves cannot be neutral or fully objective. Personal experiences and
perspectives will always influencepeoject; the very act of choosing a particular issue or
even design (e.g., accessible website) illus
therefore, to name those biases. Some biases are called positive, such as using a different lens
(eg., feminism) on the world to illuminate something that has been overlooked or
mi sunderstood (e.g., womenod6s experiences) 1in
change in the lives of Indigenous women. If you choose to desiigresactive workshp,
you believe in the pedagogical merit of active engagement beyond formal schooling and the
voices of participants learning in a group setting.

Conversely, there are negative biases. One is that what we can see will always
represent fact or truth. Hereew dr aw attention to the power of
i s believingd. However, our observations oft
2017; Porter, 1991). What we think we see can in fact be entirely inaccurate because it is
filtered through our cultural backgrounds, beliefs, experiences and values. One such
inaccuracy is around knowledge and theory: that academic knowledge creation is always

rigorous, truthful and 6theoretical 6 whil st
research practices are inaccurate, partialstheoretical and therefore, mere opinion. There
are of course problems with opinion, which b

story, to what they/you have observed from their/you experiencesgbally and perhaps at
times more importantly, to the practice of critical seflectioni testing your own

assumptions against changes taking place in
knowing the world, and what you are reading and disagssiyour classes. What we are
taught matters in terms of how we see the wo

want to develop and why. Museums and art galleries, for example, teach us that only men
(and mostly European or American or Caaadithe Group of Seven) are great artists.
Therefore, a study of museums and art galleries would probably be framed through this lens
of male genius unless a feminist or decolonizing lens were applied. This again, raises the
issue of perspective bias. Ndiye bias inhibits our ability to perceive truths and experiences
beyond what we have been enculturated or taught to see and to know. This bias obscures gaps
in our knowledge, preventing us from recognizing the relevance of new or different
viewpoints fran our own. In terms of academic research, bias is most problematic in this
sense; when it prevents us from being able to recognize a reality that exists for others, or to
even be aware that an alternative reality exists at all. For example, if we aeblenly see

the world through a patriarchal lénshat is, through an implicitly male perspectiveve will

mi sunderstand or exclude womends roles, expe
are only exposed to settler narratives of colonialism, wenetliquery or attempt to
understand colonialism from Indigenous peopl
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Worldviews: The place and role of theory
Facts do not exist apart from theories ... The identification of facts unquestionably is
conditioned by thénfluence of culture, but most importantly, facts are determined by
the theories that define their existence
not synonymous terms. There is no atheoretical way to describe and understand
reality.
Lett, 1987 p. 3

Another key element of every graduate academic project is theory. In its academic
sense, theory is defined asystem of ideas intended to explain a phenomenon. Theories are
usually based on general principles or ideas independent of the phendhentyeat. For
example, feminist theory explains the oppression and marginalization of women through
principles or ideas of the patriarchy and its gendered value notes of inferiority (female) and
superiority (male). Critical theory explains poverty andiaoexclusion through the lens of
class, social structural hierarchies of power and privilege.

Some graduate students in their projects specifically state the theory in which their
project is grounded (e.g., that their project is grounded in feminist theory). Others are less
specific, though their worldviews or theoretical suppositions (such aset@b learning that
underscore the design of a workshop) are apparent in their choice of subject, the focus of the
project, the method or design process, the objectives, the research question, or the
methodology. Theoretical support for your projectigortant, as it emphasizes the depth of
research and academic rigour of your work. Many projects are developed with a social justice
lens; you likely have decided to pursue a graduate degree in order to build upon, strengthen,
or change current perspectver practices. Your ability to interweave established theoretical
perspectives with your choice of approach and your own perspective will reflect your stance
as a scholarly professional.

Literature review

Following the identification of a focus for yoproject, you will then set out to
complete what is often called a literature review. As Somekh and Lewin (2011) note, a
literature review is not merely a list of sources or a report on what previous research has
stated. Rather, the selected literature khebape a point of view and stance in relation to the
projectds focus and objectives. For this sec
selection of literature to inform the project, then shape these materials into a coherent
document that prodies a framework for the project.

What is a literature review and why is it necessary?

A literature review helps you map out what is known about the field you are
exploring, to recognize what work has been done previously, and, perhaps, to identify what
has been overlooked or ignored by previous research. It is important to assess the evaluative
stance of the research you read in generating the data reported. Considering the ontological,
epistemological, and axiological stances of the researchers wilyblgetermine whether
the research appropriately and ethically offers insights that provide breadth, and depth. The
literature review is an evaluative activity on your part; you map the field of your
investigation, identify the relevant literature for yquoject, and, ultimately, share how your
project contributes to deeper understanding of self, colleagues, and the professional
community more broadly.

Seeking literature
A useful starting point for a literature search is to identify several key ard¢as tha
underpin the project. For example, a project focused on using arts for climate justice might
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draw from literature related to creative practices, participatory visual art, and social change.
A project that focuses on portfolio development could be infdrinyeliterature relating to
assessment, digital platforms, or documentation of learning.

When selecting sources, gquestions such as
are cited?0 and AHow does the reseemsngher pos
each sourcedos value or quality. Sources can

including professional readings, policy documents, popular presshassal documents, and
scholarly researeinformed articles. Identification of keywordsatisignal significant aspects
of your project will be helpful in seeking literatures related to your focus.

Literature review considerations
You will need to identify appropriate literature to inform your analysis. A theoretical
or conceptual frameworloald help guide your approach, but a deep dive into theoretical
frameworks is not expected for a project. A good guideline is to include a minimum of five
and a maximum of ten references in your review that combine to address key concepts,
related researcland methods or practices.
Key concepts
You should focus on one to three key concepts that give background to the issues
explored in your study. Normative policy analysts might limit their literature review
to the key concepts defined in a policy teéxtitical policy analysts would likely
include a short analysis of key literature that discusses overarching concepts such as
social justice, marginalization, exclusion, gender, or resistance.
Related research
You may wish to include one or two studiesatetl to your issue or problem. This can
help illustrate your domain knowledge and
findings, but an extensive review may not be required. This will be determined by
your graduate supervisors.

Methods or practices

You may want to include references on methods and practices that have been
described in the literature. Consider what practices and means (for example to educate
or design policy) are advocated among scholars and professionals in the field.

Identifying key words for the project, in addition to recognizing the epistemological,
ontological and axiological stance or worldview being adopted, as noted above, will also
offer direction for how to identify the critical perspective that you have adopted in deing th
reading. Selecting and reading critically is important to understanding the positionality of the
authors, how the texts align/support each other or provide divergent perspectives, how they
align with your perspectives, and how they are important to tnk laeing completed in the
project.

In addition to the above, identifying values and stance, creating descriptive key
words, and identifying the theoretical positioning of a project will ensure that you recognize
your positionality. For example, does f®ject reflect a feminist perspective, a pragmatic,
an activist, an intersectional, transmission, constructivist, technical/rational viewpoint?
Identifying the stance will also ensure that you are aware of the lens through which you are
reading and critiging. It will also determine the types of literature and research
methodologies discussed in the readings that you select to support your work, whether it is
gualitative, quantitative, Indigenous, or community based. Identifying your stance will also
enabé you to be thoughtful about the audience you are targeting for your work. Who will
benefit from this work? How will the work shape the practices and understandings of your
target audiences?
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Graduate students tend to collect far more literature thaniiiayitimately review
in their project. There is no definitive ans
AHow many sources are enough?o. I f, for exan
two scholars to frame your project, you will havefiawer references. You will work closely
with your project supervisor(s) to identify the background literature and then use your own
judgement to curate a wedbnsidered literature review.

A note on o6otherd sources

While the literature review is still primarily composed of the writings by prominent
scholars in a field, Indigenous, aliased, artracist, and feminist scholars have challenged
this exclusivity, creating new openings for other knowledges and resofisce® recognize
more fully the epistemic injustices and oppressions (erigker, 2007 that universities have
perpetuated, and how epistemic injustiicte f i ned as wrongi-algs peopl e
contributed to gender injustice, colonialistthoughand a sti fling of oO0kno
(in other words, certain groups have created and disseminated our general knowledge and
understanding of the world, while others have been systemically excluded) graduate students
will need to keep in mind thateir literature review may need to include the works of
organic intellectuals, Indigenous knowledge keepers, women who have experienced poverty
and/or the creators and designers of-based projects in communities that are shared in
different ways than #&ditional scholarship. These materials will be incorporated into the
review and framed as sources of knowledge and expertise (e.g., by Elders, community
educators with decades of experience, etc.).

Ethical considerations

Students completing projects aslogd in this textbook do not work with human
subjects and will therefore, not be required to apply for university ethical approval. However,
there are ethical considerations and practices that you should consider.

OEt hi csd i s ¢gen e dadtdnpfwhanisigead foitsocetf and s cons
individuals within society, as determined by moral principles, values, and practices
determined by those responsible for setting and maintaining policies and standards of
conduct. Comst ock ic2redn?gsking qugstjoassandslookingfart A et h
answers about right and wrong, good and badbod
is not a static event but a continual proces
interrogation of your own posanality, considering ontological, epistemological, and
axiological viewpoints, it becomes evident t
and O6moral &8 are understood and enacted, as W

Taking an ethical stece to any project is to consider the needs and interests of those
who will be reading/using the project as well as your own stance, recognizing that there are
multiple perspectives from which to view the world and that we all have a moral and ethical
respnsibility to take care, offer a respectful project that is of value, and consider what has
gone before and what will be needed in the future.

In completing a project, you should always consider your ethical obligation to honour
the trust that your collgaes place in you, the obligation to yourself as an ethical human, and
an obligation to act in ways that best serve others. Whatever you design or explore, remember
that it will have an impact on others, although you are not including those others in your
project (e.g., no interviews, no conversations, et cetera).

Readability and audience

Creswell (2003) argues that from the start, as you conceptualise and begin to write the
proposal or plan for your project, and throughout the writing process, you nesustder
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how you dAwill enhance the readability of it
i mportant considerations, beginning with a ¢
wi || read my proposal and ultimately, my pro

The most obwus audience you are writing for is your supervisor. It is the role of the
supervisor to determine your capability to undertake the project you are proposing and that is
illustrated through a coherent and clear proposal. Your writing needs to be graatiynatic
sound (in the language in which you are writing), illustrating a clear flow from one idea to
another. It also needs to be well structured. By using major headings aheaslibgs you
clearly delineate the diverse sections that outline the plan tthanable you to move the
project from a wonderful idea to a final product. Headings and subheadings introduce the
exact components of the project and keep you
Objectivesd; OLiterat ur e hdadingstrewodrk. ¥oudniglg o f or t
want to be more creative or provocative with headings and subheadings titles. For example,
one student wrote O6Those who came befored fo
OMapping for | magi naotfi osni mapnldy MeMrmeotrhyodd sion.s tTehaed
true, the former, imaginative and captures the essence of the section.

The second 6audienced you are writing for
provide their students with examples of past projects and others can be found in the
university data base. Perusing past academic projects gives current students ingpiration
they could do it so can you. It also gives students valuable sources of references and ideas for
different section titles, what can and should be incorporated and so forth. You will want to
capture the attention of the future graduate students andke the project as clear and
engaging as possible. You will want to illustrate your scholarly grasp of the literature, an
ability to use a variety of academic and ramademic sources, to have headings ane sub
headings as noted above.

An important considration in terms of readability relates to consistency. The purpose
statement will remain consistent throughout the project. Every time the purpose is mentioned,
it will be the same, although that can be followed with a statement that expands it or adds a

guestion for example. Consistency is also ab
same term teach timeérefrain from using syno
work at wunderstanding the meaningsimf i deas?o

meaningo (p. 57).

A second consideration in terms of readability is how narrative thoughts guide the
reader. It is important to begin with the broader or umbrella thought (e.g., colonialism and the
need to decolonize our minds and practices) andrtheow towards the topic (a
decolonizing workshop). In addition, you should consider defining terms either in a list of
terms or as they appear in the text (or both). Often two or three definitions are offered and
then one (or a combination) is chosenisTgrovides a framework or lens as to how the term
is being applied or used throughout the project.

Two other considerations are voice and tense. In the beginning of this chapter, we
talked about your own story. It is important in every project to usackive voice as much
as possible. Alf the subject acts, the voice
p a s s Rosgarsor{, 1982cited in Creswell, 2003, p. 61). In terms of tense, use the future
tense in a propocmodsi mek asicmetyliun@rfeor ptrhe f
to review the literature and reports from a study. Projects will combine the past tense with the
present tense but they do not, wunless speaki
thischpt er | wil |l review the |iteraturedo shoul d
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|l iteratureo). Whatever tense you choose to w
consistent.

The template below provides a structure for completing ympgsal and your
project. Your department, discipline or faculty may have one and if so, use that one. This
example is useful, however, because it provides the key headings for the information that all
supervisors will wish to see in the proposal.

Intro duction

(Introduces the topic of the project, tells your story and your connection to the project, introd
the topic, identifies the gap (if applicable), states the problem or issue, and/or the approach

Purpose and Objectives
(A clear statement of the purpose, what you hope to achieve and or what you will create/des
Theoretical/conceptual framework or Worldview

(Outlines the theory in which your project is grounded and/or the conceptual framework.
Sometimes it is a sepagaieading and other times, it is embedded in the introduction of unde
literature review)

Literature review

(the background studies and other materials (scholarly and non) that form the backdrop to y
study)

Design method or methodology

(e.g., worksbp, programme, survey design; video, zine or graphic novel; exhibition or install
content, discourse, policy or website analysis)

Significance of the project

(why and how is this project significant to a field of study (e.g.;l@t®ed learning), tnowledge,
to you in your career, to a change that needs to be made, and/or to a group or community, €

References

(listed alphabetically and adhering to the citation format of your discipline, faculty or departn

Figure 1.2 Exampletemplate of Master nethesis proposal outline

Significance of your project

Every project is unique and every project matters and contributes to new
understandings and often, to new practices and approaches. Projects should outline their
significance, whéeter this is at the end of the introductory chapter as stepping off point to the
project, in the final chapter to conclude the project or in both the introductory chapter and the
concluding chapter, stated in the former and thephrased in the latter.

There are several ways in which a project contributes to deeper understandings and
new knowledge and therefore why your project is significant. The project will be significant
to you as the creator because it gives you a new tool, a new resource, netxomseyv
knowledge in a critical area that helps you in your work. The project could also be significant
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to a community organisation or a school, depending on the site focus of the project. The
project could contribute to a field of study or discoursg. (¢ expand understandings of
artsbased research). The project could be significant to a wider audience because it creates
new knowledge (e.g., an analysis of textbooks that shows how they perpetuate gender
injustice). The questions to consider include:

Why and how is your project significant?

To what/whom will it make a difference?

What have you done that is important and/or unique?
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Writing tips

1) Begin each part, section or chapter (depending on the department template) of the projecigby
a short introduction that captures what will unfold. This provides a roadmap for you to follow in t
remainder of the text. Write the body of the part, section or chapter. Does the narrative in the bg
match the introduction? Are all the heading antiheading ideas captured in the introduction? Is
everything in the same order? If not, eithemrite and move sections around in the entire docume
or rewrite the introduction. The latter is easier.

2) Using major headings and sbhbadings keepsoy on track and makes the project more readable
than huge blocks of text.

3) Read journal articles and other literature for the content but equaligvidhey are written. An
activity is to take two paragraphs from a journal article or chapter. Howegidoe#tgin each sentence i
each of the paragraphs? What different entry points to they use? How often do they begin with
aut hords name? What is the purpose of this
connect or flow from each other? Poh ey wuse 6connectingd ter ms
another direction; adding to this, et cetera)?

4) Read your work backwards. Take a paragraph you have written. Read the final sentence. Ng
the one before it and so on. Are they connecialthey flow? You can force a paragraph to flow in
your mind by reading it normatively; you cannot make the paragraph flow if it does not if you rea
from the last sentence to the beginning.

5) A O6conclusiond does n coforth.dtiies gp whahhanbeen stated
and done in the project or part, chapter o
t hought so, 6Moving forwardd, ORecommendat i
ideas are coming.

6) Write when you are fresh or have uninterrupted time. Carve out this time to write. Put that tin
your <calendar to make it 6real 6.

7) Edit and polish each part, section or chapter of your project before submitting it to your super
Make sure ifs grammatically correct and as free of typos as possible in the language it is writter]
an editor if you need.

9) Good projects use a combination of paraphrasing and direct quotations. The former is taking
aut hor 6 s t-hktatingghlen is guraowrdwondse This illustrates that you have understood
ideas. The latter we see as allowing authors to speak for themselves. Using the authors own wc

provides evidence of something or strength to an argument or point you are making.

10) Citations are a critical part of academic writing, not something separate that is added later t
document. Incorrect citation formatting disrupts readability. Follow exactly the citation format of
department, discipline or faculty. It is oftaseful to find an article or chapter written in the citation
format you use and simply follow it.
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Final thoughts

In this chapter, we have briefly addressed the central elements that go into developing
a graduate student project (and proposal). As noted, you will also want to read other
textbooks and articles about proposal writing, research questions, purposergt&gteme
|l iterature reviews, methodologies and method
will assume that you are doing a thesis and far more often than not, that you are using or
interviewing human subjects. Normative research texts do not éocpsoject designs and
methods as we do in this textbook. They will never discuss the creation of a zine or
guidebook, the design of workshop, or the curation of a website or art installation. You can
take away much from the ideas and instructions in reseaethods textbooks, but you must
then shape them to suit your project, and not the other way around. Your academic
supervisor(s) will help you with this and also, this textbook. It guides you on how to develop
an academic project that does not use husodects, is not a traditional thesis, is useful
(often), and/or that encourages creativity and experimentation within the framework of a
coherent scholarly context. In other words, this textbook legitimizes graduate projects as
important scholarly endeaurs, which are similar to theses yet have their own unique
characteristics, foci, structures and/or inté&wademic project designs and methebdews
through its diverse and many chapters, the limitlessness of what you can create as an
academic projecAcademic projects are always scholarly but equally, they can be engaging,
activist, creative, artistic, critically social and sedflective, forward looking, and innovative.
They are useful and they are valuable to do.
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SECTION ONE: EDUCATIONAL ACTIVITIES AND METHODS

PART |

PROGRAMME AND WORKSHOP DESIGN

PART Il

CURRICULUM AND EXPERIENTIAL LEARNING DESIGNS

PART IlI

MAPPING PROJECTS

//;hecongantchangeh1oursodeﬂesandIeanﬂngneedsrequhesustoconﬁnueto:;\
new educational activities and opportunities. Section One focusses on diverse areas (
educational design. In Part |, authors outline considerations of programme dedimeans
to develop diverse types of educational workshops around diverse topics. Part Il share
expanded, rereated or rémagined curriculum designs and diverse types of experientia
learning activities. In Part Il the authors outline three tygesapping projects, two which
are participatory and a third that takes advantage of technology.

" v




2. Thuythut Tseep Kwus Syaays Tse: Be prepared for the work to corie

DOROTHEA HARRIS

Uy' skweyul(Good day)My name is Dorothea Harris. My parents are Sandra and
William Good from Snuneymuxw First Nation. | was raised and taught in Snuneymuxw
territory, one of several Coast Salish Nations on Vancouver Island. | am currently a guest on
Scoi,dlekeungenantf\SCNEL territory, in Victoria, B.:¢
work. | give thanks to these Nations for allowing me onto their terréndyl give thanks to
the Elders and Knowledge Keepers who have given me permission to share their teachings.

| am a motheand grandmother, a PhD candidate in Leadership Studies at the
University of Victoria (UVic), and the Project Manager for the Associate-Prasident
Indigenous (AVPI) at UVic. My undergraduate degree is in social work with an Indigenous
specialization, ad | have spent twenty years working for rmofit agencies and Indigenous
communities, coordinating and facilitating health, wellness and education programmes. |
have training in arMoppressive practice (Dominelli, 1998; Brown & Strega, 2015), trauma
informed practice (Levenson, 2017), rapnlent communication (Rosenburg, 2003) and-non
violent intervention, somatic work (Rothschild, 2000) and cultural safety (Greenwood et al.,
2017; Richardson et al., 2017), to name some of the theoretical underpioinimggraxis.

While this sounds like an impressive list of credentials and training, it has really been
teachings from Indigenous Elders, Knowledge Keepers, academics, community members and
my family that have guided me.

As Ormi st on ( 2 @dn@} pedagogy isconerttat,emdigesodtiof the
local context of praxis and, more significantly, among those who use it, there is a sense of
ownership: it is our pedagogy because we hayv
Over the years, the pgoammes, projects and workshops that | have run were borne out of the
local context, out of the needs of the community, and they reflected the knowledge and
teachings of the communities that | was working with. As such, they required a considerable
amountof guidance, preparation,andy 6 s k wufi tuovulme of a good mi nd
hearto (Thomas, 2015, p. 192).

My work in programme development with urban Indigenous communities, on and off
reserve, required methods and principles that potentially hiakaad application to
communitybased projects with Indigenous participants in an urban setting, or in an
Indigenous community. There are similarities to the methods and principles employed in
community action research (CAR) methodology, as described eH@®015), whose CAR

project was Adirected from the community, fo
participationo (p. 101), with a focus on a s
justice and the use of dor@uomusietns and decisomd e | nas
makingo (p. 102). Where Indigenous met hodol o
cul tur al paradigmsé to serve Indigenous know

epistemological, and methodological inclusion aiienous voice, understandings and
practiceso (Kovach, 2015, -basedprejéec)s,Indigenous he con
methodologies extend the accountability of the researcher or project facilitator beyond the
immediate community that one is workingth and for, to the Indigenous peoples or Nations

on whose territory the work is being done, and the Indigenous ways of knowing and being, or
cultural teachings and laws, that are practiced on that territory.

In practice, developing a communibased progamme in and with Indigenous
communities begins with learning about the territories that we are on (which extends far
beyond territorial acknowledgements) and relationship building. Learning about the local
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territories and the Nations that occupy themathlrespectful and necessary because

Al ndi genous cultures and traditions are very
culture to cultureo (Thomas, 2018, p. 112) .
building with Elders and community mees from the local Nations and with prospective

participants in our projects. According to R

the beginning of what makes our work rooted
49). Learning about the latterritories and relationship building can be challenging for

people who are working in an urban setting or who are new to a community. It often requires

a substantial amount of time and a sincere effort to develop meaningfuakimyy

relationshipsNeither research, nor research projects, with Indigenous communities or
community members, should be considered shor
relationships with other folks, build them believing they will be lifelong relationships. This
way,weavays treat everyone we meet with dignity

Several years ago, | worked as the Programme Coordinator for Our Place Society, a
nonprofit agency dedicated to serving the needs of those struggling with homelessness,
poverty, addiction anthental health issues, and approximately one third of those using the
services were Indigenous. The Director asked me to host a potlatch, which | was reticent to
do because this was something that would typ
hostel by a family, and it would take years to make preparations and gather the necessary
resources, e.g., finances, food, gifts, etc. | had never seen a potlatch hosted by an agency,
particularyanod ndi genous one, and | hafdamiol y@amot o
prepar e. | also didnét think that | had enou
protocols that would be necessary. There is a Coast Salish tedclang,06 u mdobeé h u t
careful. Ironically, my concerns and fears about doing thafgobtlbroperly actually served
me, as | was very careful in how | approached the preparations.

| had been working at the agency for a few years, and | knew there were several
Elders and local Indigenous community members who frequented the Our Place Society
dropin centre. | began my preparations by personally inviting a number of Elders and
community members to a planning meeting, as one of our teachings is that invitations should
al ways be done in person. |  di dhedropink now al |
centre, introduce myseilfwho | am and where | am from, have coffee and chat with them,
letting them know about the project. Then | invited them to a planning meeting and asked
them if there was anyone else that they thought should be invitdldwed up with each
recommendation. Eventually, | managed to gather a substantial group of Elders and a few
local Indigenous community members to the first meeting.

The first meeting served as both an opportunity for further relatiofshiging
between myself and the group, and the beginning of the consultation process. When planning
a project in and with Indigenous communities, relationship building and consultation often
workintandemione canét take place wit lessistalsot he ot he
about receiving permission to proceed with the project; the community must be supportive
before we proceed.

At the meeting | provided food, fas we ar
(Thomas, 2018, p. 80), which is a practice thabuld recommend for all community
projects. It is also important to provide a gift, or honorarium, particularly with Elders and
Knowledge Keepers, to thank them for providing their wisdom and guidance. After the food
was served, we went around the room immbduced ourselveiswho we are and where we
are from, and then | asked the Director to share his vision about the potlatch. Then, one by
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one, the Elders gave feedback, telling stories about how potlaches are held in their

communities. Knowledge is oftesihared through storytelling in Indigenous cultures, so we

must | isten for understanding. fAOur stories
our knowledge systemso (Archibald et al ., 20
community it t&es four years to plan and save for a potlatch, and it costs a minimum of ten
thousand dollars. Another Elder asked what the potlatch was for, as they always have a

purpose, such as giving someone a traditional name or a memorial for someone who has
passedn. After much discussion, the group decided that this potlatch would be a memorial

for the people who had passed away on the streets since the founding organizations of Our

Place Society, the Upper Room and the Open Door, started.

The warning from th&lders that the potlatch would be costly and time consuming
was daunting and confirmed my fears; it would require many people and substantial
resources to be successful. Another teachimgithut tseep kwus syaays tsbe prepared
for the work to comeThomas, 2018, p. 72), teaches us to carefully and studiously make
preparations, not cutting any corners. This begins with following cultural protocols. As

Thomas (2018) explains, fAln every community
we must folow and respect their cultural protocols... following protocol, we will always
produce ethical work because it lhadfollvedne wi t h

Coast Salish protocol by personally inviting and consulting with the Elders, provyabd

and gifts, but the protocol necessary to host a memorial potlatch was beyond my cultural
expertise. | was also in a further dilemma, as many of the Elders came from different Nations

and were advising that different cultural protocols be followdik & where it was

important to know whose territory we were on and have relationships with local community
members, who advised me to hire a traditional Speaker from the local territory to guide me in
the protocols. Al ndi g emtlewtsachingsiwkl &Il yashwienar e t r u
they believe you should consult with others and when they believe they can speak for the
communityo (p. 112).

The Speaker acted as a cultural adviser and gave me instructions regarding how many
people were needed, attasks they would have and what physical resources that we would
need. | continued meeting weekly with the Elders, Knowledge Keepers and community
members, with each of us reaching out to people that we knew in the community for help
with the event. Therwere cultural protocols involved with the memorial potlatch that had
spiritual significance and required specific community members to help who knew what
needed to be prepared. Then there were logistical considerations, such as inviting the local
Nations feeding the guests, gifting them, and celebrating afterward with singing and dancing
from each of the Nation groups on Vancouver Island, as a sign of respect for all the Island
Nations, and to |lift everyoneomeaclsqutitaomatys. Thi
people to volunteer with the cultural or logistical work, and/or donate food or gift items. It
also required that the Director and | access grants and financial donations to pay the people
who would be doing the work of the potlatch. loaSt Salish communities protocol requires
that everyone who contributes to cultural or community work, such as the Speaker, Elders or
Knowledge Keepers, singers and dancers, witnesses, cooks, ushers, parking attendants, or any
other workers, receive remuaéion in the form of gifts, payment and/or honoraria, in the
spirit of reciprocity.

| also worked with the Speaker to ensure that the physical space was spiritually
cleansed in preparation for the event, and | prepared myself spiritually, so thatdings
the work with a good mind and heart. ASpirit
which sees everything in relation to Creation and recognizes that all life has Spirit and is
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sacredo (Absolon, 2011, p. pitta naturé ofthepeoplst Sal
is Athe foundation of our | aws, and our teac
now referred to as the Acultureo of our peop
a project or event in Indigenous comntigs requires that the facilitator be spiritually
grounded themselves, following their own spiritual practices, and is respectful of the spiritual
practices of the people that they will be working with. This often means opening events and
meetings with ayer, praying over food that is shared and praying when the eating or event
has done, thus closing the table or the event, and gifting the Elder or Keeper Knowledge for
saying the prayer. It can also include doing a spiritual cleansing, before or adtearan
through practices such as smudging or cedar brushing, depending on the territory that you are
on and the local practices.

Despite my concerns about the potlatch at the beginning, when the day came
everything went perfectly. More than four hundred people who had passed on the streets were
honoured respectfully, in a traditional memorial ceremony; over 2400 plates of food were
served at our feast; our spirits were lifted by singing and dancing from the three tribal groups
on Vancouver Island Coast Salish, Nughakn ul t h and K w-aakdwarke thahw a k w
a thousand gifts that were donated were given away. What really bless#tbaogh, was the
family member of one of the people who were memorialized, who contacted me afterwards to
thank me for honouring their relative and doing a memorial for them in a good way,
following cultural protocols.

While the story of the Our Placetatch might not seem relevant to the average
communitybased project, many of the principles and teachings that framed this work helped
me throughout my career as a social worker and educator, working on many projects with
Indigenous communities and comnity members in diverse settings. To summarize, the
principles are: 1) Relationship building; 2) Consultation and permission, with Elders and
community leaders; 3) Respect of cultural protocols; 4) Engage the community; 5) Provide
food; 6) Reciprocity, trough gifts, payment and/or honoraria; 7) Spirituality, include the
communityoés spiritual practices in the work.
community, but there are similar principles in many Indigenous communities. The Coast
Salish eachings that guided my work akéy 6 s k w ptd be of @ good mind and a good
heart;L a | 6 u mtd betcdraful; an@huythut tseep kwus syaays, tse prepared for the
work to come.

*Note T Coast Salish is an anthropological term that includes seviesaNations on

Southern Vancouver || sl and, B.C., Canada. ATh
traditions, many of the teachings are common
XX). The words that | have amddtwentgthraen it al i cs

Salishan languages.
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3. Designing decolonizing workshops for white settlers: A practical appryach

CORTNEY BALDWIN

Adult education is a vast subject with innumerable approaches one can lean on to
create a beautiful final project for a Masters of Education (MEd). For some people, the
subject and form of their project is already determined before they enter the univasit
others, the subject and project develop over the exploration of their course work. | landed
between the two, in that | understood what | wanted to focus on, but what that would look
like and the process | would use was unknown to me. Using my exrperin my MEd, |
guide you in this chapter through the journey | took to develop decolonizing spaces facilitated
by and for white settlers (Baldwin, 2019). My hope is that in telling you my journey, | can
help you on yours. But before | tell you too matioutwhatl did, 1 need to tell yowhyl
decided to do it in the first place.

Starting with the why

| grew up in Calgary, Alberta, which is the traditional territories of the Blackfoot
Confederacy, including the Siksika, Piikani and Kainai NationsStbaeyNakoda,
including the Chiniki, Bearspaw and Wesl ey N
around me was predominately and unabashedly white, conservative, heteronormative, and oh
so patriarchal. Looking back, as a-gsnder white woman hink | could have been
assimilated into that way of thinking had it not been for my upbringing. When my mom came
out as a lesbian in 1991, in a short period of time | went from experiencing a typical white
heterenormative suburban upbringing to being eaisn a cisgendered, white, settler,
lesbianled, feminist, activist, workinglass household. | withessed marginalization in very
clear ways by how my family was treated differently after my mom came out. | understood
(even though | adatadestribe itlikev do nawhtleat in saaety some
identities were marginalized, stereotyped, discriminated against, and targeted. | also
understood other identities were privileged
expense of the margatized communities. It was a system of privileged and oppressed
identities, designed to keep those with privilege (white, male, rich, heterosexual, etc.) at the
top, and those who were oppressed (not white, not male, not heterosexual, etc.) at the bottom.

The key for mywhywas this: My mom coming out made me realize that | had been
blind to the many forms of oppression present in society until | experienced them. That led
me to question what we knew about these systems of oppression, and how we could
effectively educate folks with privilege about it. So, in a more circuitous route than | have
room to explain, | went to university to learn more. | deliberately sought out courses and
professors who could help me understand the larger history of what | pedeexced. |
learned how deliberate and sslistaining systems of oppression are (Johnson, 2018; Harro,
2018). | learned about the history of feminism through the eyes of early white writers
(Wollstonecraft, 1996; Woolf, 2000). | was able to delve intéema that helped me
understand how my white privilege intersected with (and mitigated) my own marginalization
as a white woman (Davis, 1983; Collins, 2001; Devine, 2004, Simpson, 2013;).

| continued to seek out and learn from professors, scholarsugmtsof colour who
helpe to open my mind to different perspectiialdwin, 1992; Davis, 1983; Devine, 2004;
Simpson 2013). | began to understand the importance of using an intersectional lens in all
work | do and read about those outside of academaahakie done so (Batacharya & Wong,
2018; Kinew, 2015; King, 2013). Near the end of my undergraduate career, | realised that we
as white educators must rightly shoulder the responsibility of educating our community



regarding the systems of oppression ardlpge in colonial structures, including the
damage it causes, if we are to identify and dismantle these systems we benefit from.

Armed with the passion for social justice, and a basic understanding of my white
privilege, | moved to Victoria, B.C whicls ion land traditionally stewarded by thié b Ap n
andWSCNEL nations whose rights, title, and re
day.l enrolled in graduate school in the Faculty of Education at the University of Victoria
with the goal of undetanding colonial oppression in an intersectional way so | could help
myself and other dismantle it. That was a tall order, and one that | struggled with. | think part
of the reason | survived the journey was that | was very clear omhygarly on in my
program. My first suggestion would be that you discover yduras soon as you can, before
you move on to the/hat.

Figuring out the what

| wanted tdook for and if necessary, build spaces and places where white settlers
could begin the journey of speaking to, and learning about colonial and decolonial practices.
More specifically, | wanted to use my project to help myself and others build and improve
upon spaces where white settler folks could begin to talk about the tools, processes, and lived
experiences of identifying as well as evaluating, rethinking, and deliberately changing parts
of us and society in which privileged and oppressed identitieehour progress to an
inclusive, sustainable, and relational way of being. This became my basic understanding for
what white settler decolonizing pedagogy should embody.

Because | knew at the beginning of my program what | was interested in, | wéas able
work with my supervisor, instructors, and staff within my program to tailor by graduate
programme work as much as possible to researching, wrestling with, and unpacking different
aspects of white settler decolonization, which as a concept is nuanceohatehtly
evolving. | used the work | was required to do in courses to explore what was needed for
spaces that would support my white settler community to engage in decolonizing work.
Through my exploration in my courses my project questiarived into:\What are the
necessary and recommended components and delivery methods required to create
transformative space where white settler Canadians can learn about, speak to, and
begin/continue the process of decolonizing? | had the question, the startintpabimbuld
guide my research, and was ready for the next stage.
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Figure 3.1.Transformative decolonization (Giulia Forsythe, 2018)

Whereyour work gets situated: Literature review

In order to figure out how my project was going to take shape it was important to get
really clear on the theoretical and practical aspects of the work. Although | had used course
work in my program to start this process, | needed a methodical and thanoderstanding
on: (a) what theoretical research was being done on the topic of decolonizing pedagogy for a
white settler perspective, (b) how the topic of white settler decolonization was being taken up
in practical terms, and (c) where the theoretical practical gaps were. To give you an
example of what that looks like, one of my courses included the editedR@awlngs for
Diversity and Social Justigddams et al., 2018). Through that book, | learned, from a
theoretical perspective about the cutrgystems and practices of colonialism that perpetuate
and uphold oppression in our social practices, systems, and institutions. | read about lived
experiences from all sides of oppression, marginalization, and privilege, and really started to
grapple withintersectionality within decolonizing pedagogy.

| also began to wonder where white settler decolonizing pedagogy fit in to the social
justice narrative. When | researched decolonizing pedagogy, Reyes (2019), Tuck and Yang
(2012), Regan (2010), and Wa(2012) all spoke to how decolonizing pedagogy goes
beyond a social justice narrative and is something other. Knowing what | was looking for
seemed to be beyond an addition to social justice, | read all the theoretical research and
practical experience lotld find decolonizing pedagogy and approaches. | worked
methodically and intentionally to develop a strong understanding of how decolonizing space
and pedagogy for white settlers was being thought about, and if it was being taken up in
academic and commiiy settings. What | took from the literature is that the work of white
Canadians learning about and dismantling colonial systems must include Indigenous voices,
but white settler Canadians need to deprogram our own assumptions, stereotypes, and learned
attitudes of settler colonial ideology, and that work can, and should, be shouldered by white
settler educators (Lowman & Barker, 2015; Regan, 2010).

My final research around decolonizing spaces and pedagogy for white settlers
involved attending workshopsid speaking to Indigenous and rAlodigenous educators and
Elders grappling with and creating space for decolonizing pedagogy. | attended events
advertised on Facebook, worked with and learned from Indigenous afiddigenous



community organizers workingn an international teaching initiative through the I1AF

Northwest (2022), and speaking to academics like Shauneen Pete and Elders like Skip Dick.
This helped me get a holistic perspective of my topic and bring my understanding together in
practical termsWhat | identified from all this researeimd learning was very little research

in the theoretical understanding of white settler decolonizing pedagogy, and a general lack of
practical applications needed to create effective spaces for white settlapptegvith

colonial and decolonial conversations. The literature review was the vehicle | used to help
identify, articulate, and call attention to that need for this research, and contribute to the
conversation. Armed with this knowledge, understandingreselarch on the topic, | was

able to shift to the creation aspect of my project.

Building the what: Conceptual framework

Although | had mountains of literature, | narrowed my literature review to a few
dozen references. From there, | narrowed dtherkey works that either focused on or
included necessary aspects of, effective white settler decolonizing pedagogy. These were the
key pieces of work that tied together theory and practice, focused on intersectionality, and
incorporated inclusive and amt-oriented pedagogy needed to build a theoretical framework
for effective white settler decolonizing spaces and pedagogy. This framework was the key to
my project, and | spent significant time and thought making sure it was solid. Then | showed
it to anyone who would look at it for feedback. My framework became my guide and my
compass to the rest of my project, and to this day guides me in my decolonizing work.

Deciding on thehow: Delivery
Education is not simply about the transfer of knowledge, but it is a transformative
experiential learning that empowers people to make changes in the world
Regan, 2010, p. 23

As | searched for my delivery method to create space for decalmmzedagogy,
using my framework as a guide, | made sure to incorporate the understanding | had learnt
from the research. Additionally, | wanted to ensure | had the freedom to use many
decolonizing methods | learned about including written, oral, exgeiend art based. |
also needed a format that could include different methods, ways of learning, and be adapted
and tailored to where participants were at in their decolonizing journey. Finally, | wanted to
include and experiment with different scieittifielivery methods (Shenck & Cruickshank,

2015; Visano & Jakubowski, 2002).

After research, many conversations, staring into space thinking, and attending
different formats of pedagogical delivery, | landed on idsaged workshops. Isstiased
workshopsview issues from various standpoints, use settings in the community to enhance
learning, create space where participants can take risks and challenge/reflect on assumptions,
and collectively develop plans for action. This comes from the work of Cloatr €2013).

Their approach works for issues that range from misogyny to ecological justice and | adapted
their practices and ideas to my decolonizing workshop.

Putting it all together
Once you have yowhy, whatandhow,you are ready to bring it all together in a
beautiful project that you can be proud of. You will spend hours writing and revising,
procrastinating and hypéocusing. You will have days where you write for hours on end,
and days where the thought of wrgimakes you shudder. This is part of the journey. | took
all that | had researched, written, and created throughout my programme and started to create
a cohesive project that could be utilized by academics and community educators alike. When
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my brain feltmushy, | worked on the structure and format. When | was inspired, | wrote
furiously and went back later to edit and format the work. Sometimes | procrastinated hard.
But | wrote, and eventually it came together in the project that signalled the compfatign

MEd degree. Out of the completed project has come multiple publications in journals and
books contributing to the theoretical gap | had identified in the research, as well as employing
and sharing the workshops | built for white settlers to engadedolonizing work.

Final thoughts: Do not do it alone

| will leave you with a couple final thoughts. First, find an amazing librarian who you
can work with in your subject area. Second, | think one of the key reasons | was successful in
my programmaevas because | became involved in graduate student life through faculty
student associations and universitie graduate societies. | was close to my cohort as well,
but the other aspects of graduate student life allowed me to learn from other students in
different programmes and at different stages in their graduate careers. | was able to get
support, ask questions, take advantage of unique opportunities, and be motivated to finish

strong. The reality is graduate school is hard. Itis meantto be thaBway. | di dndt f e

isolated or that | was struggling alone, because | had all the folks within the student society

who understood how simultaneously challenging and rewarding it was to be a graduate
student. | hope you are able to build your circle of sufpgand lean into this amazing

journey!
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4. Desi gning a workshop to i mepefficaeyeas ar ent
student support

ADRIAN HERLAAR

My experience teaching students and discussing mathematics, defined as the
study of logical reasoning and quantitative calculafeg., Berggren et al., 2020),
with friends, family and parents has shown me that it is a contentious subject. Maths
can encourage curiosity and many people do like it; however, far more often and for
far too many, the very thought of mathematics creaelsniys of discomfort, fear or
even resentment. As a lover and teacher of math, | believe there exist, and wanted to
create strategies to alleviate some of these negative feelings. One is to touch the
affective domain or what Ozkal (2019) refers to abEef#icacy, because this not only
influences how we feel about a particular subject but can be improved to enable us to
succeed or at least come to different terms with something we once feared. Indeed,
current studies show the importance of the affecdmain and seléfficacy in
learning mathematics (e.g., Di Martino & Zan, 20Hannula et al., 2019)zkal,
2019). Teaching maths (mathematics is plural) as an approachable discipline, where
mistakes are learning opportunities and not punished, shotihé Ipeimary focus for
children and schools. However, equally important is the role parents play in the
mathematics achievements of their childréoiizalez & Wolters, 200@iklas &
Schneider, 2013). For Casad etnathi (d0&BPs 0
math anxiety and the variables interact to predict several math education outcomes [for
the children] includingnath selfefficacy, math GPA, math behavioural intentions,
math attitudes, and math devaluingo (p. 18).

For me, this called fanterventions beyond my classroom, for means to tackle
parentsd math anxi et i-effisacyavhichineumhasnce t heir ow
i mplications for their childrends | earning a
guided my Master project was: How oae improve the seléfficacy of adults that
had a negative experience with mathematics but wants to support young learners? This
chapter focuses on a workshop | designed for parents to build their confidence and
knowledge around maths, to show its efficatyheir own lives and to change their
relationship to mathematics for their own wiedling as well as that of their children
(see Herlaar, 2014).

Why a Workshop?

Workshops are effective mediums of Amnmal adult education and learning
(Clover et al.2013). They are intensive, relatively short, (droair to three days)
|l earning experiences that Aincorporate an ex
(Clover, et al., 2013, p. 29). The overarching goal of any workshop is to engage a
group actively im specific topic. According to Clover et al, effective workshops
Amotivate, inspire, and empower those involyv
attention to ideas of participation, research, voice and mutual learning and teaching (p.
32). These typesfeéeaching and learning spaces are particularly useful to delve into
social or ecological topics and issues, but they can also be based on developing self
efficacy and confidence through a new awareness of something that may be happening
which is problemat (BrooksHarris & StockWard, 1999). In my case, this was the
transference of fears and hatreds of maths from the parent or teacher to the child. |
wanted the parents to do more than experience how to problem solve and reason

12



logically because, as notatiove, that is not all there is to mathematics. | wanted to
transform their feelings of frustration and resentment toward math learning into
confidence and curiosity. My workshop introduced parents to fun yet challenging
problemsolving activities, which tliscuss more below, that explicitly and implicitly
incorporated reasoning and calculation as something we do every day (see Herlaar,
2014).

Essential elements
Active participation and facilitation

Perhaps the most essential element of any workshapive garticipation
(e.g., Clover et al., 2013; Drinkwater, 2020). Without active participant engagement a
workshop becomes a lecture, a way of sharing bur not engaging with information. For
BrooksHarris and StockVard (1999) active participation is firahd foremost about
Aexperienti al |l earningo which often means us
meet the needs of diverse | earnerso (p. 6).
facilitator(s). Their role becomes very important in terms oigthsg the workshops,
moving things along, and supporting learning whilst also keeping out of the way of
learning (Clover et al., 2013) and | discuss this a bit more throughout the chapter.

Territorial acknowledgement

In Canada, it is critical to beg&very workshop with a Territorial
Acknowledgment for several reasons. The first is because it brings awareness to the
history of Canada as a colonial nation. The second is because it makes visible the
exi stence of 1 ndi genoulerspféthesplanglssandwho t he 0
continue to Ilive on these | ands. o0 (Campb
only a start, territorial acknowledgments contribute to truth, reconciliation, and the
decolonization of education and society.

orig
el |,

Pro-active plaming for transformation

Creating an interactive and engaging learning experience, intertwined with participant
collaboration and reflection on personal experiences, creates opportunities for deeper learning
and engagement (Brocksarris & StockWard, 1999. Planning breaks, refreshments, and
appropriately scheduling activities to maintain energy levels (Pavelin et al., 2014), and

Afcreat[ing] an atmosphere of trust, safety,
2013, p. 33) were all mainstayséffectively designing my workshop. My workshop design
sought to transform adultsdéd feelings/ beliefs

young learners confidently and effectively. It would not function without the participants, so
their involvement was paramount. Proactive planning included creating a survey for
participants prior to the workshops, which ensured | was aware of any concerns or
information they wished to highlight (Drinkwater, 2020).

Knowing your audience

Building on the above&nowing your audience has a major affect on how you
plan your workshops, the information and content that will be discussed, and how you
shape the tone of the overall experience (Clover et al., 2013). As many parents work
during the day, | designed my wahop as a threleour, threeevening workshop to
suit their schedules. | designed my workshop for parents of the children | knew,
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because | wanted to get to a root cause of the low studeseffsedicy | was

witnessing and as noted above, adults playauchs i gni fi cant rol e i n t
home and life learning yet all too often, lack the confidence to help them in the area of
mathematics (e.g., Warren & Young, 2002). This lack of confidence comes from past
experiences with maths in school but alscalose parents are neither familiar nor use

regularly many of the higher forms of mathematics their children may be learning.

Even as a mathematics teacher, | often require a4uusim concepts | have not

addressed in a few years, particularly in areah asaalculus. Expecting parents to

remember the intricacies of factoring polynomials or graphinglinear equations is
absurd. This was reflected in the opening
the precise mathematical concepts that valblb focus, but the promotion and

encouragement that reason, |l ogic, and criti

Importance of a safe and enjoyable environment

While no learning environment can ever be totally safe (e.g., Clover et al.,
2013), another key element of workshops is to make them as void of judgement or
critigue as possible. This does not mean you do not challenge problematic assumptions
or offensivecomments. Indeed, workshops are places where assumptions can be aired,
reflected upon, challenged, and discussed. In designing my workshop my first concern
was how to get people through the door. If the topic, such as mathematics, is seen to be
60di f f-4combdtive@®r accusatoryparents may not come, and the whole
workshop plan falls apart. My workshop was not about shaming participants,
insinuating they did not care, or to make them feel inadequate mathematically, or in
any other way. Studiesshawh at many adul ts fAalready feel
personnel, especially if principals or teachers use a condescending tone when speaking
to the parentso (Steinhauer, 2012, p. 73).
connection, learning, sharing ahaving fun together.

The power of emotion

My workshop was also a safe oOemotional 6
confronting experiences that have emotional underpinnings and therefore, emotions
may materialize (Di St ef anaditiomatedugdtionhas2 02 0) .
often stifled or ignored emotionso (Clover
to 60feel &6 and speak to fears and anxieties
session therefore, was an exercise in vulnerability. @gaib with a mindfulness
exercise, where we explored together our individual past experiences with
mathematics, and in small groups, used these to shape what parents hoped to get out of
the workshop series. | also introduced my facilitators and myselfanitspen and
honest statement of our philosophy of learning and our aims and objectives of the
workshop. The first evening was, therefore, an exercise in building trust. The
facilitators | had chosen had experience with trauma informed practice, altheugh th
workshop was not a professional counselling or therapeutic session, but rather, a deep
and engaging experience amongst likeminded individuals. Iomlecking Us
podcast, Brené Brown (2020) discussed that regardless of the excitement or level of
commitrrent one has to transformation, when trying something new there comes a
feeling of vulnerability. Asking workshop participants to be vulnerable, to share
experiences, reflect, and initiate the process of growth is a big ask, one that requires
care and suppb My workshop involved a group of adults sharing, collaborating, and
being vulnerable together, so keeping the group small allowed for a more intimate
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setting where time could be spent getting to know one another and opening up. Having
a workshop of adulearners created a situation where there was no power imbalance
in the caring relation; carer and caifed roles regularly exchanged positions and
created a feeling of mutuality (Noddings, 2012). Over the following two evenings, we
explored several logiand reasoning puzzles and reairld mathematics scenarios.
Each session ended with a reflection of the evening and feedback for the facilitators.
This debrief and wrapp allowed us to gather information and reflect on how we can
grow and evolve our appach as well; learning never stops. Your workshop may not
involve the explicit transformative learning process included in my workshop but
consider how your workshop may bring out feelings of vulnerability in your
participants; create a comfortable atmuese from the beginning and debrief at the

end to acknowledge the progress that has been made.

Structured activities

My workshop focused on building confidence through games, riddles, and puzzles
that involve reasoning and deeper thought with a mindrmagtic component but were
grounded in logic and critical thinking. Each session was organised into structured segments
around themes although flexibility was incorporated to allow for authentic conversation and
exploration. For the second session, we beg#nan introduction of the agenda, some
housekeeping items, and introductiorfroduction of myself and the facilitators for the
evening. The introduction was followed by a mindfulness exercise that aimed to calm,
ground, and centre the participantghe present moment. The next two activities included a
logic puzzle and a contextualized scenario involving operations with fractions. The logic
puzzle was a thinking exercise because mathematics learning is more than arriving at the
correct solution, its an exercise in trisgdnderror reasoning. The fraction activity
demonstrated the importance of learning mathematics, particularly with an arithmetic focus,
in context. After a debrief of the first two activities we took a snack/coffee break and then
finished the evening with another logic puzzle. The last puzzle included some basic
arithmetic, but the emphasis was placed on logic, reasoning, trial and error, patience, and
critical thinking. We finished the evening with a debrief and reflection, tidiethe space,
and previewed the events planned for the culminating evening. Each session was planned to
provide engagement and collaboration where participants could forge relationships and
establish a cohort to support one another in the months andyearse.

Final Thoughts

| chosea workshop design for my project to allow for social connection apefison
development and transformation of held beliefs and attitudes toward mathematics. If the
Covid-19 pandemic brought anything to light, it was thienlan need for social connections.
Creating a workshop series offered to a small number of participants facilitated the
development of trust within the group. Your workshop should be approachable, engaging,
and have a confident flow. Keep in mind some efftan Simple Rules for Running Effective
Workshopgrom Pavelin et al. (2014) which state to decide whether a workshop is the right
choice for you, choose participants carefully, identify suitable activities, identify facilitators
and brief them (if neceasy), consider location and logistics, plan the agenda (but be
flexible), get the best from your participants, and importantly, follow up with facilitators and
participants in the short and long term. This may seem like a daunting task but embracing
lifelong learning for me, means taking risks. If your workshop does not go as planned, reflect,
refine, and grow. | encourage you to throw yourself into something new as a project, and
enjoy the experience.
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5. Graffiti art workshops as a pedagogy of possible dreams

BRUNO DE OLIVEIRA JAYME

Often linked with other forms of street art and embodied practices suchlasphip
(Recol |l et , 2015; Ross et al .rand dfténumauthoisseédt a s |, 2
creative art pieces in urban spaces that are prdducselfmotivated individuals or
collectiveso (Fransberg et al grafftodseratdh, p. 1) .
scribble) or the Greeggraphein( 9} Y Us3) (to scratch, to draw,
words and/or images on publigréaces that are produced using spray paint or sharp
instruments (Waldner & Dobratz, 2013).

Ross et al. (2017) have observed a longstanding resistance to graffiti scholarship
because it is often linked to notions of graffiti as being deviant, rebellransgressive, and
uncomfortable to the eyes of mainstream society. Depending on whom you ask, graffiti is in
perpetual crisis. From people who are concerned about graffiti to the artists that produce it,
scholars who teach and research it, and fans ofjémee, there is constant debate
surrounding its traditions, political and pedagogical potential, and its power.

In this chapter, | look specifically at one aspect of graffiti at$ function in the
realm of critical pedagogy. | outline the steps teigie a graffiti workshop that can be
adapted to different contexts and with no professional art training required.

Graffiti art and critical pedagogy

An increasing body of research has challenged the views of graffiti as acts of
vandalism or violation ofocial taboos, rather portraying it as legitimate creative expressions,
political participation, and pedagogical sites. Graffiti can, in fact, foster the types of
dialogical and dialectical spaces that Freire (1978) and Giroux, 2020) call for. Thatuséeca
graffiti art is perceived as interactions wi
identity, culture, thoughts and emotions (e.g., Fransberg et al., 2021; Lamprou & Kandylaki,
2021). It also acts as public intervention, a means to chall@mgression, and tactics of
resistance to challenge power relations (Fransberg et al., 2021; Sitas, 2020; Tas, 2017,
Waldner & Dobratz, 2013; Zaccaria, 2017). Challenging unbalanced power dynamics and the
hegemonicstatus qudhat (re)produces oppressiand instead focuses on education for
individual and collective liberation and emancipation is the core of critical pedagogy (e.g.,
Giroux, 2020).

To illustrate this, Sitas (2020) explored how a cuHexkgraffiti project conducted in
a rural town in Sot Africa, grounded in participatory practices functioned to challenge
normative processes of regeneration. The artists transformed neighbourhoods that seemed to
be failing into vibrant and renewed ones. The project, thus, functioned as a public pedagogy

inwhi ch Athe instrumental i zat i-cemricasfopposedtd ur e W
an elitist agendao (Sitas, 2020, p . 10) . Sin
space for alternative #ieamings and narrations otherwise regardechasr gi nal 0 (p. 8¢

The author explored how cities in Egypt and Turkey became sites of contestation through

graffiti practices in the 2011 Tahrir Revolution and the 2013 Gezi Protests. The artists on

those occasions used graffiti as public expressiornswi s u a | utterancesd, o
to the government 6s mov e-wideathraghanterdet shaingned at t
thus playing a major role in the outcomes of those uprisings.
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Other ways in which graffiti can be instrumental in marking r@ethiming public
spaces can also be observed among Indigenous resistance movements. Kato (2018), for
example, outlines how graffiti serves as an aesthetic and symbolic response to the latest
forms of the colonization and hostile occupation in Hawaii. ighoaerosol writings, graffiti
chall enges the prolonged colonial and milita
accompanied by a myriad of contested issues of jurisdiction, sovereignty, property claims,
and ecological integrity (Kato, 2018). Hé¢ato, graffiti operates as a decolonial tool through
Indigenous practices. In downtown Toronto, it has also been widely used as part of
Indigenous resistance movements and as sites of knowledge generation. Recollet (2015)
showed how spatial tags have betategically created in support of both #ldleNoMore and
#MMIWG2P (missing and murdered Indigenous women, girls and two spirited people).
Linked to supporting movements, graffiti serves as a cowp@ee, whereby it lifts ghetto
i nhabi t an tisilityoreaffirmiagfthe Bxistence of the silenced ghetto residents by
making their voices physical and concrete on

Due to its complex and controversial nature, teaching courses on graffiti can
generate discomfort amongstidents, but it can also be used to create awareness about
misperceptions of the artwork and the people who use it (e.g., Ross et al., 2017). Lamprou
and Kandylaki (2021), for example, describe a project conducted with graduate and

undergraduate studentsi Gr eece, wher e participants were
the university community on equality and respect for diversity and thus contribute to social
changeo (p. 354). The creation of graffiti n
become more engaged with their studies but also enhanced their critical thinking, especially

on matters of soci al i nclusi on, human and so

ageism and social racism.

Al-Khawaldeh et al. (2017) conductediscdurse/visual analysis study of selected
graffiti arts displayed at two universities in Jordan. The researchers collected samples from
public toilets and conducted a systematic analysis (functional, lexical, and syntactic) to
capture and retain the megsantended by the graffitist. Thematic findings included a
mixture of personal statements (individuality) as well as social and national, religious,
political, and taboo topics. They found that
of communcation, it aims for visibility of emancipation and liberation.

There are numerous ways of analysing but also, of producing graffiti. In traditional
graffiti, for instance, the artist often sketches out the composition on a small paper before
transferring ¢sing a projector or copying freehand the sketch onto the wall) using artist
guality spray paint. Contemporary graffiti welcomes more diverse mediums, such as acrylic
or construction paint, felted pens, crayons and stencils. While some traditional grtstisi
contest these new forms, they are seen by a growing number as more inclusive and
accessible. They require no drawing skills, are-tmst, and can be reproduced as many
times as the artist desires.

Graffiti art workshop

In this section, | invite Qu to participate in my graffiti art workshop. My first
intention is to demonstrate the graffiti stencil technique | have developed in the past to
produce powerful images that can be done on walls and reproduced on posteshatsd T
This is very usefuin acts of protest or social movement contexts because images can be
easily created and quickly reproduced and spread around. My second intention is to suggest a
stencil graffiti workshop that can be adapted to different contexts aiming forithe co
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construction and mobilization of new knowledge. It can also be used as a space for data
collection in artscommunity based research and to engage participants in conversation

about social justice, and graffiti work as pedagogical sites encouraging dialogical and
dialectical spaces. | often begin the graffiti workshop with conversations with participants to
decide the theme of the stencils, followed by instructions on how to properly and safely cut

the stencils out, and how to apply the paint on the wall or omasaf we do not have an

available wall. | then demonstrate how to create stencilssbirts, often ending the

wor kshop with a gallery walk, where particip
engage in conversations about the process andnidiepfioduct. | lead this final conversation
according to the purpose of the workshop. For instance, if | am using the workshop as a space
for research purposes, (i.e., data collection), | would prompt questions about meaning and
individual perceptions angersonal stories. | make audio and visual recordings of the whole
process and use the recorded material as my primary data sources, with the artwork itself
being the secondary data source.

Time: Depending on the facil ibédoneonr2dairs,i nt ent
or extended hours or even split over different days.

Materials: (available in most art supplies store):

Spray cans for graffiti in a variety of colors. It is important to use graffiti artist
guality, otherwise it will not work othe tshirts. Participants in the workshop can
share the paint to lower the costs of the workshop

Craft paper to use as the base of the stencil

Pencils to draw the images

A4 white paper sheet to draw freehand images, or to print images out of a computer
Computer connected to the internet if participants would rather print an already
existing image from the internet

Exacto knife to cut out the stencils

Cutting board to help cut the stencils and avoid damaging your table

Tulle netting to hold the stencil todper

White glue to prime the stencils and apply the tulle netting

Small paint brushes to apply the white glue

Ti shirts to apply the stencils on

One can of liquid adhesive spray to hold the stencil tight to the surface before
applying the paint

A wall or alarge primed unstretched canvas to apply the stencils on

What to do

Once you have the above supplies in hand and have gathered your participants for the
workshop, decide with them a social issue they want to visually explore in their graffiti art. In
thepast, | have facilitated this workshop with 10, 20 and 35 participants, and their chosen
themes have included local recycling cooperatives, urban vegetable gardens, #idlenomore and
#blacklivematters and conflict resolution. Next, ask participants to witdwtheir pencils, a
silhouette of an image they think best illustrates their chosen theme onto their A4 paper sheet,
as illustrated in Figure 5.1.
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Figure 5.1.0verview of the graffiti workshop (details of the silhouettes of images and stencils already cut out)

The urban vegetable garden group printed illustrations of hands holding carrots, while
a conflict resolution group printed Mahat ma
be as creative as possible. Alternatively, if they feel intimidated whed &as draw and
most of them will feel this wayask them to print their silhouettes off a computer. To do so,
in any internet 1 mage search, type key words
sil houetteo and a nlatedricfthoseiwords wih comeaup. Sugfestitheya g e s
choose their favourite and print it out.

Then, using their paint brush, have participants cover the entire back of the A4 paper
sheet with glue (it is the back of their images). Slowly, to avoid the formatiair bubbles,
glue the A4 paper sheet onto the craft paper. Make sure the craft paper is approximately 10
cm all around bigger than the A4 sheet. Leave it in plain air to dry or use a hair dryer to speed
up the drying process. Next, cover the entiresAdet (on the side of the drawing) that is now
glued to the craft paper with white glue. Let it dry in plain air or use a hair dryer again to dry
it out. This process is finished when you feel your drawing is completely dried and the paper
feels o6crispy©o.

Next, placing the dried paper onto the cutting board, use the exacto knife to cut out
the image, following the outline of the silhouette, as shown in Figure 5.1.

Tips:

When in doubt about what parts to cut out, always follow the silhouette outline; the
black portions or the inside of the drawing is where the paint will go through when
you spray it, so this part should be cut out

To avoid any accidents, never slide the knife onto the paper facing your finger
Keep the knife as parallel to the papepassible to facilitate the cutting

Then, using the paint brush and the white glue, apply the tulle netting covering the whole
stencil. This will prevent the stencil from rolling up and dissolving with the paint, which is
liquid, and you will be able to kpeyour stencil for many years.

The last part of the workshop is to apply the paint. To do so, shake the can for 1 minute
with one hand, and hold your stencil against the wall with the other hand. Always keeping the
can upright, release the paint by preggime cap of the can. After covering the stencil with
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paint, remove the stencil and contemplate your work, which will take approximately 5
minutes to completely dry. If you are not authorized to work on a wall, hang the unstretched
primed canvas againsteiwall instead.

Tips:

Apply the paint slowly and consistently, following first the outline of the silhouette
and then the centre of the drawing

Hold the stencil very tightly to the wall to avoid paint leaking underneath the stencil
Keeping the can ithe upright position will prevent it from releasing paint underneath
the paper and jeopardising the final image

Mix the paint to make it more colourful

To make the-shirts as shown in Figure Sb2low, spread theghirt evenly onto a flat
surface, anddd a blank paper inside thahirt. The blank paper will prevent the paint from
leaking through the fabric and staining the back of the shirt. Apply the liquid adhesive on the
back of the stencil and place the stencil onto the shirt. The liquid adhelisgok the
stencil to the fabric and will prevent the paint from leaking underneath the paper and
damaging the final image. Apply the paint in the same manner as you did for the wall as
described above.

Figure 5.2.0verview of the painting phase of the workshop. Stencils being applied on a canvas astirte T
Tips:

Once the-shirt is painted, spread it onto an ironing board with the drawing facing up,
then over it with another fabric and iron it. The heat from the iron will melt the paint
into the threads of the fabric. This process will hold the drawing intact washing

the shirt

Conclusion

While graffiti might be seen as art or crime, it is much more than that and is, in fact,
an indicator of important groups and subcultures that operate amongst us on a daily-and ever
increasing basis. Moreover, graffiti, itelemonstrates the irreconcilability of differences
that can occur amongst people, as well as the difficulty of meeting the needs and demands of
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people who hold radically opposing perspectives and beliefs, yet are responsible for youth
socialization. Grditi is much more than just art; it is a lightning rod for opinions about the
very beliefs that we cherish in Canadian society, namely our rights to private property, good
governance, and freedom of expression.

Having citizens with no professional trainiimgthe arts, working together in a graffiti
workshop creates spaces for dialogue about social issues that matter to them. This process
helps participants to establish strong relationships with each other, while collectively
imagining an alternative reafifor themselves. Once participants experience this new way of
operating in the world, they are left with two possibilities. They either stay where they are
and continue contributing and participating in systems of oppression that keep them on the
margins,or they seek this alternative reality that they now know is possible. This process is
what Freire (2001) identified as the pedagogy of possible dreams.
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6. An experiential course design process: Toward a humanizing curriculum

DeBBIE PUSHOR AND MOMINA KHAN

The educational larsgape and curriculum are shifting tremendously as educators
attempt to grapple with systemic and global issues, institutional and political violence, racial
and religious injustices, and righteous and dangerous resistance which are surfacing during
these mtense times brought forth by the COVID pandemic. Presently, educators in
universities face many frustrations and disappointments whereby working to create needed
change becomes inevitable. Theoretically, there has been much talk and research conducted
on injustice, inequality, dehumanization, and discrimination; however, at this time, people
taking to the streets in mass protest, raising their voices for justice causes, and promoting the
need for open activism, often at the cost of their lives, signifie substantial gap or
institutional void that exists between theory and practice. Breaking the silence has become
part of a greater effort to restore agency to the historically marginalized while challenging
narratives of White hegemony and racial sapaey.

We designedeaching and Learning in Community Educatisan experiential
learning course for Bachelor of Education students. The purpose of our course, and the focus
of this chapter, was to take undergraduate studersg®and into diverse camunities in
order to understand racial/religious/historical relations and humanizestanding issues.

Through sharing, engaging, listening, and learning from, with, and alongside one another, we
foreground the notion that we are not only members oéeedicountry as Canadians, but

more importantly, of a shared humanity as human beings. Activities included participating in
an Indigenous Sweatlodge, having lunch with local guests in a core community meal centre,
learning about poverty and food securitytee Food Bank, and a visit to tBaskatoon

Misbah SchoodndMosque In this chapter, we draw on this latter experience to illuminate

core elements of our course design process.

Experiential learning course design elements

Ourcoursedesigpr ocess was situated in Deweyos (
experience is education. As experiential learning engages students physically, spiritually,
emotionally, and intellectually, it has the potential to influence their disposition about others
who are different from them, whether that difference is one of race, religion, geographic
location, or socioeconomic status. Typically, the word disposition is thought of as a thing, as
atraita personposses$eds c har acteri sti cisnd,td idarmdfei, roclai rMma
(http://dictionary.reference.com/browse/dispositidn our work together, we also consider
disposition as an action, as a conscious aGtdeii s po$§t bi mave apart or fia

(http://dictionary.reference.com/browseKlis a us u al Aposition, 0 a us
(1997) writing,-psbet atissfor eangagementimcrntinuéld i s
processes o0tk nloewaor nakimdg viithoo(ti@sn ci t ed i n Pushor,
Our work as course designers was to build elements into the course that encouraged processes
of | ear Binnogw ot caknido mi.n datelfitekey elements to this process
essential to achieve -kimdowo oaktirdoovimecm tof | ear ni n

Working within a 6community of cons:s
An experiential learning course requires openness, vulnerability, aridkisk) on
the part of sidents and instructors (Pushor, 2013). To this end, we begin our course by co
constructing a Acommunity of conscienceo ( Hi
6) with the intention that all/l me nmaboaitrbg of o wu
the teacher and by each othero (Au, Bigel ow,
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we brainstorm and chart together, we ask,

|l ived action?0 or AWhat wpuilfd d?dhear you say

We ensure that their contributions are true commitments by asking students to review
the community of conscience each class, setting their intention for that day. We then ask
them to reflect at the end of class, noting personal thoughts alkauntbractions in the
learning or thanking someone for a way in which they supported their learning that day. As
instructors, we use the community of conscience to problem solve with students, if issues
arise, and to celebrate the growth of our commumir time.

What the community of conscience does is lay the foundation for the dis/positioning
work that is to come. It asks students to be wide awake to who they are in community and to
how their words and actions reify or interrupt taerrgranted psitioning. It provides solid
ground on which to st and -kanso wihnegyo-keanogdei giieg oi dn

i
nfy-

o]

Figure 6.1 New interactions in a Muslim community

Experiencing theory
Foundationally, in a course it is typical to provide students with opportunities to gain
new or refined theoretical understandings of key course concepts. Those opportunities most
frequently come through a careful selection of current and provocativeegeadings and
materials, as well as thoughtfully designed lectures and discussions. Pairing these theoretical
concepts with an array of lived experiences creates intensified educational potentialities.

Example:St udents read the Misbah School 6s t
well as articles by Khokar (2019)he power of stories: Learning from complex characters ta
counter Islamaphobiagnd Khan (2019).ectio divina: A call for Salah and poeteing At the
Saskatoon Misbah School, students were welcomed by the principal, Brother Hajinoor, ar
shown ablutions, the act of washing that takes place prior to entering the mosque and en
in prayer. In the mosque, students observed the praf/dre children, staff, and attending
community members. One group then toured the school and met teachers and children in
while the other group met with the Imam on the carpeted floor of the mosque. After a swit
roles, everyone gathered toget to share in coffee and homemade cake brought by the
principal, and to ask questions, express wonders, and share thoughts and feelings evoke
their visit.

We have found over the years ofhasour worKk

experience creates a greater openness in their minds for new learning. Situating theory and
experience alongside one another evokes affective, embodied, and intellectual engagement
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with course content. Amidst -keowk,h wemigahy,e memtaq
example, was to let go of previously held beliefs or assumptions about Muslim people as they
entered a new space as a |li«newér, asbsbaeyewrs
with moments of ambiguity and uncertainty in thealding of a welcoming experience

hosted by people whom they may have feared or avoided in the past.

Figure 6.2.0bserving students during afternoon prayer (Zuhr)

Learning with o6the otherod
It is also typical in a course for students to lesttoutt he Aot her , 0 di st an
them. They gain knowledge in the relative safety and familiarity of a university classroom,
shaping and reshaping their beliefs, assumptions, and understandings withpbe of the
course instructor and materials. Key to an experiential course design is the creation of
opportunities for students to learn with and from the individuals central to the course foci. It
is in the up close and personal, in the stories pestygese to talk about themselves, that
doorways to new learning are opened.

ExampleeBot h t he | mam and principal encour
them all questions would be answered with full openness.

Student r ef | eovtl pesanally n2verarily underStbod the reasoning behir
the hijab but from this experience | definitely emerged with newfound knowledge,
understanding, and respect for the high regard Muslim people hold their women in. Thi:
experience offered that oppunity for me to learn, listen, and ask questions, as well as fc
the brief time in the mosque, be put inr
experience has strengthened my knowledge and understanding of Muslims and their
practices. | knowtis knowledge will help me relate to students, parents, and other mem
of the community as well as in life. | could not have asked for a better way to learn, ask
6toughdé questions, and see their practi

It is in sitting side by side, speaking with one another, sharing cake and coffee, that
understanding deepens in ways not possible through any other means. In this human
exchange, akpowcegé sef e D amiscogneeptisnsocbursamslgns, and
our exampl e, -kan opwioncgeds sw hoaft dévhuostl i m peopl e bel.
acknowledged until their stories are told and their voices heard.
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Figure 6.3 Introduction at the Saskatoon Misbah School, Islaksgociation of Saskatchewan (IAS)

Sustaining relationships

Another key experiential learning design element in our course development process

attends to sustaining relationships. While trust and relationships are critical-takiisl and

vulnerability,they take time and continuous contact to develop. Along with the sequence of
encounters during classes in which students

design a further course element in which students locate themselves in onefoo2i@xt

hours over the term, to build a personal, sustained, and contextualized relationship of their

own. By hosting community partners for a meal, students have opportunities to meet leaders,

learn about their organizations, and interact with them pdigomaey then determine where
they would like to build a sustained relationship and mutually determine with their
community partner what they will participate in and contribute to during their time with
them.

Student Reflection on CommunityHours: | was drawn to the Misbah school because | w
curious to see how the religious aspect impacted the school atmosphere and classroor
practices. | recognized a huge hole in my understanding of the Muslim religion and cult
and would have no idea bbw | as a teacher could make my classroom the most welcon
to Muslim students. | was raised in a family that believed the Muslim religion was quite
stifling of its women, mainly due to media, and | wanted to see if that was true bwast.
very happyto see that the belief my family held about the religion being repressive of w¢
was wrong. | was ashamed that | once held that belief myself. As | went into the schoo
nervous because as a white woman | am rarely ever the midwitiie volunéering went
on, | built a relationship with the Grade 1 teacher. It took me the better part of my
volunteering to start to understand more of Muslim religious practses.teacher | would
want to make sure my students had a space to pray and thatsfr®ain celebrated their
religion instead of judged it or ignored it. Overall, | feel that this experience really allowg
me to understand the beauty and the kindness of the Muslim religion and community.

In her reflection, this student makes her dis/positioning evident. She expresses how

she shiftlmdowirmgo imoew t o wel come Musl i m

chi

prospective -Ehawsngombtasé@dnunderstandings
desire to create a classroom where Muslim children and families are centered and celebrated.

We see the importance of time and relationship in this process of dis/positioning.
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Figure 6.4 Meeting students in an alternative context
Investing personally

Experiences with self are as important as experiences with others. Another element of
our course design is to ask our students to
i nwardo (Pushor & Ruitenberg, 2difgsStheyhodonsi de
and where/how those understandings have been shaped. As they see themselves anew, within
carefully structured course assignments, the most significant learning that happens for them is
not as much about the other as it is about themselves.

Keeping a Narrative Inquiry Journal: Clandinin and Connelly (2000) wrote that we live
storied lives, we tell stories of our lives, and, in that telling, we gain the opportunity to dee
our understanding and to retell our stories in order to live them in the future with new
possibility. Asstudents engage with others in community contexts, they are living stories o
experience. In one course assignment, we ask them to write stories of these experiences
have touched them personally and profoundly, and then unpack thoseisstr@esmgt h e i
what 20 Why is this story important? What
personally as they consider the ANow whsa

may be and for how | might live that out?

Bringing the learning close, investing in going inward, risking honesty and
vulnerability, requires a process of #atowing self, to interrogate internal thoughts and
feelings in ways that open oneself to newly educative and illuminating insights. Stadent
challenged to wknow or unlearn the human tendency to look outwards at others to look
inward at self. This design element, through scaffolded unpacking of lived experience,
intends to have students realize that they change the world by changisglthesm

Building relationships with community partners

An experiential learning course also requires much advanceivwadtén over weeks,
months, and even years. To take students into community, it is important that instructors have
invested time to build trusting and reciprocal relationships. As you determhiat you and
your students will gain from these relationships, it is also important to ask what your partners
will gain from their relationship with you and your students. Multiple visits on site spent
getting to know one another and exploring educatipatentialities for you and your partner,
build their trust in you, their support of your course goals, their sense of their role in

29



achieving those goals, and their sense of
mission and purpose.

Through advace visits, you gain increasing familiarity and comfort with the site,
deepen your learning and relationships, and enhance your ability to prepare your students
well for the experience; facilitate their learning before, during, and after; support them in
their risktaking and vulnerability; and respond to their questions and wonders.

As educational, social, and cultural foci shift within your community, you continue to
add new partnerships, perhaps part from others, and work in new ways with established
patners. The relationshipuilding foundation of an experiential course, then, is ongoing.

T
(.

- ~ ’
Studentsf

.......

Figure 6.5.Because we are connected

Co-teaching and ceexisting by example
In courses with the purpose of dis/positioning students, we recommensteection.
Just as one of the core course design elements is learning with, not about, we equally promote
teaching with, and not about. When White educators engage intedgeply with educators
of color who identify as cultural insiders, undergraduate students are better acquainted with
the inner workings of diverse communities, their lived experiences, and their knowledges.

Figure 6.6.Co-teaching and cexisting by exaple
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In our example, as White and Muslim educators, otteaching as instructors and
coexistence as sisters serves as a model for students on how to build deep and caring
reciprocal relationships for the purpose of effective engagement and commurasatieh
as experiential learning.

Figure 6.7.As both instructors and sisters
Closing thoughts

When our intent is to prepare students for engagement with critical subjects like
equity and social justice and to challenge contentious realities of sgssism, exclusion,
and marginalization, it is critical that we
encounters, [responses and delivery] are jux
elements of course design to create an experientraimgacourse, we offer students a
contextual space where they can develop authentic and meaningful lived understandings of
diversity, see that change can take place, and make a commitment to be a change agent
toward such transformation.

References

Clandinin, D.J., & Connelly, F. M. (200Q)arrative inquiry: Experience and story in
gualitative researchJosseyBass.

Christensen, L. (2009).eaching for joy and justice: Rmagining the language arts
classroomUrbana: National Council of Teachers of English.

Dewey, J. (1938)Experience in educatiorCollier Macmillan Publishers.

Fels, L. (2013). Waiting fricaHasblhydt Sonds Cal |l
(Eds.),Contemplating curriculum: Genealogies/times/placesylor &

Francis/Routledge.

Khokar, R. (2019, Winter). The power of stories: Learning from complex characters to
counter Islamaphobi&TFO Voicehtips://etfovoice.ca/feature/powstories
learningcomplexcharactersounterislamophobia

Khan, M. (2019). Lectio divina: A call for Salah and poetic befgjzein: Arts & Teaching
Journal, IM]), 73-97.

Pushor, D. (2013). Planning and living a curriculum of parents. In D. Pushor (and the Parent
Engagement CollaborativeQprtals of promise: Transforming beliefs and practices
through a curriculum of paren{gp. 2155). Sens@ublishers.

Pushor, D. (2011). Attending to milieu: Livingcarriculum of parentslongside teacher
candidates. In J. Kitchen, D. Ciuffetelli Parker, & D. Pushor (ENswative
inquiries into curriculuramaking in teacher educatiqpp. 217237). Emerkl Group
Publishing Limited.

31


https://etfovoice.ca/feature/power-stories-learning-complex-characters-counter-islamophobia
https://etfovoice.ca/feature/power-stories-learning-complex-characters-counter-islamophobia

Pushor, D., & Ruitenberg, C. (200Parent engagement and leadersHiy. Stirling
McDowell Foundation for Research into Teaching.

32



7. Transforming an introductory educational psychology online course::
design,consultation, and implementation

DANIEL CHANG AND QINGHUA CHEN

Although there are negatives, one of the positive aspects of online education is its
flexibility. Students can receive instructions anywhere with an Internet connection.
Successful online edutian courses have several important characteristics, such as quality of
materials, availability of faculty members, and support for enrolled students. Due to its less
interactive nature, asynchronous courses, where students control the time that thay spend
digesting course materials, have posed instructional challenges (i.e., student motivation) for
course designersipllenbeck, 2020Hrastinski, 2008).

Originally the Centre of Distance Education (CODE) at Simon Fraser University
managed all disciplingrdistance education course delivery. A decision was then taken to
have each disciplinary department manage its own online courses for quality assurance and
budgetary reasons. Our Faculty of Education established an Online Hub program responsible
for desiquing and delivering model online learning courses to our students in response to this
administrative change. The Onlihtub Team oversees online course development by
collaborating with existing experienced Faculty members and several cdrasact
lecturers. The first author was invited to be part of the pilot Online Hub Team to work on
transforming the existing CODE educational psychology (EdPsyc) course for the new online
learning (OL) courses. The second author is an experienced teaching assistamefof the
Facultydéds OL courses. We worked together in
conceptual development of the course. In this chapter, we will describe the process of re
designing the online EdPsyc course and some ideas and chaltbagwe have encountered
during this redesigning process.

Context

In our Faculty, EdPsyc is the prerequisite to other hitgnesl education courses or
other credential requirements. In the traditional fmeface EdPsyc course, the instructor
meets with the students twice a week for 1 hour per lecture. The coursadesssistant
meets with the students once a week, supplen
course objective is to help students master the disciplinary terminologies in education. Topics
covered in the course include a) developmental views ofileg b) diversity culture and
multilingualism; c) the complex cognitive process of learning; and d) assessments. Our
institution has a 1-8veek trisemester system. The assessment used in thitofé@ee course
included two exams, chapter quizzes, aféection essay, and one final essay. Different
instructors place different weights on these graded components.

The CODE version of the EdPsyc course, on the other hand, is completely
asynchronous. Students study the textbook for weekly learning andigten instructional
notes from the learning management system (LMS). The instructional notes intend to
supplement information not provided by the textbook. Students also participate
asynchronously in graded online discussion forums that advance ttenstanding of the
course materials. Assessments include weekly vocabulary quizzes, a final essay, and on
campus exams.

Step One: Course concept mapping

A course concept mapping approach was adopted to conceptualize our ideas of course
design (Amundsental 2008; Robin, 2014; Sherborne, 2008). The use of concept mapping
intends to support the course design process, allowing course designers to visually reveal
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personal understanding of the course, to make instructional decisions, to understand the
Ak navwlee devel opment within a specific coursect

In our case, the first author was prompted to create a course concept map that
visualizes topics and concepts to be taught in the EdPsyc class. Following suggestions in the
literature, we identified the potential key concepts in the EdPsyc course (e.g., Amundsen et
al., 2008; Simon, 2010). Although identification of key course topics was a straightforward
process, one problem was that students felt that these topics are discemindisareet.

Concept mapping thus allowed us to focus on visualizing relationships of each topic and
further refine the structure of this course (Plotnick, 2001).

As in Figure 7.1 below, the core concepts are: a) learning how to learn and b) learning
the disciplinary genre/register in education. These two concepts are centred in the concept
map, namely metacognitive awareness. We carefully examined the key course themes in the
textbook and anchored these themes according to the three big areas inadthedeny,
research and practice). In this course, students will be exposed to different, interconnected
educational theoretical frameworks, research findings and educational practice. A theory is
developed out of research and practice; research candéusérm practice, or practice
can be used to motivate research and theorization. So, the three act as the anchors guiding the
course concepts and themes. For example, information processing theories in cognitive
development often guide testing in varsocontexts such as multipthoice tests that test
recall and recognition in English learning contexts. This shows that EdPsyc theories may
guide a school é6s testing styles and policy f
this course thus focusi@nabling students to navigate between the big three areas with the
course themes. In addition to explaining the key theories and research findings in education,
students also need to develop their awareness and sensitivity to the emerging educational
issues by developing an argument, participating in online discussions, and synthesizing
various perspectives pertaining to theories, research findings, and practice.

¢ )

li\ Learning about /i

\\ how to learn Y

\ =/

PM”CV

Figure 7.1 Concept Map for Introductory Educational Psychology

Step Two: Obtaining faculty input & re -thinking course delivery structure

The concept map developed in the first step creates the skeleton of the course. The
design of this course heavily relies on the
should be struared and taught. Robin (2014) states that successful online course
devel opment requires multiple stakehol dersbo
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designers are not always available in course development, obtaining feedback from

experienced faculty embers who have taught the similar courses is an important step.

Unlike the traditional onsaysall course development approach, the tdmsed course

devel opment model has emphasized the contrib
and feedbacki.e., Crowley et al, 2018; Oblinger & Hawkins, 2006; Puzziferro & Shelton,

2008; Xu & Morris, 2007). Some, however, reported challenges working collaboratively in

online course development. Some instructors are professional in their knowledge domain, but

they resist changes of delivering courses online or they are unaware of how the institutional
instructional designer can support the course development (e.g., Brigance, 2011; Hsu, 2020).

Il n the first authorods consuihstrcttomabn wi t h s
designers about this EdPsyc course, the experienced faculty member determined the non
negotiable course topics, meaning that there are themes and topics which should be important
to further learning. Therefore, we ensured that these toadaressed in the course as they
will be re-addressed in depth in the uppevel education courses. Interestingly, during the
consultation process, we also discussed ways to decolonize EdPsyc, a field mostly dominated
by Eurocentric knowledge. When teadnthe synchronous online EdPsyc course, one
faculty member used critical questions to guide the progression of the course themes to
decolonize EdPsyc, such as:

By whom was this theory developed? What was the social positionality? What

might their blind spots have been? How has this theory changed over time? What
assumptions does this theory make about v
How has this theory bearsed by researchers, teachers, parents to further cause

of justice ancequityor hinder them? (llteigee, 2021).

She also aligned First Peoples Principles of Learrfi®R() with the course themes
(First Nations Education Steering Committee, 2021), ggidindents to reflect on how
Indigenous ways of learning and Eurocentric educational psychology can work together to
create cultural allyship. This decolonizing effort is also reflected in the newly designed online
course in the form of online discussiardms, which allow students to critically question the
EdPsyc theories, such as attachment theory and teaching students with special needs.

In addition, our experience as the graduate teaching assistants for this undergraduate
course taught us that strdigg students tend to have issues with understanding of the course
material or motivation to keep up with the course work week by week. Thus, setting up
deadlines, offering an online space for questions (visible to other students), giving
opportunities foprivate appointments, or providing optional video resources that explain the
course concept might help struggling students keeping up with the course work.

What is beneficial in this team course development process is feedback from the
original courselesigner and the Online Hub administration team members, who taught
different courses previously and oversee the whole developmental process. They challenged
the weekly course delivery model and pushed our thinking towards modularized structure of
coursecontent presentation. In the scholarship of curriculum design, a modularized approach
has been applied in various fields of study, such as computer technology education (Zahorian
et al, 2000), and information literacy curriculum (Moulaison, 2012). We st¢juzt in
course development, it is important to avoid sequential weekly progression of course topics.
Weekly progression of course topics, as suggested by Amundsen et al. (2008), may result in
students having an impression that these topics are disthetefore, based on the textbook,
we created five major learning modules. In each module, students need to spend time reading,
understanding and synthesizing information from the textbook. Students need to spend
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roughly 2~3 weeks on each module, allowihgm to manage their own course workload and
read the textbook materials, as detailed in the table 7.1 below.

Table 7.1 Five learning modules

Modules Theme Time

Module 1 | Basic Research Methods and Developmental Views of 3 weeks
Learning

Module 2 | Language Development, Culture, Diversity, and Equity 2 weeks

Module 3 | Behavioural and Cognitive Views of Learning and Teaching 3 weeks

Module 4 | Constructivist Approaches to Learning and Teaching and 3 weeks
Social Cognitive Views of Learning

Module 5 | Instructional Objectives & Assessments 2 weeks

This approach does offer some flexibility for students and ensures proportional
coverage of theory units, research findings, and educational policies and practices. This
online course modularized apach captures the dynamics of the course topics; meanwhile,
this approach embodies the asynchronous nature of online course, where students are given
flexibility and opportunities to engage online yet maintaining a more coherent manner of the
course.

StepThree: Implementation and academic integrity

Lastly, the implementation process includes: (a) recording introductory videos for
each module, (b) preparing learning activities for each module (c) captioning videos for
accessibility needs and (d) determmthe due dates for course components. From the first
aut horés experience, recording these course
months (8 to 10 hours per week) before the September semester started.

One challenge that we have encourdataring the implementation process is to solve
academic integrity issues and grade inflation (Eaton, 2020). Academic integrity has been a
known issue in online learning, as the absence of physical classroom interaction provides
opportunities for students outsource inappropriate support online (Moten et al, 2013;
Underwood & Szabo, 2003). Departing from traditional beliefs in dealing with academic
misconduct, Chang (2018) urges psstondary institutions to-taink the learning needs of
students whildnandling academic misconducts; the determining factor of contract cheating
comes from studentsdé | earned helplessness. GC
duty-of-care framework that urges instructors to seriously consider academic misconduct as
an existing issue in learning and recognize that combating academic misconduct is the shared
responsibilities of educators and all stakeh
handling academic integrity issues, we have set the module assegsainees according to
the following guidelines:

1. Each module quiz assessment can be attempted twice.

2. Questions are displayed one at a time, and writers cannot return to the previous
guestions.

3. Each concept tested has alternative two or more questions.

4. Each module assessment is timed roughly 40 minutes to 90 minutes depending on
content.
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5. Before they agmpt the module quiz, add a confirmation statement that they will not
copy the questions, sell the questions or work with others. The exam questions are the
SFU6s intellectual properties.

6. If grades are not satisfied, students can obtain feedback framsthector for
suggestions on what to study and where the mistakes are located.

Such assessment setup, however, makes the quizzes more difficult, as students need to take
the quizzes within a set range of time frame, and they are not ablddaarqueon once

they proceed to the next question. However, from the midterm course feedback, the students
generally understand the situation of online assessment and academic integrity issues.

Concluding thoughts

The process of redesigning an online course took roughly about 12 weeks to
complete. Completion means that the course is ready to be published on the LMS, yet the
course still needs to undergo another iteration and maintenance. These maintenance tasks
include getting student feedback and adjust some of the course structures, identifying in
depth ways to decolonize the whole course and/or adding more quiz/test items that expand
the repository of test banks. In this chapter, we have described the thres stapessigning
the online EdPsyc course: course concept mapping, faculty input and implementation.
Drawing on existing literature inlearning and course development research, we illustrate
the online course design process and our reflective raticioalése course design. As many
have indicated in course development scholarship, course development is not a linear process,
yet online course development needs to be negotiated rigorously and collaboratively to
achieve its quality delivery.
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8. Designing an experiential field trip

BRADY DOLAND

As we move further into the 2tentury, teachers are adapting to a constantly
changing world (and curriculum with it) by discovering or designing new, creative ways to
teach academic subjects that enable students to acquire knowledge and skills that will help
them to thrive academicgllbut equally importantly, socially. Traditional practices of
classroom instruction are for many, receding in favour of new experiential learning
Aopporfaniteaesning that are not available wi
& Jones, 2004p. 1).Experiential learning is learning in situ, in a workplace, organization,
community or outdoor setting. It offers opportunity to apply academic learning tovoeal
problems in diverse situations (Wurdinger & Carlson, 2010).

My goal as a teachés to prepare my students for the world in which they currently
live and will shape in future. I help them to gain new understandings of the most important
issues and problems in society but also, the opportunities available to them. | want to see
them beome active and knowledgeable citizens, agents of change in their communities and
in the world. My objective in this chapter is to share why | think field trips are important
ways of teaching and learning and how | designed an experiential learningifiels iny
major academic project (Doland, 2017).

Why experiential field trips are important
Research shows that field trip experiences are important because they allow previous
|l earning to be wutilized in a Omoeareanmwgut | dé co
relationships with the environment, society, other people and cultures and even, oneself (e.g.,
Mahgoub & Alawad, 2014; Myers & Jones, 20).1BorMahgoub and Alawad (2014) field
trips expose students to new and diverse situations and toatarintroduce them in new
ways to the o6familiaré, and this enhances kn
and engagement.
As a physical education and experiential learning teacher at St. Michaels University
School in Victoria, British Calmbia, | have designed numerous field trips in national and
international settings. These have ranged froimuiling an automobile teehding a group
of grade eight students on a twell@y journey through Greece to explore its rich history
(Doland, 2017.
Dewey (1938), a founding voice of experiential education, discusses the many
benefits of this practice. He notes that
As an individual passes from one situation to another, his [sic] world, his (sic)
environment, expands or contracts. He (d@@s not find himself living in another
world but in a different part or aspect of one and the same world. What he (sic) has
learned in the way of knowledge and skill in one situation becomes an instrument of
understanding and dealing effectively with #iiations which follow. The process
goes on as long as life and learning continue. (p. 34)
My experience of facilitating experiential learning field trips has shown me that all
students, but particularly those who did not excel in academics or were shy and hesitant to
put themselves forward, embody these types of experiences and flouriskirAstifidence
builds, their attitude towards learning improves. When students are engaged in learning
experiences where they see a purpose and can apply their skills, the outcome has greater
significance than simply striving to earn a better grade. Stsdetome motivated to learn,
and as a result, there is an increase in fAfa
(Myers & Jones, 2014, p.1; see aMahgoub & Alawad2014). | have witnessed many
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times students discovering things for whichtheynevek new t hey had a pass
moments where new understandings around concepts and ideas that were difficult in the past
become clear. Moreover, as Dewey (1938) reminds us, knowledge gained in one situation can
benefit in another. The crux of thearning also often occurs during the reflective process
where students evaluate their decisions consider what worked, what did not and implications
for other contexts.

You, the facilitator, also play a key role. Chapman, McPhee and Proudman (1992)
arguet hat AiI f the teacher carries out the role
they ever could on their owno (p. 17) . Howev
truly studec ent r ed, students fAmay noal Iboe (apwarle7 )t.h e

Preparing for the Mout Everest Base Camp field trip

The development of this field trip design for my project reflected a need to create
more experiential learning opportunities for haoddearning, cross cultural engagement,
outdoor eduation, and leadership. Below, | speak to the course structure, the objectives and
then provide a snapshot of the activities we engaged in prior to going to Nepal.
Course structure

This course at St. Mi chael s Undevteryeari ty Sc
and finish in the fall of their grade twelve year. To fulfill the programme requirements,
students need to participate in several grade ten experiential pursuits including the final five
seven days experiential expedition in June that willdawstudents into the Rocky Mountain
Alpine where they will journey on a multiay hike and sleepover in tents/huts. Previous
pursuit days will prepare them for this Rocky Mountain Trek. To fulfil the program
requirements in their grade eleven year, stuglraed to participate in a leadership and
orientation training day, a winter term trip, a spring term trip, and the International Nepalese
Everest Base Camp trip. In the fall of their grade twelve year, outdoor leadership students
will be asked to take otie role of a student leader and apply their learning from their course
experiences to be a supportive lead on a Senior or Middle Schewipoutunior School
outdoor days, or manage a student project.

Primary objectives

Beginning with thgorogramme objectives is critical because it dictates the diverse
activities. One of the primary objectives of
Character education is a growing discipline
ethical behaviour (Berkowitz & Hoppe, 2009; Katilmis, Eksi, & Oztiirk, 20Thjs includes
developing pivotal core ethical values such as caring, honesty, fairness, responsibility,
citizenship, courage, patience, perseverance, respect, trustworthinesspauad for self and
others.There were also a number of other critical objectives to my field trip. One was to
encourage knowledge, appreciation, and concern for the natural environment and the effect of
peopl ebs actions o n atthis.monéat, aadwe needcto do allove cama t e
as teachers in this area. The majority of the activities | developed were indbersut
because, as Ford (1986) noted, outdoor education is about

Commitment to human responsibility for stewardship of the;lbatief in the
importance of the interrelationship of all facets of the ecosystem; knowledge of the
natural environment as a medium for leisure; and acknowledgment that outdoor
education is a continual educational experience. (p. 8)

Improving physical fihess was also an important as was creating activities that could build
resilience through the physical, social, and emotional challenges of taking risks together.
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As noted above, | now outline the Day 1 itinerary for preparation for the field trip and
howthe various activities relate to key objectives laid out above.

Day 1: October 19 (Full Day)

What/Big Idea:

Todayds pursuit wild.l be focused on ge
games in the morning followed up with an afternoon hik&ugFinlayson, a challenging
mountain in Victoria.

*Gr. 10 students that did not travel to the Summit School or Sea to Sky Hike then thi
pursuit trip is mandatory to gauge students hiking ability.

Why: This will give trip leaders a good idea of hikinigiley and physical fitness. It will
also provide a snapshot of student perseverance and who can push themselves phy
socially and emotionally. Although it is only ah®ur hike it is more challenging (terrain
wise) than any part of the Everest B&semp (EBC) trail.

Details of the day:
Teamwork and game in the morning (8BW:30)
Brunch (10:3611:30)

Bus Departure: 11:302:00 (3Gminute drive to Goldstream Provincial Park (trai
head).

12:002:30 Hike Mt. Finlayson
2:30 Bus pickup
3:00 Backat school
3:30 Journal/Reflections
Extra Information
Hike: Mt. Finlayson (4km) round trip
Time: Approximately 1.5 hours
Difficulty: Challenging
Elevation: 410 meters

Located in Goldstream Provincial Park, the hike to Mount Finlayson is one stetgest
hikes as it climbs up and offers scenic views looking south towards the Langford are

At the beginning of the hike students will learn the different techniques of how
purify water (Goldstream river). They will have the opportunity to purigrtbwn
water and bring it with them on the hike for hydration. On the EBC students w
rely on this water purification system as water on the trek is contaminated anc
only option to stay hydrated that is environmentally friendly. Students witance
the option to purchase bottled water in order to ensure that therledrace
principles are followed.

A teacher chaperone/guide will hike ahead of the group and prepare themsel
mock a fake injury (in this case a serious fall that has esbinta broken leg).
When students discover the fallen guide on the trail, they must use what skillg
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already know to diagnose the situation and providediit This fake injury will
happen close to the top on mountain so the group can reflectsandsthe
scenario. This will be a lead into the next experiential pursuit day of survival §

Team Building Games/Challenge Initiatives:
Learning Objectives

Students will:
Experience the concepts of O6charac
Practice these qualities during activities
be able to define patience, respect, responsibility, and trustworthiness
Team Ski

Description: At St. Michaels University School, we have 5 sets of team skggolrps of
5, students will position themselves on the skis with rope handles that are attached
skis. The challenge is to traverse a specified distance without having a member of th
group step off the skis. The first challenge will be traversirtgagght line. After teams
have crossed the finish line, they discuss how they can improve their effectiveness.
second challenge will include a course with turns and obstacles.

Stuck on a Mountain

Description: You are high on a mountain that has gigberienced a major earthquake 3
crevices have opened up around you. There are three other mountains in sight, but
have got to navigate around the crevices. One mountain has people that are mute. (
people that are blind. One has people thatlaed. One has people that are unconscious
They have been struck by falling rocks. The people who are mute have the only anti
that will help them to regain consciousness. All groups have to work together to get
the crevices to save the knockaut people. They only have three crates and one plani
get across. They may not stand in the crevices. The group that is blind have the crat
the plank.

Organization of the activity: Each group has to stand in or around their hoop (mount;
the mauntains have to be built about five metres apart and set out in a square. The g
who are blind will be blindfolded. The group who are deaf will block their ears. The n
group will not be allowed to say anything.

Focused reflection

The day concludes, as do all days, with a structured, focused reflection. This is in fact
the most, for me, critical part of the field trip. It is where students make sense and meaning of

their experiences, where they see the whole picture, where thégngea¢ach other and
where they describe together what was learned, valuable and challenging.

There are several ways | use to encourage this critical reflection on the experience.

Firstly, | make sure that the activity encourages students to make consdmiween the

learning they are doing and the world by encouraging the big picture perspective, allowing

the experience to be generalized and personalized. Students should be able to reflect on their

own | earning, bringi nginsghtin® théensevesragd theio
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interactions with the world. Secondl vy, I ask
reflect on what the purpose of the experience has been. Thirdly, | ask what new skills were
learned. Below is a list of some diet questions | have used:

What was the purpose behind these activities?

What was the hardest thing for you to do?

Describe something that someone in your
educationd

What's the hardest thing for you to do in group work situations?

Think about the person on each side of you and come up with a character quality
that you think they &ve exhibited in these challenges/team building games.

What did you like/dislike most about the hike?
What did you hear, smell, or feel that surprised you?

What was your initial reaction when you
Did you immediatelyake charge or did you stand back?

What would you have done differently to help the injured guide?

My takeaway

The benefits of field trips for experiential education can last a lifetime. They can serve
as both motivators and ways through whichridevance of other academic subjects can be
experienced. The development of this course for me reflects the need to incorporate and
explore experiential learning activities that provides and integrates-barldarning, cross
cultural and service initiatie s, out door education, and | eade
leaders and educators require more global understanding, emotional intelligence, cooperative
ability and an empowering, rather than overpowering approach. We need also to find ways to
respond dferently to our environment. This course took aim at all of this by providing
students with the opportunity to acquire these competencies that they will need to thrive in a
constantly changing world but equally, to be agents of change in that world.
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9. Historically hacking: Redesigning the field trip to search for
underrepresented voices

MICKI VOELKEL AND SHELLI HENEHAN

According to Dictionary.com (2021), a field trip igrgp by students to gain firsthand
knowledge away from the classroom, as to a museum, factory, geological area, or
environment of certain plants and animals or a trip by a scholar or researcher to gather data
firsthand, as to a geological, archaeologiaathropological, or other site. We have
facilitated field trips in both ways over the yedfer us, a field trip is any excursion beyond
the traditional university classroom that has the intent of observing a phenomenon or process
in situ.

More recently we have begun to desifjeld trips to help the groups involved look
beyond the more obvious or normative narratives of historic sites and museums and to
guestion these official narratives, and to look for the presence or absence of underrepresented
groyps. In particular, we have created a field trip method that combines the methodologies of
photo elicitation (Harper, 2002) with feminism, and specifically, the feminist museum hack
(Clover, 2020; Clover & Sanford, 2019, 2020) as a way to guide groupsdeings or adults
through cultural sites with a critical eye.

Feminist pedagogy and the museum

Ouir field trips are grounded in criticB@ministpedagogywhich, as English and
Irving (2015) remind us, aims to foster a critical social analysis to suppmnitne n 6 s
empowerment for gender and social change. The task of the feminist adult educator, they
argue, id1 d create the spaces where students, colleagues and participants can have open and
critical discussion of power, class, gender and how these irtteésec( pCritical feinist
pedagogy is used by educators like us to focus on the stories that are told about women with
the intent of unearthing stereotypes and misrepresentations that seep into our consciousness.
The sites we have chosen for fielgp#; as noted in the introduction are historic sites
museums. Central to critical feminist pedagogic strategies in museums is to explore both
voice and silence. Feminist adult educator Clover (2020) tells us to ask: Whose voices are
represented and whoseailenced? Who tells the tale and whose tales are told for them?
These questions about stories are important because

how we have chosen to tell our [social, historical and cultural] stories have affected
our notions of ourselves, our field, and our flmiises for action. It has also affected
how we have taught, what we have taught, and how we have viewed edication
mainly as traditional passing on of knowledge (English & Irving, 2015, p. 106).

I n museum exhibits women hisrepeseonted) batsherar e o f
are also cases where that exclusion may represent a choice, meaning things are never
straightforward. Field trips to museums, therefore, are important spaces where critical
feminist discussions can happen because, as Clover afa&E016) argue, museums are
contact zones, Rspaces of <critiquereatignofssi bi |
knowledge and meaning,andirea di cal i sati on through feminist
Specifically, by using museums and hist@iies we question our own assumptions about
what we see and know, whawvi Al ®§teni 20%6) cpso
the visible injustice of gender violence and oppression.
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Features of the feminist hack field trip

Clover, Taberand Sanford (2019) created an interventionist practice they call the
Feminist Museum HadeEMH). The FMH i s an adaptable anal yti
unmask, interrogate, deconstructépatriarchy
museypmsacti ces of representationodo, their I mac
objects and artefacts are lighted and placed (Clover, 2019, p. 125). We have adapted the
FMH into a field trip for preservice teachers in elementary and secondary edoc&tio
aim is to encourage critical reflection from this population, who in turn will teach their future
students to question the points of view h at f emi ni sts often call o0
presented in museums andvéanédtwowaicabivtes &stod
Sanford, 2016).

The major adaptation we have made to the FMH is to incorporate the technique of
photo-elicitation. Photeelicitation is using photos or other visual mediums to generate
discussion and new ways of segthe world (Harper, 2002).

The FMH Photo-elicitation field trip design

We turn now to our design of our FMH phegbcitation field trips. The aim, as noted
above is, to explore ways in which womené6s a
not repesented or misrepresented in the sites we saléetask hack participants to take
photographs of exhibits, sighage, images or placements that catch their attention and then
write a brief reflection piece about why they chose. There are seven steigsypetof field
trip design.

STEP 1: Choose a complex site

The aim of the FMH field trip is to encourage critical thinking about the world and to
engage in new thinking about controversial or contested issues. Places that have a troubled
historyarethe e f or e, best . For example, we took stu
centre/museum housed in a restored Victorian brothel to see how it portrayed/sanitized the
women (see Voelkel & Henehan, 2016, 2018, 2019). Another field trip was to a national
historic site situated along the Trail of Tears, a forced relocation of Native Americans in
which more than 4,000 died of illness, starvation, and violence. Using aglwmtation
method at a national historic jail site, students photographed an eit@ditwvomen Behind
Bars Interesting was the fact that all the image showed was a group of men. The only woman
in the photo was a blurry figure in the jail window. Historic sites like these stimulate much
reflection and discussion amongst our presemd@aehers, provide rich opportunities for
diverse views and debates, for assumptions to be challenged, and for new ways of thinking.

STEP 2: Take a practice run

Once you have chosen a site, visit it before you take a group. Become familiar with
the exhibis, signage, layout, and spaces at the site you have chosen. Nigtpudl give
you ideas in terms of the questions you will ask your students to respond to and where
specifically to take them. Use your mobile phone camera to capture images tesemepr
particular point of view or power structure for further exploration. Depending on the focus of
your project (gender representation, LGBTQ+), pay particular attention to both images and
texts. On one preisit to the historical site, we found maimgages and photos of women but
none was named in the texts. We used these examples to craft questions for the students
about the O6absent presenced of women.

STEP 3: Create a guiding document
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The third step for us, as alluded to above, is to creatétan guiding document to
use during the field trip. Our guides have two sections. One section includes a set of guiding
guestions to provide direction for viewing. Questions can be everything from counting the
number of artworks by women and by mengaomparison), similarities and differences in
how men and women are represented. Are there stereotypical descriptions of particular
groups? A second section provides the purpose of the hack, clearly defined expectations such
as the number of photos theyosild take, how many they will concentrate on in the writing
assignment and the length of the assignment. Assignments can also be interviews, where in
pairs students interview each other about their photos and experiences. Below is a full
example of one obur guiding documents.

Women and nonwhite inclusion at the Fort Smith National Historic Site: Whose stories
are we telling?

Guiding questions and steps

1. Choose one room in the National Hi storic
photographs depict women as compared to how many photographs depict men.

2. Now look for photographs of nemwhite women. Count how many photographs depict
white women as compared to women who arewbite.

3. Now look for photographs of newhite men. How manphotographs depict nen
white men as compared to women of any race or ethnicity?

4. In looking at the exhibits, who do you notice is identified by name? Is there a
difference in how many women are identified by name as compared to men?

5. Compare women who areddtified by name to women who are not identified by
name. What differences do you observe?

6. What kinds of stories are told about women in the room you chose? What kind of
stories are told about men? What kinds of stories are told abowtmtsnmen? What
about nonwhite women?

7. What kinds of stories were missing from the exhibits? Were there voices that were not
represented?

Actions

1. Using your celiphone camera choose some exhibits to photograph that reflect how
women and/or nowhite people ardepicted at the National Historic Site. Your
choices can be from anywhere in thediteot just the room that you analyzed.

2. Choose a minimum dhree of your photographs and write a response about your
feelings and thoughts on how women are depictedddt photo. In other words, do
not write one long narrative; write three short narrativese for each photo.

3. Email the photos and narratives to Dr. Shelli Henehan

STEP 4: Recruit and prepare

Who will take the field trip with you and what should they do to prepare? We work
primarily with preservice teachers in an undergraduate education program so recruitment is
easy, but we have also recruited participants from the community. For agbicdsdion
hack, participants need to come prepared. They need to be told to bring their cell phones or
other equipment to photograph exhibits or paired up with someone who has one if they do
not.

STEP 5: Take the field trip
Arrive early and greet particmts at a designated meeting spot. Provide both a digital
and printed copy of the guiding document. Go over this document, paying special attention
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to the purpose and then provide a brief orientation to the historical site or museum. Either you
can do ths orientation or you can ask a member of the staff to do so. The latter is preferred,
since staff often have more knowledge. Make sure that you set a healthy time limit for
participants to be able to explore and experience the site and have a desigmeditegl ime

and place.

STEP 6: Reflective process

At the conclusion of the visit, or the following class if with students and depending on
the time you have, ask each participant to share a specific number of their photographs (we
usually requeghree). As noted earlier, you can have them write their reflections, or you can
choose to ask them to share in the context of a group discussion. Create a mechanism for
students to share their photos and reflections with you such as email, social mgdnred
material.

STEP 7: Disrupt and display

A final aspect of the FMH is action. Participants create an alternate story from the
stories/perspectives depicted in the official space. These alternate narratives can be displayed
in an actual disruptive &hion through additions to the signage of the exhibit where it is
visible to all visitors. It can also be shared only online. In our previous field visit we opted
for a blog formathttps://innfinitelyobscure.blogspot.com/p/iresearckstudy.html.

Challenges and things to consider

One challenge is around the instructiddaring our first field trip with our
undergraduate preervice teachers, our instructions wereamtlear as we intended, and this
caused quite a bit of confusion. While the content of the photographs and reflections should
not be dictated, we learned at that point to specify EXACTLY what we want our participants
to do, how many pictures to take, wigpe of reflection was needed, and where the
assignment should be sent or uploaded.

A second challenge we have encountered is the technological capabilities of students.
In one of our groups of undergraduates many were first generation college stundkewtso
were on financial assistance. That meant they had no cell phones, cameras or even, simple
web access. For one young woman, this caused an embarrassment we had never intended.
Our School of Education has mobile cameras, and we should have ctteslaad
beforehand. In addition, some students were unsure how to add images to a document. A
handout with screenshots of how to add images and text would have been very helpful.

Another issue is using platforms students are reluctant t@uee. we hd asked
students to upload their images and reflections to a private Facebook group only to discover
that many were skeptical of social media and fearful of having anything associated to them
personally online, even though the site was locked down witagyrisettings. We solved
this problem by creating our own personal, inaccessible otherwise blog site and uploading the
images and reflections ourselves. All the posts were anonymous, with no personal identifiers.

Final thoughts

Despite the challenges, Fphotoelicitation field trips are important ways in which
you can practice critical pedagogy. Historical sites and museums are important too because
they draw hundreds of visitors. The field trip as an immersive critical practice enables
students to qustion their own longheld assumptions and belief systems, as they see, often
for the first time, how inequity is produced and reproduced through images and texts.
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10. Participatory mapping: A method to engage community on plaased issue;

AYLA DE GRANDPRE, JON CORBETT, MAEVE LYDON, LOGAN COCHRANE
AND MARY BUTTERFIELD

Participatory mapping is a collaborative mapking process that brings together
community members as well as researchers, educators, governments, NGOs, Indigeénous
other voluntary groups in making maps that visualize the physical, cultural and socio
economic aspects of a place (IFAD, 2009). As a field of both research and practice,
community mapping has been used in multiple ways, including in urban plannirad, soc
justice, conservation, health sciences, and community learning (e.g., Brown, 2012; Lydon et
al. 2018). The purpose of participatory mapping is, broadly, to engagexperis in an
inclusive process of recording and sharing local plesed knowledgéChambers, 2006;
Rambaldi et al, 2006). It can help empower individuals and communities, including the
marginalized, by recognizing and recording their voice and giving them the resources to
influence decisiormaking and advocate for change (Corbett & &elR005).

The use of participatory mapping has spread rapidly over the past 25 years, giving rise
to many different mapping approaches and tools (Cochrane & Corbett, 2020). These include
Volunteered Geographic Information (VGI) (Goodchild, 2007), Pastory Geographic
Information Systems (PGIS), Public Participation Geographic Information Systems (PPGIS),
Communitybased and Indigenous Mapping, Cowdartography (Peluso, 1995), and more.
Many of these terms are used interchangeably in the liter&iomesver, each of them has
developed in different contexts, to fulfill different applications and purposes. VGl is a
mapping process i n-cwahritcohg rianpdhievrisdou avlo | fiucnitteiezre ni
and di sseminate spatumdi mn g dbasedmagpidoplatiorms,a Acr o
such as OpenStreetMap or Green Map (Goodchild, 2007). PGIS and PPGIS refer broadly to
the engagement of neexperts in creating and analyzing maps using geospatial technologies,
to inform and influence decisiemaking from the bottorrup (Brown, 2012). Community
mapping generally places more emphasis on the role of community in driving the mapping
process, as well as the value of local knowledge, storytelling, and collaborative learning
(Corbett & Lydon, 2014). Counteartography uses mapaking to directly contest dominant
power structures (e.g., Aofficiald maps) and
Indigenous countemapping has been used by Indigenous People to demarcate and assert
their presence on and hts to their traditional lands (Hunt and Stevenson, 2017).

Participatory mapping design

Choosing which type of mapping design is most appropriate for a given project is
dependent upon multiple contextual factors. These include what is being mappedpdise pu
of mapping, who will be the participants and how they will participate, the location in which
the mapping will take place, and the availability of technology (Brown & Kytta, 2014).
Answering each of these questions will influence the process andcpaidhe project, and,
therefore, the possible impact.

What is being mapped?

Mapping allows people to capture both tangible features such as houses, rivers, and
roads, as well as intangible, including symbolic ideas and relationships such as boundaries,
political preferences, and landscape values (Brown & Kytta, 2014). Choosingavhiae
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mapped depends on who is doing the mapping, what matters to them, and what type of
knowledge they hold.

What is the purpose of participatory mapping?

The purpose of participatory mapping projects ranges widely from crime prevention
in South Afica (e.g., Liebermann and Coulson, 2004) to resolving leadconflicts between
reindeer herders and foresters in Sweden (e.g. Sandstrom et al., 2012). Generally, the purpose
of the project is connected to the intended use of the mapping products as theltarget
audience (IFAD, 2009). The project designer(s) might ask, what is the problem? Whose
problem is this? What are the intended outcomes? How will thenma&pg process and
products impact the community and others?

Who are the mapping participants? How will they participate? Who decides?

When designing participatory mapping projects, it is also important to consider the
identity of who is participating, the power dynamics within the community and whose
problems, questions and perspectives bélirepresented and silenced through the mapping
process. It is important to ask: Who will be involved? Who is represented and who is not?
Who controls the process and its outputs?

Participation is a contested concept that is not understood homogenraously

participatory research (McCall & Dunn, 2012)
Apassivedo or even exploitative. APassiveo pa
for the use of experts, whil elldiagesofth# e 0 parti

mapping and given authority and ownership over project decisions, mapping data, and
products (Sieber, 2003).

Where is the mapping taking place and what technologies are available?

The location of mapping affects what kind of tools barused and who is able to
participate. The importance of enabling environments, not only in terms of physical space
and accessibility, but also the political and cultural environment in which themaking is
embedded, cannot be understated (IFAD, 2009) instance, if project facilitators
unknowingly plan for community meednyngs to t
space, this could create internal tensions and/or lead to poor representation of the broader
community.

Participatory mapping tools

Participatory mapping projects use a broad range of tools to collect, assemble and
analyze spatial information. The choice of tools depends on the purpose of the project,
particularly the intended outcome, resources available, and community capacity.

Hands-on tools

There are many participatory mapping tools that require little to no digital inputs, such
as ground mapping (mapping on the ground), sketapping (sketching on large pieces of
paper), scale and transect mapping (drawing onto existing paps),rand Participatory-3
Mapping (P3DM) (ceconstructing a @limensional georeferenced model using locally
available materials) (Rambaldi & Manila, 2005). Haotismapping tools are often seen as
more accessible due to their low cost and minimal trgingguirements (IFAD, 2009). They
also tend to work within the capacities and resource constraints of the community and can
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encourage social cohesion (Rambaldi & Manilla, 2005). The lack of digitization does come at
the expense of map accuracy. This isnaportant consideration in projects that need
locational precision (IFAD, 2019), such as establishing the boundary of a protected area.

Digital tools

Digital tools include Global Positioning Systems (GPS), aerial mapping, multimedia
mapping, Geographinformation Systems (GIS) and the Geospatial Web. These tools
improve the ability to capture spatial data using multiple media types, including images,
video, and audio recordings, and facilitate the transfer of data. They also increase the
authority of mas for advocacy or influencing decistomaking (IFAD, 2009). While
mapping technologies have become much more accessible in recent years, Chambers (2006)
warns that there is a tendency for researchers teesuphasize the methods at the expense
of the pr@ess. Additionally, online mapping tools have increased the capacity of
participation, but have not done so equitably. Access to, and knowledge of how to use these
technologies cannot be taken for granted, and certain technologies can exclude the
participaion of marginalized individuals (Cochrane et al., 2014).

The participatory mapping process

There are many different approaches to participatory mapping, ranging from semi to
highly structured. Generally, participatory mapping projects include somertatioh of
coordination, communication, information gathering and synthesis, and production of a
mapping product. Puri (2010) establishes the following general structure for researcher
organized participatory mapping projects.

Process structure for partiagpatory mapping projects

1. Community consultation: Hold formal or informal gatherings with the community to
co-design the project. Community members should understand what they want to
map, how they want to do it, and the implications for their communratgiliEators
wi || need to obtain the communitydos appro

2. Preparation:Pr eparing a fibase mapo and | egend m
include reference features, such as roads and waterways, or be a remotely sensed
image.All participants should be properly prepared and trained in advance of the
mapping activities.

3. Mapping: Community members and facilitators meet and map data by placing spatial
features on the map and/or connecting assets, visions and stories to thEhacan
be done in many different ways, in different settings, as discussed above.

4. Ground truthing: In some settings, the map data needs to be validated. This can be
done using a GPS to record the absolute location (e.g., latitude, longitude) of features
or a transect walk. Verification increases the legitimacy of maps, and thus, their
acceptance. However, verification is not possible for all features, including those that
are subjective (e.g., personal visions, landscape values) or transient (eay carib
populations).

Participatory mapping products

The two primary products of participatory mapping projects are maps and data. Maps
can be presented in many different formats, including ground maps, paper maps and digital
maps. It is important to note thiéne ways that local people understand and represent spatial
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knowledge are not necessarily congruent with the cartographic medium (IFAD, 2009). For
example, some cultures perceive space orally, through song and storytelling, rather than

visually through anap. This does not mean that their spatial knowledge is any less

legitimate. Reflecting on the map produced by a community in Fiji, Neef and Pauli (2020)

note that, while the community kept an oral history of tsunamis, this knowledge was very

similar to tat found in tsunami modelling. Overall, communities need to be aware of what

the final product (s) wild.l l ook | i ke, and how
community.

Distribution and ownership of mapping products

One of the mosimportant aspects of any participatory mapping project is deciding
who gets ownership of the map and its data, and how it will be distributed (Rambaldi et al.,
2006). Extractive relationships can occur when outsiders have full access and ownership
(Chambes 2006). The best practice is to give communities ownership and authority over the
map and its data. Participatory maps may be intended exclusively for internal and external
consumption. They may contain sensitive information, for example, the locafighiog
grounds or sacred sites, which can influence if and how the maps are shared. The distribution
of maps and data to Aoutsiderso introduces r
misrepresentation (Dawkins & Young, 2020). At the same time, shariabkioowledge
with outsiders can have an important impact by providing a medium to influence change.

The power of maps and mapping

Maps and the mapping process demonstrate the potential to empower and resolve
disputes within communities, but also to cesahd perpetuate tensions (Chambers, 2006).
The impacts of participatory mapping are not always positive. For instance, Dewi (2016)
explores a case where thiggatcommunities in Indonesia created maps to assert legal
ownership of their traditional lands and stop land grabs. However, they found that asserting
legal ownership increased the land buyouts and conflict between communities. It is hard to
determine exacthhow participatory mapping will impact communities. The community
needs to understand this and the potential for other risks associated with their participation
(Chambers, 2006). To assess the impact of participatory mapping, researchers and
practitioneramight ask: Who benefited and who lost as a result of this project and its outputs?
Who is empowered and who is disempowered? What has changed and what impact does this
have on the community and beyond? (Cochrane et al., 2014).

Ways to engage with existingparticipatory mapping data

While it is not possible to conduct participatory mapping without engaging with
human subjects, there are several ways to engage with existing participatory mapping data
and initiatives. Using the sections above, you may ehtmsritically analyze the design,
process and/or products of an existing participatory mapping project. There are many open
source participatory mapping platforms, such as OpenStreetMap, the Green Map System and
TerraStories, that can be used to view andlyze existing map data.

To sum up, ideas of ways to engage without collecting primary data include:

0 Participating in a participatory mapping project and writing an autoethnographic
account of the role, process and impact of participatory mapping.

O«

Analyzing how an existing project is designed, why it was designed that way, and
what implications this had on the process and products of mapping.
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0 Exploring representativity in participatory mapping projecsalyzing whose voices
are heard and whose aretnetc.

O«

Propose a theoretical participatory mapping project, specifying the processes and
products.
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11. Thinking gender: Creating a feminist mapping process

NANDITA BHATT AND DARLENE E. CLOVER

Across the globe, unequal gender relations continue to be reinforced in our homes,
workplaces, organisations, agencies, corporations, sports, cultural practices and politics.
Social power and control remain for the most part enlthnds of men who use this power to
advance their own social, cultural, economic, and political interests at the cost of the interest
of others who are less powerful, such as women and those wAuzBe# as women. In
addition to these asymmetries ofwgr, or perhaps a central element is violence by men
against women be it domestic violence, trafficking or on social media which includes virulent
attacks against feminism and feminists (Kelly & Radford, 2012; Shameen, 2020).

In India a very public praate of power and violence, and something that is simply
part of the lives of almost every single woman, is lewd remarks, ogling, jeering, cat calls and
wolf whistles. Be it on public transport, in the street, a movie theatre or the workplace, sexist
behaviair by men is pervasive. But it does not stop there. Sexual assault and rape are also
deeply rooted in Indian culture, so intricat
lives, women who are victimized accept it as their fate, simply ignorekgegr quiet in
order not to lose their jobs or standings in their family or community. Equally problematic is
the fact that many women and girls tend to assume they themselves have done something to
bring this harassment upon themselves (Farrell, 2013)mBEmewho perpetuate this sexual
powerviolence feel justified by persistent social messaging that positions rape, battering,
harassment, stalking, sexualized jeering and so forth are normative and thus, acceptable.
Adding to this,socially constructed ideas of what it means to be a woman, man, girl, or boy
remain mired in dominant orgimensional concepts of masculinity and femininity, with the
former representing power and agency and the latter, fragility, and obedience. Thadormer
about presence and voice, the latter, absence, and silence. Gender nonconformity is simply
not tolerated.

One of the challenges we face as feminist adult educators who work in diverse
communities across India is how to design pedagogical strategiestii@ give women and
girls a collective opportunity to speak about sexualized violence and to visualize and story
how it affects their lives. In this chapter, we share how we design normative community
mapping processes through a feminist lens to giv@evothe power to reimagine
cartographies of place and resistance and to
and the large community of decision makers.

Community mapping

To understand how this work has disrupted normative practices of community
mapping, it is important to understand what community mapping is as we frame it.
Throughout history, the practice of cartography, mapping, has been used problematically to
A a d mer natiang or cities, support colonial projects, reinforce property rights and underpin
military operationso (Perkins, 2007, p . 128)
modern societies have, until recently, only rarely mapped [however] evegnhosing can
map [ because] they have the tools to create
process of collaboratively producing local maps by local communities, has evolved as a
pedagogical and investigative tool to incorporate alternatiad lamwledge into the
geography of place, and of course the politics of mapping. Creating community maps is
important because it allows people to take back their communities and outline the features
that most matter to them. They can also be fun, engagidgery informative as a group
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collectively restories and rdlustrates their community landscapes. Jing (2018) refers to

c ommu ni t yvismabdzpdscormansnityiknowledge [that includes] a mixture of

experiences, feelings, and social, cultural, pitiand ethnic understandings of

neighbourhoods and communities, often with the future preferences of the community

i ncludedo (p. 313). He goes on to say that Kk
engagement, and the interaction betweenthe commamtyd [t hei r 6 vi sual i ze
313). With the array of new digital technologies to hand, producing maps on the computer

can certainly be done. However, for the most part, the community mapping experience still

works in the realm of old technologies,mftcher paper, coloured pens, images from

magazines and the like as what we continue to use. The proeceap@ihg communities can

be complex because it can be difficult to represent a full and accurate picture of the

community. But from experience wercaay that it is a powerful visual process of

revisualizing and restorying experiences of place and what matters. And yet it is how these
experiences differ in terms of gender that is central to our practices of feminist community

mapping.
Feminist communty mapping

What we found in India is that while normative community mapping activities are
based on 6equalitydéd of engagement and voice
unequitable. How women and girls experience community and thereforethehmahaps
would look like is often quite different to how men and boys experience them. We place this
difference at the centre of how we design and undertake our community mapping activities
and its gender change purposing. In many cases spaces thetiaad, accessible, and
important to men or boys can be places where women and girls feel unwelcome and unsafe
based on the experiences they have had, or stories they have been told, about particular
places. In one community mapping exercise, for exarntptegirls remained silent while
boys spoke excitedly about winning a cricket match in the park and enjoying sleeping under
the shade of the trees. When asked separately, most of the girls talked about being stared or
jeered at or followed in the same paM/hen public places are unsafe, they curb freedom of
movement, and the right or ability to enjoy a place or to use it.

Feminism offers both a critique of the patriarchy (and our complicity in and with it)
and its practices of exclusion and superiorityd a means to reentre and legitimize
womends knowledge and experiences of the wor
mapping through a feminist perspective to create an intentionally gendered spatial assessment
and mapping of living and working eneits as experienced and known by women and girls.
Most specifically, the aim of our feminist community mapping (FCM) work is to enable
women and girls to speak aloud what they value about the community, how they see their
community and tfoe &d eofri néeu rwshaafte irsatohsear t han be
and experience the community very differently due the privilege of their gender. FCM can be
a deeply emotional and very powerful exercise of experiential learning and sharing because it
renders autlle and visible often hidden and misunderstood experiences of sexualized
violence. The actual maps themselves can also be useahtote public discussions on
issues of violence against women and girls beyond the project.
Step One: Site selection and dervation walk

Ruitenberg (2012) argudilsatit her e i s nothing new about |
this was a practice used by ancient philosophers to teach about society. However, it is an
effective form of experiential, nonformal education as an intervention into public space. For
Ruitenberg, muck an be Al earned by physically being I
[ our] senses with what there was to be exper
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We begin the feminist community mapping/audit process by selecting a specific area
followed by an Observation Walk. &lsite can be a large park, a neighbourhood, a university
campus, streets of office buildings or anywhere where the women and girls who are
participants in the FCM project frequent and/or live. After putting them into small groups of
three or four (dependg on the size of the group) participants walk around the location
drawing attention to things with which they are familiar or not and asking each other
guestions about where they go and what they do in the space. The observation walk not only
givesastog vi sual of the area, but it also enab
rapport with each other. Keep in mind that some may feel real fear as they may have
experienced some form of harassment in space. [ticipant keeps notes of her fegkn
and observations as they walk, or they can alsoghktographs for later discussion and
presentation.

Step Two: Creating the map

To begin the FCM project we ask participants two key questions: What are the places
or spaces in community that are faanilto you and in which you feel safe at all times? What
are the most important areas for you in your daily life, work or recreation?

The facilitator will have a large piece of butcher paper that serves as the foundation
for the map or an actual blow upaimap which you can get from the city planning office. A
mapcould also be virtual (created online) but since we have never created a virtual map, we
cannot provide direction in this area. We also have a lot of materials that are readily available
such agoloured paper, pens, chalk, coloured powder, rice/wheat flour but also, materials
from the rest of nature such as acorns, leaves, twigs, clumps of grass, flowers, et cetera. Most
materials will be amassed before the exercise begins but participantsache asked to
collect things on the observation walks to bring back to the mappind\8ite.is key to this
activity is that the responsibility for making the map resides with the participants.

Step Three: Discussion and finding solutions

Once the mapare produced, the women and/or girls can discusglétes they drew
in terms of what they think is safe or unsafe, why they feel safe/unsafe, and also, share stories
of their experiences. Experiences will differ and there will be commonalities. Atjowin
women and girls the space to talk about their experiences or issues is a very important part of
empowering them and creating a sense of solidarity. They can devise ways to support each
other.

To create a broader discussion, we Hanegight men and women or boys and girls
together in the mapping activity because the differences can be quite stark. For example, a
group of girls and a group of boys were asked separately to draw a map of the same
neighbourhood using the questions above. The map drawn by the girls was a small square in
the middle of the butcher paper; the boys asked for extra paper and drew a map that included
their own settlement and other neighbourhoods as well. It was when tigeawss sat
together to discuss their maps and the boys had the opportunity to question the girls on the
size of their map that they learned about the unsafe situations of the neighbourhood and also,
the restrictions placed on women and girls. In this,aageas discovered that due to the very
high levels of unsafety, the girls were forbidden from leaving their homes on their own, and if
they did do so, they would be accompanied by their parents. This was never a reality for the
boys.

The group also leaed how social norms forbade women and girls to make eye
contact which results in them walking with their heads bent and eyes on the ground, missing
many things that the boys drew. They also learning that parents were known to lock their
daughters insidehe houses when they left their home to ensure the safety of their daughters.
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Following this large group discussion, we focus on solutions using the question:
AHow can a place adomadeosWéekéep givisible
put forward, usually on flipcharts for all to see.
Step four: Sharing the FCM
The final step of the FCM process is to share the findings with the broader
community.As substantive change is central to feminism influencing the broader community,
institutions, conmunity leaders and policy makers is an integral part of this tool. The sharing
exercise is used as a forum to deepen the understanding of issues that have emerged from the
safety mapping exercise. It is also an opportunity to form an understandingrdiehent
attitudes and behaviours that exist within the men, women, boys and girls in the community.
Sharing of the FCM process can be done through written reports, powerpoint
presentations and seminars organised in community spaces. Integral for uerhmnbe
use of more creative outreach activities. We have created spaces where women tell their
stories in public fora. Storytelling is itse
of experiences and situations made so concrete and ogérs case to new understandings
of the gendered politics of place. Another activity is the design of a photographic collage that
can be shared digitally, thus reaching even more people. Collage is also effective, as Butler

Kisber (2008) notes, becauséiic an medi at e understanding in n
both the creator and the viewer because of its partial, embodiedvioudt; and nonlinear
representational perspectiveo (p. 265). We h
mappingprocessnd di scussi ons. Poetry, according t
experiment with language, to create, to know, to engage creativity and imaginative with
experienceo (p. 1 6 5based shahing methods #n teems pfgettiegr 1 n ar

attentionand keeping attention that is often lacking when we avoid the creative so build it
into everything you design to be shared with policy makers and the public.
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12. Mapping for imagination and memory

LESLEY MARIAN NEILSON

| have always been drawn to maps, charts and globes for the imaginative journeys
they spark. Maps offer us a way of hol ding a
much further, and from a different perspective, than we can when standing in oardspot
taking in our surroundings. By engaging our visual imagination, maps can ground us in
space, place and time, invoking worlds not yet seen, making them somehow more real
knowing that they represent the physical world in symbolic language. Of cougses mad o n 0 t
only represent the spatial woildhey also capture social imaginaries, power dynamics,
ideologies and mythologies. They can communicate a way of seeing, and a way of ordering
the universe.

For my research project, | used the lens of cartogrépbring together textual and
visual accounts of place to ani ma¥oep Abhne ecol
(Lekwungen) territory on southern Vancouver Island, now known as Greater Victoria. My
inquiry was guided by the belief that visyadirresting, soci@cological mapping can
catalyse change in how we see and understand the relationship between natural legacy and
our ecological future. Invoking the power of images and imagination through embodied
cartography offers the potential to hyalthe gap between a largely cognitive understanding
as can be gleaned through text or map symbols, and an affective knowing that can come from
seeinga visual reconstruction of that same information.

In this chapter | explain how | used magaking and caographic inquiry in my
project. | begin with an orientation to critical cartography and its role in opening up map
making to both radical imagination and creative expressions. Then | introduce creative geo
visualization and deep mapping, two aestheticeandtive mapping practices that underpin
my approach. | outline the core practices and sources that informed the insights, data and
resources | fed into my map. Lastly, | touch on community mapping as a roadmap fer place
based, collective mamaking, andts popular use in natufecused maps.

Critical cartography

Cartography has a problematic history, having been used to appropriate land, divide
communities and erase historical relationships between people and nature. Explorers made
maps to legitimizethei 6di scoveri esd; col o+witaduthobtyr eaucr a
over landscapes (Wood et al., 2010). And yet, since the 1990s, critical cartography has
pushed mapnaking out of the oppressive limitations of its past and unshackled its potential
for positive social engagement, critical discourse and creative expression (Crampton &
Krygier, 2006).

Critical cartography combines the theoretical critique of the supposed objectivity of
maps as a product, with an expansion of mapping practices, espgma#ythat embrace the
subversive potential of maps and mapping to upend the status quo. This push against
cartographyodés epistemol ogical heritage of do
mapping to a much broader application than as a tookfabkshing and supporting
geopolitical power (Crampton & Krygier, 2006; Pavlovskaya, 2018).

In practice, a critical approach to magaking can be empowering and transformative,
nurturing soci al alternatives andhemim@appi ng ¢
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forward | ooking soci al i maginarieso (Pavlovs
place, can identify possibilities of change and transformation, can articulate inchoate
understanding of self, community and pl@sed belonging. Thisansformative potential

comes in large part from the emergence of popular and alternative mapping projects, and the
recognition of the value of spatial narratives that draw from a wide range of disciplines and
methods (Roth, 2021).

As critical cartograpy frees mapping from the confines of academia and experts, a
more fulsome expression of the sensaking and questioprovoking possibilities of maps
and mapping is taking shape. Crampton & Krygier (2006) note that while scholars have
Acl ear ed pace forcakepnativeariappisgs it has fallen to a variety of practitioners
outside the academy to explore what this has meant in practice. Perhaps the most noteworthy
has been map experimentation by the artistic community, especially with representation and
the mapdébs role in creating a sense of geogr a
aspect of maps lends itself to creative, imagistic expression and storytelling, and it is in this
direction that | began to move as this project took shape.

Creative geaovisualization

Initially 1 had begun this project with a cartographic vision that was largely rooted in
a technical GIS approach, which would have required developing much more advanced skills
in GIS software and data manipulation than | currentgspes. As my research progressed, |
was inspired to consider not just my own (limited) technical skills and the modest scope of
this project, but also to remember and honour my imaginative position as a storyteller.

Given that this project seeks to invéré ownership authority of maps by using
cartography as a conduit for allowing place/landscape to lay claim to us, it seemed
appropriate to turn towards subjective and-rational methods for creating the map
component of this project. At its ro®g-ervisioning the once and future wordigploys
visual storytelling to both locate and animate a particular geography through intentional
active engagement in place. | visualized the affective aspects of geospatial relationships
though the practice of what Jyi(2020) calls creative gedsualization.

Creative geevisualization sits at the confluence of geography, arts and digital
humanities, and offers significant potential to expand how we think about and practice spatial
representation. Embedded in the tietical space of critical cartography, creative-geo
visualization employs the subjective, A@tional, norreductionist techniques of visual arts
to push maps beyond their traditional epistemological conveyance of objectivity and
uni ver s al pesetvds oapresents, andigenerates more nuances, authentic,
contextual, and deeply contingent meanings of space and people with humanistic and artistic
approacheso (Jung, 2020, p. 512). At the san
cartogaphy as the basis for a creative exploration of place and meaning can confer a
credibility to the authorship in part because of the inherent authority ascribed to maps, the
very authority that critical cartography seeks to problematize.

The critical turn @ map-making into the hands of artists, activists and communities
has opened up a vast field of expression and exploration that illuminates the everyday role of
space and place in our lives. This can be deeply countercultural. In the words of one of the
foundati onal voices of <critical cartography,
power of the map to achieve ends other than the social reproduction of the status quo. Map
artists do not reject maps. They reject the authority claimed by normatpseunguely to
portray reality as it is, that is, with disp
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Maps are inherently visual, so the expansion of traditional mapping into new spaces
of visual representation is perhaps not surprising. Roth (2021) notes thastosies
Apresent meaning from a grounded perspective
from their situated positions; o further, vis
audience feel about and cpo8bnForthis piioject Itednbde r p e o
fully into my situated position as a muffenerational settler Canadian who has lived most of
my life in the Salish Sea region, and who has nurtured a deep connection to the natural values
of this area. | brought into nmgsearch a broad knowledge of the natural ecosystems of
southern Vancouver Island, and a belief in the value of ongoing efforts across many
communities to conserve, restore and build local knowledge about the ecosystems and
humannature relationships thflburished here prior to colonization. By using the visuals
language of cartography, photography and sketching combined wibha®sad narrative, |
animated my contention that seeing how landscape has changed over time, and feeling into
the ghosts of Idsecology, is necessary to forge a meaningful ptased relationship with
the land.

Deep mapping

Deep mapping offers a way to create spatial narratives that provoke substantive
encounters with meaningnd placemaking. Harris (2015) describes how deegps go
beyond mere topographical products because they

A[i nterweave] physical geography and scie
narrative, text, memories, emotions, stories, oral histories, and so much more to contribute to
a richer, deeper npping of space and place. Spatial stories weave pathways through deep
maps to track, organize, and record peopl eds
40).

To approach my own mamaking as an exercise in deep mapping, | needed to decide
how tosummon the narratives that would animate my map. | was looking for cartographic
ways to Acapture memories as traces through
have been and thus who we are becomextsgo ( Rot
conversations, historical maps, emotion, memory, my professional knowledge, and at times
excessive rumination to feel my way into the aspects of space and place that would
eventually manifest into the map. What story did | want to tell? And how wdd it?

Embodied cartography

My mapbased project was motivated by my interest in making the ecological history
of KalbpoEpn | and / Greater Victoria both visibl:eé
possible to find pieces of this puzzle in map collections at various archiuesums and
universities. You can find textual descriptions of places around Victoria in books, articles and
websites. Native species guides catalogue the hundreds of plants and animals that have lived
on this land since time immemorial. Culture walks egwbrded histories shed invaluable
light on the ways people used, stewarded and made meaning from this land long before
colonization. There is no shortage of information. However, | knew | needed an approach that
took me out of the books and onto the laingpent weeks on nedaily walks (and
occasional swims) around my neighbourhood and beyond, practicing deep observation.

As Bodenhamer (2015) notes, fAan increasin
embodied cognition suggests that what we know cannseb&rated from what our bodies
perceive as we move through spaceo (p. 14).
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have lived most of my life in the landscape in which my research is situated. | have full

bodied, immersive experience of the laads waters here. It only made sense, then, to make

a purposeful practice of walking this land over the course of this project and feel into the
meanings and emotions that emerge. Those places and spaces that spoke loudest to me made
it onto the map. | wasf course attuned largely to natural features and processes on these
walks. Being a largely urbanized space, the majority of what | withnessed attested to the

degree of loss and alteration when compared against the baselinecofgmial contact.

twast hr ough my wal king that the i1idea of 06g¢g
missing wetlands, the lost meadows, the fimaginary forests existing in a shadow world
alongside this one, waiting to-eenerge if the conditions are ever right. At local tetbi
reconstruction sites, or in private native plant gardens these ghosts took form and shape. A bit
further afield, stories of wolves repopulating settled areas prompted warnings to keep pets on
leash. The possible future presence of these beings issshn@ynd us, if we let ourselves
feel it.

Bodenhamer writes that fAall spaces cont ai
happened there. These stories are both individual and collective, and each of them link
geography (space) amamnbddiedssénserofypladeiswimael vas affep . 9 )
in these walks. | was actively searching out grounded stories that connected me to the land,
the individual to the collective, and the past to the future. In this way | was attempting to
engage my fide xot eansd ePdaunti ncal I's it (2021), in o
collectively learned to forget.

Archival diving

Scouring the archives for early maps of Victoria was a foundational piece of this
project. | began by delving into historical map collections, along with oral histories and other
documentation that illuminates the sceicological history of this land.mharried this
historical research with contemporary analyses of the ecological footprint of Greater Victoria
as understood through restoration plans, native plant education materials, and other sources.
Culture walks, contemporary accounts made availabdeitih websites and publications, and
ethnobotanical guides brought Indigenous cultural knowledge to bear on this project.

Early maps of Victoria, along with early accounts of the settlement and development
of the city, are revealing. The focus of thesgmamages and texts is invariably
anthropogenic. Nature is never the subject; finding it requires looking to the areas on the
margins, the background details, or by understanding what would have been destroyed in
order to lay down roads, establish far@sgd construct buildings.
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Figure 12.1 The fullsized map measures 30x40 inches. A professionally printed version was produced for this
project. A digital version can be accessed at https://onceandfuturemap.ca.

A map of Victoria and parts of Esquimalt from 1861 is one of the few that offers
some alies about the natural land cover that still dominated most of the landscape. This map
became the base layer of my reconstruction. Over that | have layered the contemporary street
grid, outlined historic streams and wetlands as sourced from the Lost Stiediti®ria
map (Sutherst, 2003), and identified the key places of meaning that emerged during the
research. Text, images, and icons add the contours of story, insight and memory that turn the
cartographic foundation into a deep map.

Community mapping

| conclude with consideration to the community mapping movement, which offered a
useful roadmap for this project, notwithstanding that | undertook an individual cartographic
exploration rather than a participatory community making collaborationCommunity
mapping is used as fia graphic |l earning, deve
to one another and their home placesodo (Brawe
focus on environmental and sustainability issues, with neighbodrii@ups creating green
maps to highlight and promote greenspaces and natural amenities in their area. These maps
use illustrations, photographs, and text to communicate their messages.

These concerns ultimately led back to my roots in narrative storytelling. Using a
groundedpersonal lens to amplify the story of place would be my path into this-socio
ecological reconstruction. It is necessarily subject, personal and partial. This rmaptioe
pretend to be comprehensive or universal. Rather, it is a window into a way of seeing place
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and landscape. It is, | hope, an example of how anyone could take up the challenge of
deepening their relationship with the land on which they live.

Conclusion

There are many forms and scales that a-beged soci@cological reconstruction
could take. Though | began this project with the idea for alfak®d technical
reconstruction, my efforts soon turned towards a more mixetthods deep mapping
approach tat gave primacy to personal field reflections and knowledge gathering. My
inquiry was guided by the belief that visually arresting, secalogical mapping can
catalyse change in how we see and understand the relationship between natural legacy and
our emlogical future.

This journey has been deeply personal. | complemented the scholarship provided by
those who have explored these topics before me with my own field notes and reflections. |
attempted to answerKatoh nq u ek fedianddsngtionleat di d
before it became Victoria? How can this kind of knowing help us construct a healthier, more
ecologically whole future?

During the course of my projectkilb Aval k ed
territory / Greater Victoa as part of my inquiry into to what it means to nurture a kinship
relationship with the land on which | dwell. The reflections that came from this embodied
practice offer an emotive interplay with the academic and practical considerations to which
this project attends.

In addition to its potential for education and transformation, my project is a
celebration of visual beauty and creative expression. The visual, symbolic language of maps
makes space for expressions of knowledge that do more than jushifmrovhat is known;
it allows for intuition, emotion and magic, which is also necessary for the flourishing of life
on earth.
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SECTION TWO: ARTSBASED AND CREATIVE PROJECT METHODS AND

DESIGNS

PART |
FILMS AND VIDEOS

PART I
EXHIBITIONS AND LARGE-SCALE INSTALLATIONS

PART Il
SMALL -SCALE VISUAL AND TEXTUAL PROJECTS

6ver the years, academics in a variety of fields have questioned what normative a&
to projects and studies leave untouched, unfelt, unspoken or unaddressed. Althangh
other creative projects have been central to Fine Arts faculties, there is now a markec
increase in this type of imaginative intellectual work as the use ebastsd methods
expands across disciplines. This Section Two introduces a variety efatisisased and
creative projects. In Part | authors share how they have developed projects using film
video. Part Il provides ideas for how to design exhibitions, both physical and virtual, ¢
well as largescale installations. Part Il focuses anadler scale visual and textual design
projects, including fiction projects, zines, and collages.

o /
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13. Me, myself, and my cellphone: Cellphilming as a reflexive eye

CLAUDIA MITCHELL AND S.M. HANI SADATI

As several of the chapters in this collection highlight, project work in graduate studies
can draw on our own perspectives as researchers and practitioners as an entry point to
deepening an understanding of critical social issues, ranging from climate jost
experiences of the pandemic, along with our own professional practices as teachers,
practitioners or community educators. While there are many different approaches to
autobiography and studying ourselves, we enthusiastically endorse the idepholihcelty as
a visual methodology for engaging in this work. In this chapter we map out ways of adapting
a methodology, cellphilming, which is typically used in participatory visual research, to
engage in work that might be regarded as a type otgeliy.For our purposes we rely on
the formul at i ostudyadcogdizing thay ip teediteratfire amn profdssional
learning, sekstudy is more than just a set of tools, and we invite readers to consult the rich
body of work on selstudy and autobhography framed in relation to questions of social
change: Where am | in the picture? How is my work linked to social justice? What can | do?

What is cellphilming?
The word cellphilm is the combination of two words: cellphone and film. It basically

means a film that is recorded using a cellphone for various purposes, such as sharing an idea,

raising awareness, addressing an issue, responding to a question, ddiveessage,
calling for action, or narrating a story or experience. The term cellphilming was mentioned
in Tomaselli et al. (2010) as alternative media to represent unheard stories and voices and

consequently Aportraying margsoaa(psed5) deg@el

type of digital storytelling aimed at creating a short production that is typically no more than
a couple of minutes in length. Before shooting the actual film, you, the producer, typically
decide the topic of the cellphiland prepare a plan (through storyboarding or some type of
map). The actual production can be a very
ending with simple hardrawn credits all flmed as one shot, or a slightly more complicated
no-editing-required (NE-R) production filmed through the use of a paskBeotpauseshoot
feature on our deviceds camera, or it can
with music, sukitles and so on (See Figure 13.1).

* Idea/topic/issue/question/prompt

® Brainstorming

e Planning (e.g., Storyboarding)

e Considering visual ethics, filming techniques, audience

e Filming

» Reflecting (e.g., artist’s statement)

e Screening and Viewing, Final production

Figure 13.1 Reflexive cellpilming steps

The most important point here is the creative and intentional aspects of using a device
and in essence, becoming a filmmaker using what has become for so many, an everyday
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technol ogy. We say O6everyday oheplabal popubaton cur r e n
has the potential to create cellphilms through their smartphones (BankMyCell, 2021). As for

the styles and genres of cellphilming, the possibilities are vast, including melodrama,

monologues, investigative formats, and poetic piecegedsave seen in the hundreds of

cellphilms that have been submitted to the McGill International Cellphilm Festival
(www.internationalcellphilmfestival.com).

Visual practices: Autobiographical cellphilming

While there is a burgeoning body of work on hosliphilming is being used in
participatory visual research with research participants (e.g., MacEntee et al, 2016, Starr &
Mitchell, 2020), here we focus on how you can use cellphilming as a visual practice and a
platform for self and social reflexivity.

The one and the many

Al t hough we are highlighting a 6starting
that cellphilming must be a solitary or individual activity. In a cellphilming project called
OEducators Transf or mi ritgaghereedutators whoenatata ago, a
workshop about professional learning decided to each produce a cellphilm and share the
cellphilms at a conference (see Mitchell, 2016). In addition to producing our cellphilms, we
al so each wr ot e anweeeftetted st odrprodudtian arel orewhdtit wh e r e
meant to the theme of educatorwmrdarisansf or mi ng
statement calleBtudewas about filming her reading of a poem by Adrienne Rich
0Transcendental Etudebod:

In some ways it was the reading alduice., the audié that was more important to

me than the visual although | realized that my voice just trailed off in places, so it was

just as well that | had some images. | liked the idea of going off into a rpanyself

and reading it aloud 3 or 4 times. It was a reminder to me of the role of performance

in selfstudy. How did | sound to myself? What did it feel like reading aloud those

| ovely words of Richo6s?. .. I't made me wan

It is not possible to state definitively what the audience at that conference took away
from the screening of the series of cellphilms, although for another time we could design a
response form to try capture their learnings. However, for each of thadiers, at least, we
had the opportunity to deepen our own understanding of what transformation meant by seeing
our own individual pieces within the collection. Given the various phases (discussing the
project at a workshop, creating individual cellphilms; i t i ng an arti stodos st
the series of cellphilms at a conference, and reflecting on the process), it is possible that just
the design of the initiative could be the MEd project and that the creation would be carried
out postMEd, and ths would be stated in your design as such.

In a recent Covidl9 related project Hani and Claudia were part of a collective of nine
colleagues attached to the Participatory Cultures Lab at McGill who each made a cellphilm
about their own experiences of th@ndemic. Our meetings for so long had been on Zoom, so
the idea of doing some creative work added a new dimension to our online interactions. Each
cellphilm was screened for the whole group and explored collectively through a participatory
data analysis»x&rcise to consider the range of themes (e.g., mental health, reflecting on
sexual violence) and messages about what needs to change. Some of us also wrote short
reflexive artist statements like this one Hani produced about his cellphilm monologue on the

per sonal i mpact of t h erelated boaler restrictiomsornv er nment 6 s
immigration policies (Figure 13.2):
I n this cellphilm 1l reflect on my own, my

experiences, based on the different levels of border restrictioCatiadian
government has implemented from the beginning of the pandemic, limiting the
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number of foreigners who can enter the country. Understandably, these
restricting policies could benefit the population by lowering the probability of
virus (or its diffeent variants) transactions from other countries to Canada.
However, one of the restrictions was specific to those visitors whose family
members here in Canada were temporary residents (TR). In my case, since | am
in Canada with a Work Permit, my motherian (who had received two doses

of Sinopharm vaccine) was not allowed to enter the country, but if | had been a
Permanent Resident (PR)/Citizen of Canada, my mother would be likely to be
permitted to enter. By screen recording the online and officiabsedéssment
forms, | show the different responses of the government to temporary TRs and
PRs. | specifically ask this question from the government: If | was PR in
Canada, my mother was not a risk to the country (in terms of spreading the
covid), but sincé am TR, how can my mother be a risk?

€9 C e OB N A (v
§Acon [ Vel -vniSadetl. D MicrosotWord - () Ouooge-Thewo. A _cus |l Viewuntgmp - 4% Facultyof bcat. & Motifndatet =+ | (1) eadiog st

Permanent or Temporary!?

This is the question!

Figure13.2.Scr eenshots of Hani ds cell philm

Cellphilming, reflexivity and domestic spaces

We first became interested in the uses of cellphilming in domestic spaces when we
worked with a group ofvomen teachers in rural South Africa who had been introduced to
producing cellphilms in a project on youth and HIV and AIDS. What was fascinating was the
interest the women had when they could step away from the research milieu and use their
cellphones anw/hat they had learned about cellphilm production to document their lives out
of the classroom. I n their &époetry in a pock
everything from staging scenarios with their children about planning a famity, ¢ve
engaging in playful pieces on a parking lot while filling in time waiting for a family member
to come out of a meeting. Their productions were a nod to pleasure, and to involving their
children in something that has otherwise only been part ofwlek.

Joshua SchwaBartas and Prudence CaldanBassette have taken this idea one step
further to engage more intentionally and reflexively with their young children to create
cellphilms (SchwalCartas et al, in press). Adapting their own adult cditplpractices, they
have been interested in what they have learned about the visual, ethics, interpretation and
what is essential and what can be left out of what is typically seen as a fairly structured step
by step process. The focus in their chaptenisvbat they themselves have learned as parents
and as visual practitioners by doing this work with their own children, but also what new
guestions arise when we carry out this work outside of more traditional research setting. As
highlighted in the conclusn:
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ecreating these reflexive accounts of our
one-on-one context with our own children has helped us to better appreciate meaning
making through Cellphilming and also to help us envision what a pilot study with a

larger group of young children might look like. In particular, we are interested in

deepening an understanding of what is most valuable about Cellphilming to young

children, in individual or group contexts. Added to this, we see Cellphilming as a

fruitful area of study on digital safety. Taking our own precautions into account with

our two different experiences, we recognize that many of the concerns that adults

have about chil drends o nibullying and soforecarybe i s s u
addressedvhile having an engaging experience, making Cellphilming a mindful and
intentional use of technology (n/p).

Walking/cycling with my cellphone

As a third example of a reflexive project, we build on the idea of video walks (Pink,
2007). We consider, for example, the work of environmentalist and educator, Mitchell
McLarnon (2021). Interested in the gentrification of various neighbourhoods inédbatrd
what this has meant to populations who can no longer afford housing in sections of the city
where they have lived for years, McLarnon documented the changing face of particular urban
spaces over a period of several years. Some of his documematiaone in the form of
photos but other work captures changing patterns of movement. The possibilities for this type
of documentation (bird life, traffic, construction, movement around schools or parks or
playgrounds) over a period of time are vast.

Sim | arl vy, Brian Benoitédés autoethnography
in Quebec on the closure of so many Anglophone schools in the 1980s and 1990s offers a
dramatic reflexive encounter through the visual and memwork (Benoit, 2015). Startm
with family photos from his childhood, Brian went on the road to visually document all the
different places his family had lived during his elementary schooling and all the elementary
schools he attended, and which are now closed or repurposed biithitg he did not
create a cellphilm production for his dissertation, his visual documentation through a
cellphone is highly evocative of what a series of cellphilms could look like.
A note about ethg In these examples researchers and teachers havptattdmaddress
potential ethical challenges of filming others without their consent in classrooms, public
spaces filled with people, engaging in surveillance and so on. In an era of capturing events
with police or hospital personnel on film without theimsent it is important to be hyper
vigilant about what constitutes the rights of others and issues of safety and security. Clearly
the creative and intentional use of your cellphone or other device to create poetic pieces,
documentary and other visual acats offers rich possibilities for reflexive engagement.
Building on your own classroom practices there are also many ways in which you can draw
on student responses to a classroom assignment (including ones that build on their cellphone
practices) in aaflexive way that does not have to violate ethical protocols.

What difference does it make?

We end with the imperative of Schwabar t as et al . (in press)
cell phil ming!o. The reflexive cellphilm exan
range of social justice issues (urban gentrification, immigration policies and-C@yid
language laws in Quebec) and the interplay with the personal and the aesthetic. Representing
the projects can vary from extended written
statements we referred to in Otheofdogse and th
creating a website, or public event which can be documented. As we argue elsewhere, this
type of work also allows for narrative imagination that includes utopic visions of what we
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want our practices to be or what we want to change (Sadati éh#fit 2021). As Tomaselli

et al. (2010) noted, cellphilms, made on a cellphone and made for a cellphone, are
particularly effective because they can be so easily shared through social media platforms
(e.g., WhatsApp) and so it is relatively easy to reaahy different audiences.
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14 What 6s t he st o-crgabed film grojectisi ng c o

TRACEY MURPHY

We educators tend to be divided into two categories: the ones who are labelled as
conscientious, detail orientated, well planned, and the others, who are labelled as artistic,
visionary, sensitive. The second might sound appealing in popular culture i@srbavin
my experience, the label comes with qualifiers: creative but not able to meet institutional
expectations; visionary but unable to follow through with fine details; sensitive but too easily
swayed by emotions. Then again, says who? From my tepekperiences, | have withessed
how artsbased learning through -@veated projects, can powerfully centre students' ideas
and voices. | have also learned through a series of starts, bumps, with some powerful
celebrations along the way, and as an admébedract bigpicture thinker, that good art
projects and in particular filmmaking, happen through detailed planning and execution.
Having said this, projects must be planned with care as opposed to being careful or cautious
in your vision, as all artistiendeavours require a certain flair for risking.

In this chapter, | outline a framework to design a film project. | start with the broader
considerations of theory and pedagogy in designing aibasisd project, and then offer
some logistical considations. | invite you to investigate the links to film productions at the
conclusion of this chapter, which include my own collaborations as a settler educator who
facilitated artsbased projects and film making with Indigenous students and community.
After each section in this chapter, | provide a prompt to help readers reflect on their own
potential project design.

Ability and resources

To start your project, first reflect on your ability and resources. Do you have
experience making films? | became insteel in film through an organisation calledace It
Together(links below), that brought youth from Israel, Palestine, and Canada together to
dialogue about peace while learning collaboratively to create films. While | had the skills to
facilitate youth pojects, | lacked the technical and conceptual skills to bring a film story
together. Through a colleague, | was introduced to John Mackenzie, Shaw Cable community
filmmaker with the Victoria, British Columbia branch. We have worked together on a few
projects, and in the process, | have begun learning how to make films. In most cities and
universities, lowcost opportunities are available to learn about filmmaking, connect with
filmmakers and equipment. In Victoria, Shaw Cable offers volunteer positichghean
Vancouver Island South Film & Media Commission lists community film groups:
https://www.filmvictoria.com/localndustry/film-community/

Choosing a theoretical framework (s)

Theory has an important place in the academic world and in practice as you design a
film project. The theory that you choose will act as a lens to guide the design of your project
and bring to light the decisions that you make as an educator (Anfara &, [9@i6) and in
turn, value the lived experiences of your students as knowledge. Further as Fassbinder (2007)
points out, theory provides a map of why the world is the way it is. By determining a

Right now, can you describe your intentmmpurpose for a film project? What
skills do you bring, and what skills would you need to develop?
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theoretical lens for your film project, you open possilatitfor those involved to make deep
explorations into, and critical examinations of, social and cultural situations or phenomena.

In creating films, | am drawn to theories that deepen my understanding of story.
Feminist theory values the voices of womamng others who have been marginalised,; it
values storytelling as a critical means to encourage connection, sharing, listening and
di al ogue around the issues that affect peopl
Feminism also values the arts, as it bara practice of epistemological and ontological
disruption, a way to challenge, respond to and move beyond injustices and in doing so, create
new knowledge (Ahmed, 2017; Clover et al, 2020; Hemmings, 2010; hooks, 1999; Pollack,
2021). As my experience ing film has been in collaboration with Indigenous students, |
value how film offers a different modality for story creation. Through decolonizing theory, |
am | earning how fil mmaking can support the g
movement hat i s nonhierarchical, nonexploitati v
As a settler educator, these theories help me think out the steps to facilitate story creation that
is accountable to the needs of each participant while affirming tlerajere possibilities of
Indigenous resurgence.

The art of storytelling

Films are powerful because they tell stories and so, storytelling acts as a powerful
verb and metaphor to describe a dynamic active learning environment. How that story is
created depends on your learning goals for a project, and so, | would like yasiiecdhe
pedagogies that will match your intentions. For me, critical pedagogy is a valuable
counterpart to the creativity of flmmaking. Critical thinking aims to inspire active learning in
students (Brown, 1998) and counteracts overstructured leamiogmes that aim to make
students compliant, good citizens (Lipman, 2003). Building on this, critical pedagogist Freire
(2000) challenged a banking style of education, which describes a pedagogy where
knowledge is delivered by an educator into the mirideaeptive but passive students.
Instead, Freire (2000) proposed conscientization, which aims to raise consciousness about
social issues and sadfjency through critical thought and dialogue. As | will describe, each
step of making a film offers opportui@s for students to talk about their ideas, give feedback

What theory or combination of theories are appropriate to guide younfdking
design? How are you connecting theory to your project?

and work for consensus in their decision making. Further, filmmaking can offer multiple
roles for students as they engage in the creation, physical filming, and production of a story.
In my experi@ce, collective storytelling opens a potential for students to see themselves as
complex, multilayered community members who grow holistiéakynotionally,

intellectually, and artistically through their experiences of learning.

What are the pedagogiozlues and learning goals of your film project?

Finding the story

Finding rather than creating the story is a powerful frame for this section. In my
experiences, students will bring forward pertinent issues that are important in their writing or
through anecdotal stories in group discussions. Or when students feel vulnerable, | might be
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stopped in a hallway or found after school, to be told a story that brings meaning, highlights
injustices, or reflects passion for a particular topic. My job is terligbay attention and

reflect. When the story seems incomplete or calls for justice, | will clarify the issues at hand
and suggest an afbmsed outcome, like filmmaking. As my focus is collectivecsated

films, 1 will listen for themes that might resate with meaning for other students, ask for
clarity and consensus to bring this issue forward to a classroom of students. When
introducing a focus, | draw from the values of inquiry learning by Wang et al (2020) to
convey my intentions and potential ofilan project. These include:

1. Learning about the process of making an artform
2. Exploring how art serves to represent diverse understanding of an issue
3. Evoking a response, bring audience attention to a social justice issue

Additionally, Collins & Stockton (2018) suggest that by valuing the lived experiences of
students, students can begin with a peripheral knowing of their topic and be motivated to
deeper engagement and abilifystudents are motivated to take on a project, at this point |
would begin to consider the logistics with a filmmaker, sketch out a timeline and if it makes
sense, look for grants.

Making the story

Once consensus has been reached, | encourage stiodége¢pen their story focus
through reflective brainstorms & mapping, prompts for writing or drawing out ideas and

Can youdescribe a process to draw out student ideas?

visits with guest speakers. These collaborations happen through mutual engagement and
dialogue and serve a vital place to deepen a commoingsactice (e.g., Lipman, 2003).

According to Lave and Wegner (2003), a community of practice happens through shared

interest, a mutual commitment to belonging and helping each other and through opportunities

to develop tools/skills. When it is appropear if you have secured funding for

honorariums, this stage might open up opportunities to invite community members to

contribute their knowledge and time to a film. In addition, consider who is telling the story,

and from what point of view. Culler (281Ladds valuable questions to this section by asking,
AWho speaks, as inside the story in characte
point of view is being told?o0. Film making i
easier medium taeave together multiple stories and perspectives. At this point, it might be
important to look at storyboard templates, to flesh out the story of your project through the
opening, body and ending of the film. While | have never used a storyboard anduemtiseq

have spent hours and hours looking through raw footage to build a story, | can see the value

as described herattps://www.premiumbeat.com/lgéfree storyboardtemplatefor-film -
andvideo-projects/

In working with a filmmaker, 1 am learning about the skills and equipment required
through the process of filming and production. John Mackenzie is a whiz at finding
opportunities for youth to try aulifferent roles in filming projects and can intuitively find
moments on set to build skills. While some students may have been more focused on
technical production, their contributions to the stories were always considered. | have felt that
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my role is tocenter student and community perspectives, particularly in the production and
editing stages. John and | have met on countless occasions to go over clips, to build a story
while we integrate ongoing student and community feedback. Student centred doesmot
students must make all the production choices in a film (Chambers, 2018), but the integrity of
a cacreated film emerges from this symbiotic process.

Finishing and sharing the story

The final edits for a story can seem tedious but are key to a polishedonelffilm,
which honours the work of your students and contributions of community. Some of the
important finishing touches to a film areetintroduction, end credits and accompanying
music. A strong opening is the key to grabbi
simple as finding a stunning image of art, landscape, or a key moment in your film. Music is
an important consideratioand often there will be moments in a film where visuals are
gorgeous, but dialogue doesno6t fit wel]l. Fin
would recommend looking at websites that have vetted-sperce music for films. To end a

How can you structure this stagaaking the storywith ongoingfeedback from student
and community?

flm,inmyexperience credits are challenging. Il w
but have learned that audiences have limited attention to read text at any point in a film,
particularly the ending. Finally, the outcomes of a film take careful consideaatibyou

may require media release permissions. If a project will be published for public viewing, you

will require media release permissions. In any case, decisions must be made on a premier
showing event either for a private celebration or if releasedrigoing viewing in social

media, like YouTube. Finally, how the project is introduced through text on social media

needs careful thought. Seeking consensus with these outcomes, particularly choices for public
viewing, always trumps my own personal desire to get student work out into the world.

Conclusions

Have you attended a celebrative film ojgy? What factors stood out for you?

| believe that films offer transformative learning in the process of creation, and later,
through the collective dialogueinternal and externat they enable when viewed by
educators, students, and the public (Halverson et al., 2014). As | mentiongapening,
creative coll aborative projects dondt al ways
filmmaking can be a powerful tool to deepen student engagement in learning. Likewise, and
especially relevant for adult learning and community infédeerning, dialogue around
social issues and justice can rise out of flmmaking. Consequently, educators are responsible
to plan projects with integrity and accountability in how they prioritize the voices and
contributions of gheiutdrerespases df ganicpants adthepvetve d o
their contributions in five, ten and even t
feelings or responses, | do need to feel at ease with my decisions. Here is where a check list
of sorts may provegaluable. Lists may seem contradictory to the energy of creativity in my
opening, but | like the idea of having a stapstep process that lifts the ideas and voices of
filmmakers.

n
W
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Video Resources

Indigenous leadership & oosehide Campaign

https://www.youtube.com/watch?v=2DOHOug

Shaw spotlight: Indigenous youth mural of hope and healing
https://www.youtube.com/watch?v=09wpJ1YxgD8&list=PLvziJfF _2qCYh_jUwK7AxCz4y

XEYcyF8q

Peace it together, youth dialogue on pedd#s://peaceittogether.com

Ordinary extra ordinary activism, films on adult disability

https://www.youtube.com/watch?v=pHfhe] M
https://www.youtube.com/watch?v=c7ijvaBiAwo&t=257s
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ReVision: The Centre for Art and Social Justice offers a wealth of film projects and diverse
perspectiveshttps://revisioncentre.ca

Ref/turning the gaze: uniseng settler logics through multimedia storytelling
https://www.tandfonline.com/doi/full/10.1080/14680777.2019.1707256
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15. Marx & I: From Mirjaveh toLesbos

SHAHRZAD MOJAB

Marx and lanimates a journey across borders where geographies, cultures, race,
gender, and class interlock to depict a global condition of oppression and exploitation. The
Al 0 represents a col | ect isposgsessionpneler thesoctalkando f  d i
political order of capitalism, as Karl Marx initially articulated in his works. In this journey
Marx is reminded of the importance of his more than a century old theorization of capitalist
social relations for the world tag. He is a witness to the miseries of people who struggle to
survive environmental destructions, harsh working conditions, occupations, wars,
militarization, racism, exploitation, and patriarchal violence. The cruelty of this reality in the
2Century is incomprehensible even for Mar x,
evoking the revolutionary resistance of the oppressed people of the world as Marx himself
envisioned.

Marx & | began as €apital reading group among newly migrated ttoérom the
Middle East and North Africa. They were (are) revolutionary activists, among them a number
of former political prisoners, who were (are) temporarily or permanently stranded on the
borders of Turkey and Europe or are crowded in the Amazonbditm centers in outskirts
of major European metropoles. Read®apital gave them an analytical tool to comprehend
their experience of structural violence and relations of power in the process of transition from
one geography to the next, not as a fragiee, individualized, and disarticulated social
reality but rather as interconnected contradictions constituting all our lives and relations.
Thus, a condition which pleads for collective resistance. A young woman artist in the group
first wrote a play tde performed by all but then decided to sketch an animation to depict her
learning as a way of reiterating her knowledge. The art became the basis of the collective
writing which advanced both the discussion and the artistic expression of the complex
analysis of the text. Another young woman, a former theatre actor, read the text, which was
originally written in Persian, therefore the animation found a voice. The Persian text was then
translated into English, yet another collective endeavor, and was fretimed for its
analytical clarity.

As Marx traveled with the Al o from Mirjav
Afghanistan to arrive on the edge of Europe, to the Island of Lesbos in Greece, he realized
that the limits in his analytical method should bessed. He witnessed the feminization of
work and poverty, the ewncreasing prostitutions and sexual exploitation of women, the
depth of colonization and racism. In short, he experienced the intensification of capitalist
social relations in its imperigit f or m. I n this | GamMareon, t he Al
Marx.

Marx & | is dedicated to all those who cross many borders to build a life, though in
the process face the hazard of capitalist patriarchal relations. It is also dedicated to all those
who ae incarcerated because they dare to stand up against these hazards and demand a better
world.

Marx & | video can be accessed here:

https://www.youtube.com/channel/UCwheUZogPmSKEREQfg3A

79


https://www.youtube.com/channel/UCwheUZoqPmSKELH-Reqfg3A

16. Designing a multimedia feminist research exhibition

DARLENE E. CLOVER

Hi story that comes not from the | ofty per
rather from below is always difficult to perceive. Its protagonists are rarely
documented; theirs is all too frequently
exhibition is a byword for the creative r
exhibition snapshots of womenés highly vi
those las visible, the small disobediences that are part of the daily workings of
womends | ives in an unjust world. Togethe
pursued.

Disobedient Womerexcept from the Curatorial Statement, 2018

My chapter focusses on the design/curatorial elements of adeafgs feminist
research exhibition callddisobedient women: Defiance, resilience, and creativity past and
present | begin with the above excerpt from the curatorial statement because these
statements, often the first step in designing an exhibition, provide the introduction, the
challenge to which the exhibition responded, the intent and what audiences would see and
read. Curatorial statements are always based in the cultural angebiital beliefs,
understandings, and experiences of the curators, meaning they represent a worldview, a
t heoretical positioning which is shown and t
narratives.

| begin my chapter with reasons for choosing an exhibftiomat as a project and
because context matters to every exhibition, the goalitical context in whictDisobedient
Womenwas curated. From there, | outline the steps | took in collaboration with students and
colleagues, to design and curate this mmukidia exhibitionAs every exhi biti on
stories and images | weave into my discussion tales and and images.

Why choose to curate an exhibition?

| chose to design and curate an exhibition for reasons that relate to their
communicative and pedageogi power. Cultural scholars Hourston ef24112) describe
exhibitions as narrative environments, storytellers which through visual and textual form,
narrate stories of society, culture, arts, history, and/or pebglleng stories matters because
they are how we make meaning of our complex lived realities.

Pedagogically, exhibitorsr e what Benjamin (2014) <call s
they are masters at influencing, shaping and mobilising knowledge aboutrtieand even,
ourselves (p. 14). What this meaas,alluded to in the introduction, is that exhibitions are
never neutral. They are curated by someone who believes something and aims to teach that
something through the exhibitiohhrough carefully chorgraphed representationsnages,
objects, explanatory texts and even things such as where something is positioned or how it is

lighted, exhibitionsactivate in the visitord, he O0seené6é. What we O0seed (
picture speaks athousandwdids i s f or much of the popul atio
and often, fAwhat we see is considered eviden

2001, p.1). Moreover,&@ar tl ettt (2016) reminds wus fdexhibi
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significance 6their subject, lending authority and a certain amount of cultural value accrued
in retrospecto (p. 307).

Another important element that drew me and my colleagues to the exhibition format
was their power to stimulate timaagination (Bedford, 2014Aegsheticexhibitions- those
that use and include artformar e vi si onary spaces that O0i mag]i
encouraging us through creativity to venture into things known yet unknown, familiar yet
strange. This imagination, however, is nevecaiected from the political values and
ideologies and pedagogical aspirations of those who create the exhibitions, and this is
certainly true oDisobedient Womer©ur intent was both illustrate and encourage a feminist
subversive and radical imaginatidrhe subversive imagination acts as a rebellion against the
normative by creating alternative narratives
resistance, resilience and creative practices were being performed yet ignored in the national
historical digourse surrounding the Sesquicentenary. These rebellious acts of subversive
imagination that dare to state and render visible that which has been strategically obscured
shock, but it can also according tpeopkecker (
disagree with what they see or are being told. The radical imagination is similar but more
pedagogical. It is the mobilisation of a collective conscious creative force aimed intentionally
to not only expose but also challenge the root causesafatiy and injustice. The radical
i magination is Athe capacity to think critic
worl do to act wupon it (Haiven & Khasnabi sh,

The impetus

History knocked on your door, did you answer?
Klein, 2014, p. 466

The idea of curatin@isobedient Womelmad in fact percolated in my mind for some
years. | have spent the past 22 years researching tHeaes practices of women who work
within different social contexts and issues, but thelstibih was galvanized by a particular
event, a particularly unsatisfying condition. In 2015, the Tory federal government was
beginning preparations for the Sesquicentenary of Canadian Confederation (2017). Dubbed
Canada 15Qhis was the process in 1867 Wwhich various provinces were united into what
became the Dominion of Canada (a nation). | had just returned from a stay in the United
Kingdom and was listening to a CBC radio programme about the preparations for the
celebrations and the host asked his Toqrgst to identify what he saw as the key historical
natonbui | ding activities of the 150 years. He
heroism-act s of 6édi scoverydéd, ecological congues:t
highly masculinemperid narrative excluded any rolgomen in all their diversity may have
played in 6Canadiandé history, ignored sexisn
deep imperfections in the national landscape, glorified war and sport. It also excluded the
hudr eds of creative resistances to this type
as and in history. Unsatisfying conditions
the i maginati on o Disobegiant Jomenss justsuthian actwf ( p . 2) .
imaginative possibility, a very different story and visualization of who and what mattered in
the past and who still matters in the present. Specifically, as noted in the curatorial statement
it captured women s aadrdsiience &s resporesestoiayatriarghal, d e f i
imperial world.
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Creating the title and identifying the purpose

Every exhibition has a title. | am drawn to exhibitions with interesting and catchy
titles. | choseéDisobedient Womelnased on an exhibitionhiad visited as part of my research
in London, England at the Victoria & Albert Museum callgidobedient Objectdn the
context of that very sedate and proper musddisgbedient Object&as a chaotic and
vibrant compilation of objects from around therndahat had been used in street protests
such as banners and puppets. Other ways to find a title are to survey the lists of past and
present exhibitions on museum and art gallery websites or to go through magazines because
they often have interesting shditles that can stimulate ideas.

The second thing to do is to develop the purpose of the exhibition. As noted above,
the purpose dDisobedientWomewas t o showcase womeno6s acti vi
British Columbia in its diverse forms, past and pinesent and to spotlight this publicly, by
using the visualising and storytelling power of the exhibition format. The exhibition aimed to
provide a space that interrupted the silenci
disrupt the complacency tie historical narrative espoused by the federal governifieat.
exhibition teancombined physical objects like quilts with images, visuals and texts in ways
that we hoped would engulf visitors emotionally, affectively, intellectually and politically in
the worlds of colourful rebellious resistance and quiet patience and resilieatedcby the
many women who performed, stitched, painted,
history.

The teanthose to focus on both past and the present intentionally. How we have
storied and represented the past has an impact on who wevtheale in the present (our
sense of identity) and the past also conditions our beliefs and actions into the future
(Arnheim, 1997; Clover, 2020). In addition, by working in historical and contemporary
contexts, we were able to show continuance and/orasirietween past and current
struggles, issues, actions, and practices.

Situating the exhibition

We chose to curate the exhibitions in art gallery spaces because these institutions lend
such authenticity and significantiean exhibition. As GordekValker (2018) argued, they
are the most trusted of all our knowledge making institutiBnsad access a&s also
important and therefore, we chose two different gallery locations. One was a municipal
gallery in the city centre. This gave tourists, shopkeepers, and others working and living in
the city centre access to the exhibition. The second space wWasgtey Maltwood Gallery
on the University of Victoria (Uvic) campus. Located on the lower ground floor of the
library, this space was accessible to students, faculty, and alumnae.

Obtaining the content

We used five methods to obtain the contenCisobedient WomerFirstly, we
designed and disseminateall for Itemsthrough listservs, to friends and colleagues, via
twitter and other forms of social media. Interestingly, most responses came not through social
media, but human connection. Some womemn photographic collages of commemaoration
events such as Toronto International Womenos
photographs of themselves being arrested for civil disobedience. Figure 16.1 below is an
i mage of Qwet mi natkleademawhg was arested, gaited, and tonvictedia
criminal contempt of court for blocking the
unceded territory.
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Figure 16.1 Qwetminak on her knees

A feminist lawyer gave us a wonderftdllection of old phonographic records,
slogan/protest teshirts, feminist magazines and books and posters which one of my students
curated into a budding feministods bedroom di
accompanied the diorama:

Our formati\e years have a great influence on the music we listen to, the art we are
drawn to, and how we choose to dress. For me it was those years when | became a
feminist, acutely aware of the injustices in the world around me. My bedroom became
an extension of mydf, and the ideas | was beginning to form as a young woman. |
spent many hours reading, listening to music and adorning my walls with posters,
photos and art. | read.

We also received a photographic series ent{fiéid)Interpretation: Sikh Feminisms
in Representation, Texts and Lived Reali(i®sp 290ct 20, 2015). Created by a group of
Sikh feminists this series of photographs aimed toeatgre the notion of a normatively
androcentric faith and to raise awareness of Sikh feminist thought and undaggand

Indigenous artist and law professor Val Napoleon lent us her series of Feminist
Ravens (see Figure 16.2):

| have chosen to present [the law] with the ravartrickster for some Indigenous
peoples. She can teach us by being a troublemaker and by upsetting the log jams of
unguestioned assumptions. She can also teach us with love, patience, and a wicked
sense bhumour. She can create spaces for conversations and quéstanss her

job as a trickster and as a feminist so that nothing is taken for granted and all
interpretations are laid bare.
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Figure 16.2 The Ravens

A second method we used wasthearahis . Thi s was Ot he pastd
archival resources for diverse historical images and stories. In the archives of the Royal
British Columbia Museum, we found photograph
circa1900 and®o me n 6 s | n s tion thautbok plaCeomDurecan in 1920, complete
with artist, Emily Carr. From the UVic archives, we found many images and stories of the
Raging Granniess courageous group of older women who endeavour to raise awareness of
issues relating to peace, thevironment, and social justice through satirical songs and skits.

We also founatopies ofZenith Digestanewsletter edited by Trasvgoman Stephanie Castle
and the story of Rosemary Brown, the first Black woman in the BC Legislature

Figure 16.3 Image fromZenith Digest

The third method we used to create the content of the exhibition was to commission
Indigenous and nemdigenous artists to create original works for the exhibition, based on
the theme. The results were one video (animatiorskamd poetry), two sets of hand puppets,
a bedside table installation, six paintings
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protest buttons with contemporary slogans. | juxtaposed these with a series of protest buttons
we had found in the arofes from the 1980s and 1990s. It showed that while some of the
issues had changedirans issues for exampléhe comments on both sets of buttons were
hauntingly similar, illustrating visually, just how little things had changed and why we still
neededeminism and its soft and hard acts of rebellion.

Our fourth method was two interviews, although this is not something that can be
done in a project that does use human subjects. We interviewed Indigenous Elder May Sam
who keeps cultural practices alilog teaching the art of Cowichan sweater knitting. The
second interview was with Mafywynne Ashford, who has been anspdken advocate for
demilitarization and against nuclear weapons.

Finally, we tapped into feminist organisations for storiesatefacts such as the
West Coast League of Lady Wrestlers, a women
owrestlesd6 soci al and ecol ogi cal i ssues (see
elderly women activists. The Grannies arrived at my offite green bin bags full of
everything from books they had written to a
freezing lake for the cause and from the lyrics of satirical songs to a full size cut out on of
them complete with feathered boa.

Curation

The final act of an exhibition for the curator is to put it together. When | proposed the

exhibition to the Legacy Gall ery, I had assu
exhibition. They soon di sabused mexhibitton,t hi s n
but | was O6to curated it which meant | had t

therefore had to be the storyteller. This was more daunting than | had realised because it
included a | ot of 0 mfewtmsstand wbrked offblueprintdtot he si t
ensure that everything to fit the available wall and floor space or into the glass cases. This

taught me that while the imagination is a practice of possibility, exhibition making is also

based in pragmatism.
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17.Designing a O0pop up©o: Event s, s choc

SARAH WILLIAMSON

What we now-ukpnbo wa papsewiqrrospior instance, shops and
restaurandpdé nionw Wmpeypypected places, cinemas s
experiences in unusual locations and art galleries (or exhibitions) inhabit disused shops
(Jarvis & Williamson, 2013). Pepp eventare temporary occasions that occur in spaces
that range from museums and schools to community spaces, halls and parks. They can be
about food or have commercial aspirations, but they can also be spaces for critical and
creative education and learning, fbeus of my work and this chapter.

Designed to last for only a short period of time, | have found education and learning
pop-up events to be vibrant, exciting, full of creative spirit and freedom. This, together with
their potential to invert and subvexime aspects of normative practices of formal education
and learning, can harness many aspects of carnival practice, embracing the spirit of what
Russian philosopher Bakhtin (1968/1984) <call
ideas of transpositon and application of a carnival 6s ¢
medieval carnivals. Essential elements of the carnivalesqueaspiinclusion, equality and
freedom, a temporary inversion of established norms of society and structures of power
which often involved challenges to the status quo through rebellious behaviour and irreverent
folk humour (Williamson, 2017). The idea of a pop learning event, for example the art
schools and exhibitions that | have designed, is to offer inclusivereglg ficcessible
creative activities where participants can mix, be creative and learn together informally about
the issues that affect our lives. If pap events are to be inclusive and open to the public, it
means that anyone can attend. While critiogheir success, pop ups that deal with
controversial subjects can sometimes involve-tadng and steps into the unfamiliar and

unknown. Hotwekierg dmnmd skkeing braveodo are centr
approaches and to feminist adult edlion (Patrick, 2017, p. 186; see also Clover, et al.,
2016).

Although the temporary and ephemeral nature ofygmpvents is not a replacement
for the longetterm educational work that needs to be done around social issues, they can be
liberating and dmocratising events with many benefits. For instance, creative activities
which are not assessed can relieve a fear of doing something wrong and making mistakes,
and shorived, informal learning situations offer freedom from pressure and judgement.

In this chapter, | focus on the design elements ofygoprt schools which include
exhibitions. Before | begin, however, it is important to note that an educator or researcher
doesnotneed to be an artist or arts practitioner to stage aipa@vent such aan exhibition
or a school. Similarly, students dotneed to engage in creative activities at a-ppvent
either, as the 6witness6é of creativity and a
(2012) states, witnessing art which is evocative ovgecative has the potential to facilitate
deeper awareness and critical reflection.

Pop-up exhibitions
Art exhibitions aim to realise an affective and/or discursive potential, to shape
experience or kindle debat e.ougBwhichrmasttait ons ar e
becomes knowno ( St-aanexhibitigh®ahdidisplgys canlbd ) . Pop
intentionally designed to be informal and nonformal discursive spaces of teaching and
learning which are not about the art, but about the issues thesypditrey can be organised
using new or existing materials, purchased, loaned, made for the event or donated. If wall
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space is needed but not provided or found, temporary hanging arrangements can be made
with washing lines and pegs. Content and accomparyirajorial statements can be
descriptive but they can also be provocative, provide a contrasting or different perspective,
subvert or even, ask questions. The pedagogical intent of the exhibition is the guide.

Pop-up art schools

Popup art schools areedigned and planned with an emphasis on participant creative
activity, which can be an effective way to engage people with feminist and other types of
social issues. My work is predominantly about feminism, and the representations or visual
depictions of wmen in art galleries by men who, no matter how empathetic (if at all), lack
any experiential knowledge of what is like to be a woman, and in fact paint women for their
own titillating male/masculine gratification.

Popup art schools for me offer the agunity for individual and personal learning,
for expression through embodied engagement and response, andifeaion and

coll aboration. | have f-opuartschoals workgvaryweli. vi st 6 a
What this does 06 s( dafot empwlaati zwomem adnte seen
6arté (what men produce), making it more ope
themselves as d6artisticbé (or malel!). The ter
craftfwascoied by Betsy Greer, who describes it as
opinions through creativity makes your voice

craftivism.com/definition/).

The process of creating and making something by tertithe time it takes, allows
opportunities for longer stretches of reflection and thoughtfulness. The act of creative
expression through making something can feel empowering, and Sarah Corbett, founder of

the Craftivist Collective, saysto craftistocoe ct fAheart, head and han
Greer (2014, p. 173) believes that <craft has
conversations due to its familiarity which A

the table, if only because the want t o know how a handmade pi «
is a rich history of craft being used in activism and protest, a famous example being that of

1913, when English suffragette Emily Davison died trying to pin an embroidered protest scarf

to the r&ehorse of King George V.

Designing and staging a pojup art school

If you are usingan art gallery or museum, it is important to liaise with the staff to
secure an area for a pop event. Staff will most likely be happy to help, as temporary and
pop-up exhibitions, as well as artsased workshops and activities, are key attractors of
visitors and bring a gallery to life. Also enquire into what else the institution can contribute
such as tables and chairs, resource materials, cloakroom facilities amthstf f/ou are
unable to hold a pepp event in a gallery or museum of your choice, consider holding one
outside in a public square or park close by. Mind the weather, however! | have even used
indoor market spaces.

A key stage when designingpap-up art school is tdetermine a theme. This can be
political, such as to draw attention to gender issues or sustainability agendas, or it can be to
celebrate and commemorate a relevant event, place or person. Design a range of different
creatveandemagi ng activities, although as noted,
or social reflection, a coming to see something new or differently (Etmanski & Newman, in
press). It is important to be practical, avoiding anything too complicated. Inceddiitive
adaptable activities which are accessible and achievable for all ages if your aim is to- be inter
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generational. To advertise your pop, make posters, flyers, online event pages, and use

social media. Clearly indicate whether they are open tgeheral public, if tickets need to

be booked and if they are designed for a specific group, such as only for women.
When organising an event, plan to set up large tables as a base for each activity, like a

stall at a fair. The number of activities yoganise will depend on the size of the venue, the

number of facilitators and the numbers of people involved. Participants can then wander

around, join in, or again, simply witness. Aim to have one or two people facilitating each

activity for which there isignage, motivating examples on display and handout sheets with

clear written instructions and visuals for guidance. You can attach signage to the backs of

chairs and also on to the sides of empty boxes placed in the middle of an activity table. If you

can have someone who will Omeet and greeto,

what participants can do, and who can also collect feedback before people leave.
Anotherideaistc ust omi se t he space with temporar)

by hanging a variety of things such as posters, photographs and drawings from washing lines

hung around the perimeter and across the room (see Figure 17.1 below).
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Figure 17.1Washing lines

Additionally, participant work produced at the pop school can then be easily
displayed-- creating a temporary exhibition! To transform quickly and easily a space for a
pop-up, use bunting, as this suggests a carnival event and helps to create &elstipaly,
atmosphere. Bunting is a type of festive decoration which is typically made of colourful
fabric or paper triangles attached to lengths of ribbon or cord and strung highly across an area
or around a perimeter. To make attractive bunting whichstomised to your event, cut
large triangles from unwanted wallpaper or newspapers (as long as A3 in length for impact).
Stain newspaper with cold tea or coffee using a small sponge, cloth or large brush for this.
Leave to dry, then stick a large lettereach triangle, hole punch the top of the triangles and
thread them together using garden twine or wool. To add the lettering on to the bunting,
decide on words which link to your theme, then type them into a word document on a
computer using a tall, narrofent. Enlarge until two letters completely fill an A4 piece of
paper, then print and then cut out. Leaving a white border around each letter can look very
effective when stuck on to the stained newspaper (see Figures 17.2).
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Figure 17.2 Newspaper ledtring

An alternative is to use large letter shapes or stencils for the letters (you could ask to borrow
them from a kindergarten or nursery as they often have these).

Always remember to design a creative way to gather and display feedback about the
pop-up event too. For example, | have successfully used the idea of patchwork quilting to
collect and display feedback by making squares of decorative paper such as wrapping paper
or wallpaper (pale in design) available for people to leave feedback on. Condpletede d b a ¢ k
squaresodo have then been stuck or pinned onto
‘"feedback quiltdé. Blank postcards can also b
create a visually attractive display, playfully suggesting the adea postcard being sent from
the event. The idea here is that the input of the participants also becomes part of the
6exhibitiond (see Clover, 2020 for further i

You need to know what worked well and what Idooe improved for next time and
this can be a future research project, if you interview people and also have forms with
guestions to be filled in, such as why they attended, their age, gender, ethnicity, and any other
information you feel is important @ather.

Nurturing the feminist subversive imagination

As noted, my emphasis is often on womenos
lists some of the activities | have used during my-ppschools. The theme may be serious,
but | always offer a carnatesque freedom for participants to be imaginative, to see and feel
imaginative things and to experience the pleasure of creativity, of making or looking at art. |
like to adorn the popp spaces with a range of quotations, facts and statistics about @@men
representation, oppression, and marginalization to get people thinking. | also create spaces
where they can leave comments (see Figure 17.3 below).

The activities |isted below are O6opend en
levels of abiliy and experience.
Banner making

Banner making is an ancient craftbAnner is typically a long strip of cloth bearing a
slogan or design, hung in a public place or carried in a demonstration or prodessign.a
banner (research suffragette and fastibanners for inspiration), and plan how individuals
can all contribute by stitching, sticking or painting a small section.
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A feminist paper patchwork quilt

Take the principle of patchwork to create a collaborativehde quilt. An activity
can be to create a paper square that contains a feminist message or thought, and which is
created in the traditional suffragette colours of white, purple and green. Wlhlatso
research and copy vintage feminist illustrations for participants to colour and decorate. These
are then pieced together to create the femin
beforehand for guidance.
AHouses of Unresto

Figure 17.3 is amiage of a doll house. This activity sees doll houses (borrow or buy
from car boot sales) transformed into 6House
participants to create their own miniature placard of protest or memory associated with
womenand domesticity. Participants can then choose where to position their placard inside or
outside the dolls houses using{bdck.

]

Figure 17.3.Houses of unrest

Encouraging the subversive imagination

Drawing upon the principles of the O6carni
which have a O60subversived el ement, and whi ch
Revisioning If you are in a museum or gallery, have your groupnite orcreat e a Onewbob
curatorial statement or object/artwork label from a feminist perspective. You can also create
new speech bubbles to add an imagined dialogue to objects or images. You will definitely
need permi ssion to do t hnist t iOn dé@roanebdi tndg¥éa.t n e s
Participants attach previously knitted items or wrap yarn around things in official places,
inside and out, to draw attention to something. Building on this | have also used Guerrilla
Gardeningwith packets of seeds with flowseor foliage in the suffragette colours of purple,
white and green given out to participants to
packets of seeds in the three colours and provide small envelopes for participants to make up
their own mini sed packets with a few seeds of each colour. Encourage participants to go out
and plant an unexpected explosion of feminist flower colour in a public place somewhere, for
example, a roadside verge or piece of land in a car park.

There are other ways tolgmce a pojup school. You can serve refreshments and |
once served refreshments in vintage China cups and saucers that formed a decorative display
in their own right. An area was set aside, a
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allowed participnt s t o rel ax. I't also provided a O0sai
art school unfold around them (Jarvis & Williamson, 2013). | use music to create ambience.

I n one school , | brought in 1950s Fatkeadch mus
been curated at the Victoria & Albert Museum in London to add a vintage atmosphere. The

school ended with a live performance from a jazz funk band whose style and improvisation

added to the creative ambience of the-ppp

In my work, popup schod are creative, fun events that also contribute in their own
way to gender justice and change. These flexible activities can also tackle colonialism,
racism, ableism, the ecological <crisis or an

Note: This chater was adapted from the original in Clover, D.E., Dzulkifli, S.,
Gelderman, H. & Sanford, K. (Eds.) (202Beminist adult educators guide to
aesthetic, creative and disruptive practice in museums and communities
https://onlineacademiccommunity.uvic.ca/comarts/femiadiilteducatorgyuide/
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18. Designing and curating a virtual exhibition: The case/odualising the
Feminist Imaginary

SURIANI DZULKIFLI AND NABILA KAzZMI

Our focus in this chapter is on exhibitions and more specifically on designing a virtual
feminist exhibition. Exhibitions- whether in museums, communities or onlinare
important tools oeducation and learning (e.g., Steeds, 2014). Yet like all other educational
tools or spaces, exhibitions and never neutral and therefore, have both challenges and

i mportant responses. One challenge, as il l un
the persistent exclusion and/ or misrepresent
experiences in the majority of the worl dobs e

lives of half the humanity contributes to gender inequity and inequaébtyhe
disempowerment of women due to a lack of gender consciousness and historical memory on
one hand and to the continued empowerment of the patriarchy to story and thus name and
particularly, to represent visually and narratively what has value,cobats and by
exclusion, what does not. Marshment (1993) reminds us are always about{ibvgrower
to see, to know the world and ourselves. I n
types of exhibitions to revise and trouble this polittsomi sr epr esent ati on é
[to] ani mate changeo (Clover, 2018, p. 2). F
medi ums which, by their very curation of alt
presenced of wo rherknoaleddes, exparienges, toatributiorfs,endt
cultural practices in visual and narrative form. As Clover et. al (2020) remind us, exhibitions
are storytellers, and women telling their own stories is critical to ending the silences that
exhibitonshavéd or t oo | ong perpetuated. Womendés sto
creativities, ways of knowing, struggles and triumphs, and are ways to take back both power
and the power of storytelling.

The second challenge of exhibitions is their oftendeasibility to the public,
particularly when housed in elitist art galleries and museums which people are unable or
unwilling to frequent (Clover et al, 2016). In response, more accessible types of exhibitions
including travelling and popp exhibitions a& being curated in a variety of spaces and sites
around the world (e.g., Clover & Sanford, 2021; Franger & Clover, 2020; Williamson, this
volume). There is also a rise in the curationidiual exhibitions by feministdn this
chapter, we describe thesign and curation of our virtual feminist exhibition entitled
Visualising the Feminist Imaginar¥his exhibition captured stories, told through objects,
images and artefacts of a group of 20 women who took part in February 2020 in workshop
entitledFeminist aesthetic pedagogies and activist possibilities workshop

We begin this chapter with a digsion of virtual exhibitions as modes of
communication followed by a brief focus on visual literacy, a foundational skill necessary to
creating but also 6readingdéd and understandin
designed and curated this éition. curating and disseminating stories and then explore the
power of visual images and their interpretation. We conclude by outlining the steps we took
to create this exhibition everything from themes to the technology.

Communicating through virtual exhibitions

The use of the gl obal I nternet has become
lives. As suggested above, virtual exhibitions are one such innovation of Internet practice that
represents an important alternative to physical exhibitions hvdrie confined in terms of

92


https://onlineacademiccommunity.uvic.ca/comarts/visualising-the-feminist-imaginary-virtual-exhibition/

place. Unlike their physical counterparts, virtual exhibitions offer both local and global
accessibility to intentionally curated visuals and stories around a plethora of topics. Virtual
exhibitions ar e dextensiveallinddata ¢dliection$ @avidiryyicha s

user experienceso (p. 243). Kim adds that #ft
rapidly expanded due to their ability to overcome the geographic, economic, and accessibility

limitations of physicale hi bi ti onso (p. 243). Virtual exhi
i mages to 360e virtwual tours, offer multiple

cheap and easy to produce and manageo (Hof fn
above, is their accessibility and reach to wider audiences. Unlike physical exhibitions, virtual
offer hypertextual displays of visuals and text.

Virtual exhibitions offer the flexibility
interest. Through themultiple entries and exits, virtual exhibitions facilitate adaptable
manoeuvring by the visitors (Kim, 2018). Also, given their online presence, virtual
exhibitions become available to a wider audience. These factors assist virtual exhibitions in
creatingopportunities for communication with their viewers in a participatory and
collaborative manner through their content and presentation. However, they also render
necessary the focus on clarity of representation and effective communication with their
viewers

Making sense of visual images

Although texts or narrative often accompany virtual exhibitions, the exhibitions do
rely heavily on the visual i magery, and this
reading ot her 06datga@over & Sanhforce 2020) andthisaregairesyas i s ( e
form of visual literacy. According to Abas (2019, p. 100), notions of visual literacy have
shifted from

an individual s cognitive abilities to ma
awareness on the fations of visual media and making judgments on the accuracy,

validity and worthiness of images [have been] reconceptualized as social practice[s]

to understand how visual images convey meanings within a broader sociocultural

context and the ways in whicluolives and identities are informed through images

(p. 100).
Feminist Rose (2012) speaks of the need for visual literacy to include a critical lens, an
ability to think about Athe agency of the in
ofitsvi ewi ng, and [reflecting] on the specifici

17). As feminist education scholars such as Clover & Sanford (2016, 2020) remind us, an

image appears differently to different people based on their cultural cornlbeits,
experiences, and points of view. In other wo
multiple perspectives. Visual images therefore allow visitors a space to interpret, to devise

from them their own meanings, even if/when they contrast torigmal meaning (Clover,

2018). This means that although you can curate and tell a story through an exhibition, you

must always be cognizant, it may be seen and read differently.

Designing and curating a virtual exhibition

As we noted in the introductiato this chapter, theisualising the Feminist
Imaginaryvirtual exhibition was created from our conversations at-theinist Aesthetic
Pedagogies and Activist Possibilities Virtual Conferertee 19 participants from different
parts of the world had been asked to bring to the workshop an image, artefact or object that
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was illustrative or reflective of their understandings of theme of the workshop: feminist

aesthetics and the feminist imagwaiThis activity allowed for two things to happen. The

first was as an introduction. Each participant used her object to introduce herself. It also
served to set the workshop off on a more O6vi
academic worksops.

To create the exhibition, we had participants write up their stories following the
workshop and send the image to us. Although the stories had only been orally introduced,
some patrticipants sent them in other forms such haiku, a Japanese foetrpf\fisualising
the Feminist Imaginarincludes 19 images and their accompanying stories in total.

Once we had all the images, | (Suriani) lead the design and curatorial process. | put all
the images together and interpreting the collection of artefaats was seeing. | began to
think about these thematically, in terms of what | felt we were doing. We then met as a larger
group (with Kazmi, Clover & Sanford) where | presented my themes and then as a group, we
honed and curated these into three fthames which would become the titles of the
6gall eriesd. The first theme was O6rememberin
their (greatgrandmothers, mothers or sisters and the impacts these women had had on
our/their livesOur memories arenportant because they give us as feminissgrese of
continuitywith those who came before and had such an impact on us and/or society. Like
history, memories provide important details of who we are but also who we might like to be

(e.g.,Clover,2020he second theme was O0Storytellingé6.
themselves; they are a struggle for the power to be told, how, where and by whom they get
told and who really &édhearsd them. For OKkrii (
inthemo ( p. 46) . These stories are planted in
unknowingly-i n our sel veso (p. 46) . The third theme
rupture patriarchal soci et al nor ms.). We call e
| |
VISUALISING THE
FEMINIST IMAGINARY
¢
PE S 2 Gz
8 ' :

Figure 18.1 Main gallery hall

We each researched different types of virtual exhibitions ranging from using
Power Point to doing 360e virtual tour s. Mo st
doing online searches for ways of putting together virtual museums and exhibitionam#&/e
across multiple sources that charged a fee to curate exhibitions using virtual reality,
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augmented reality and 3D technology. However, considering issues of accessibility and
farther reach, we decided to go with a free, yet engaging, virtual exhilajiout.

During our research, we chanced ujsign Your Own Virtual Museupa
YouTube tutorial. This tutorial explained the process of creating a virtual exhibition that also
offered a free template which could be edited. It was important to make sure that the template
fit with the criteria and the requirements of the exhibition we were planning to design.
Nabila used the template to do a preliminary design presentationwidihe team. During
this meeting, the team was shown the virtual exhibition, firstly, to give everyone a sense of
what it could look like and secondly, to build consensus on the themes and formatting.

Weekly installation of the exhibition

We scheduledweéky Zoom call s to meet and work to
exhibition. The entire process took about three months from gathering the artefacts to the
final testing, the uploading of the exhibition on our website and sharing it with the wider

audence. As discussed earlier, the virtual exfF
that were distinguished based on the identified themes. Each gallery was curated by way of
Omountingd the i mages on t heeefFiggelB.a)l wall s i
1 1
STORYING

| RETURN TO
MUSEUM

Figure 18.2 The 'Storying' gallery

These images were in different sizes and had to be resized to fit into the frames on the wall.
Each of these images were clickable and they directed the visitors to details about them.
Upon clicking, vsitors were able to see the artefacts up close, including their stories (see
Figure 18.3).
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Matriarchy
By Dorothea Harris (Coast Salish)

On my journey of higher education, | have had opportunities to share cultural knowledge
and teachings that | have received from my Snuneymuxw family and the surrounding Coast
Salish communities. | am always reticent, howewver, because | don't want to share a teaching
that | do not have permission to share, that do not belong to my family or are private and
sacred. One day | asked my Dad, William Good, if | had permission to share something and
he responded, "We are matriarchal, you know” | asked him again ond he said, "You're an
Elder now, you know™ This was his way of saying that as a woman in our family, and not a
particularly young woman anymere, | had the authority to teach and share.

The ohject | am sharing is the headpiece of my regalia. It was made for me, with similar
ones for my two sisters, to wear at a public event celebrating the raising of a totem pole
carved by my Dad at Vancouver Island University in 2018 The headpiece was woven by my
daughter in the traditional weaving style of the Coast Salish peoples and represents the
aesthetic work of Indigenous women that had taken place in this territory for centuries, was
disrupted by colonisation, and is now being revitalised. The frontlet, a splitheaded eagle, is
our family crest and was carved my Dad, a hereditary Chief. It signifies the matriarchaol role
and responsibility held by his three daughters.

This headpiece, while a beautiful piece of aesthetic work on its own, activates the feminist

imaginary for me. It symbolises thousands of years of Indigenous knowledge and wisdom

that has been passed down through matrilineal lines, and my responsibility to not anly

access and revitolise those teachings in my own life, but to share them with future R ET U R N TO
generations. ROO M

Figure 18.3 Matriarchy artefact and story

The navigation buttons of ORETURN TO MUSE
ONEXTO6 were created t o vitualexhibiten, andteinteodooceot h f | o
flexibility. The slides for O6Teamb6é and O6Cur a
buttons which directed them back to the main gallery (see Figures 18.4 & 18.5 below). This
was also the case for each of the thenadlby entrances. Each detailed slide of an artefact
had buttons for ORETURN TO ROOM&6 which took
They each also had buttons for going 6BACKS®S
exhibition within the themedgaley . The only sl ide for each ga
button was the first, as it was the start of the sequence. The navigation buttons had to undergo
multiple testing as they were responsible for the flow of the exhibition and wersted
until all of them worked flawlessly.

Team

Suriani Dzulkifli (Lead Curator)
Darlene Clover
Nabila Kazmi
Kathy Sanford

Visualising the Feminist Imaginary is an initiative of the Gender Justice, Creative Pedagoaies and Arts-Based Researck
Group, housed in the Faculty of Education at the University of Victeria, Canada.

Visualising the Feminist Imoginary is created on the lands of the Lekwungen peoples that today are known as the
Songhees and Esquimalt Nations, and the WSANEC peoples, all which have a historical and ongoing relationship with
these lands. We are groteful to the communities of the local Peoples and Nations to be able to live, learn, play, and work
on these lands including creating this virtuol exhibition.

Thank you to all contributors!

RETURN TO
MUSEUM

Figure 18.4.The curators
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The curatorial statement was put together after a round of discussions between all
team members via Zoom about the visuals and intent of the exhibitiosufdterial
statement is in the main gallery because it provides the background and description of the
virtual exhibition. In other words, it is the orientation to the exhibition. Once a draft of the

Curatorial Statement

—wndrrth’\lquw .
curotors c;r"*_: tiv

o >
wos to ortic _)’3(" !rr'uﬂ‘ an rY-"’n, object, artefact or hﬁcru ng w ’Vu' each of us rm-or‘l or understood by the
feminist imaginary

Visualising the Feminist Imoginary is a virtuol exhibition that coptures the diversity ond complexity of both
ur items and reflection

RETURN TO
MUSEUM

Figure 18.5.Curatorial statement

exhibition was curated and some initial testing of tiolrielogy done, we met to walk the

rest

of

the team through the exhi
exhibition, viewed from the perspective of a visitor. During this time, issues with the flow of

bi

t

on.

the exhibition, the navigation buttdanction and the match or mismatch of a particular
images in the themed galleries were identified. We fixed these issues, and then ran a final test
to ensure everything worked properly.

Upon the completion of theisualising the Feminist Imaginasgrtual exhibition, we
posted it onto the UVic Gender Justice, Creative Pedagogies aBhget Research Group

website where, as noted in the introduction, it can be accessed by anyone with access to the

Internet (we place this caveat on access becauseapitalist, patriarchal and neoliberal
world, access is not equal). To make browsing the exhibition easier we created a set of simple

instructions for the visitors (see Figure 18.6). We also shared the website link with all the

contributors, our colleages and networks.
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VISUALISING THE FEMINIST IMAGINARY VIRTUAL EXHIBITION

Visit our Visualising the Feminist Imaginary exhibition! To experience the virtual
exhibition, follow these simple steps:

1. Click on the Visualising the Feminist Imaginary
2. Click on “Present” at the top right corner of the screen
3. Have fun exploring!

| |
VISUALISING THE
FEMINIST IMAGINARY

o
E4-
=< w
<3
gy
=34
D=
on

Figure 18.6.Instructions on the website
Conclusion

Feminist virtual exhibitions can be important spaces where women can tell their
stories and, in our case, their relational stories through images and objects, around the world.
By shaing these stories, we feel that we have contributed to changing gender consciousness.
Even though virtual exhibitions do require a certain amount of technical expertise as we have
noted in this chapter, there are multiple ogenrce tutorials that assisttheir curation.

Aut hor 0AsaMataysen, |, Suriani do not have a family name. To cite this chapter,
please use my full name: Suriani Dzulkifli to enable my visibility as awiaite women.
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19. Designing and facilitating a community mural making projects

KAY GALLIVAN

Throughout my life as an artist, | have facilitated and painted numerous community
mural projects. These projects have popped up on multiple continents, and everywhere
including in museums, on street corners, the sides of busses owned by grassrodts activis
organizations, in public schools, transitional housing programmes, and many more spaces.
While | have painted many murals on my own, | get a special joy out of collaborative mural
making projects, which have involved people as young as seven and ag0lgiears of age.

In this chapter | share what inspires me to do this work and the steps | have taken to
design and execute mural projects. Although there are many types of murals, and they have
complex histories as | note in the first section of thegptér, my focus is on community
collective mural projects. As | discuss how to design these types of projects, | illustrate what
they can look like through images.

Murals: Tensions and challenges

In their most simplistic, murals are paintings executed wall, although they are
found on many other structures todedu r a | painting, according to
territoryésubject to redefinition through wus
all other forms of art, murals are seldoeutral. One of the contestatiorentral to murals,
and of course to all artistic genres in the western cannon, is gender. According to Palm (2014)
fimural painting, historically categorised as one of the highest of the fine arts, was also

traditionallyce f i ned as a masculine form of art and
Murals, therefore, served finot only to refle
meaningso (p. 82). Women muralists okviegd t o ne

across but also challenging normative gender roles and practices of muraling to make it an art
practice for all.

Alongside women, people of colour have had to struggle to have their mural practices
and contributions recognized. Moreover, Anders@dig) writes that graffiti, one of the most
influenti al contemporary waves of murali sm,
the historical, spatial, and racial dynamics of the puduistrial cities where the art form
begano (p. 4)ditonMybeenlrespeated br better $aid treated by privileged
men as Ohigh artoé, so graffiti writers who i
approaches to the form were often Isklbael ed as
concepton of graffiti enforces a binary that automatically precludes any graffiti that is
6vandalismbéb from being artworko (p. 2), furt
statusAs Anderson notes, the dichotomy between artwork and vandalism impltad by
categorization also reveals a tension in our societal values surrounding ownership of space.
Graffiti writers in the United States were initially largely Black and Hispanic youth who were
conceptualizing alternative forms of placemaking in a worldrelproperty ownership was
inaccessible. The criminalization of this creative pursuit, which has gone on to inform so
much contemporary muralism, raises questions about the racialized ways we, as a society,
view public space and art.

Murals have also plad problematic political roles. gignificant example is their
place in perpetuating the bitter conflict between nationalists and loyalists and between locals
and the British armed forces in Northern Ireland (Rolston, 2011). Large scale Loyalist
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murals,pant ed on the sides of building throughou
i mages of oO6king and countryd that spoke of i
according to Rolston (2011) tended oit(op.focus
334) . Equally common were/ are | arge scale mu
groups from which they had emerged, the Irish Republican Army (IRA) and the Irish

Nati onal Liberation Armyéand [depictions] of

uncommono (p. 344).

Murals are also used to promote capitalism and industry. Found on the sides of
buildings around the world, murals can act as advertisements for products or services for
multi-national corporations. However, murals are also commissionéxtal shop keepers to
draw attention to their businesses.

Community murals: Purposes

Community murals, the area in which | work, are about the creation of imagery in a
public space with a community benefit in mind. While there are numerous reasons for
creating community murals, for me there are two key purposes. One is to respond to social or
ecological issues by rendering them visual. These large scale, social justice orientated murals
can serve as visual testimonies of active resistance againstopprasrender visible the
human condition in monumental fashion (Schrader, 2018; Price, 2014). The second purpose
is to be aesthetically pleasing. These types of community murals do not have any particular
social message; they are created simply to dgasgace, but they can also increase a sense
of community pride and wellbeing. However, Mazumder (2020) proposes that mural
beautification projects can also serve an important social justice related purpose, as they can
address issuestygb, 6axper mehtei adpatial didparited escr i b
that exist in the human experience of public space and the associated violence to the body and
mi nd that are caused by these disparitieso (
messages areating a positive aesthetic environment, muralism provides opportunities to
create a positive intervention in public space.

While community murals have the capacity to beautify and/or expressysalitioal
views, benefits of mural painting are nosjabout the final product but also about the
process. Community mural painting initiatives are beneficial for the mental wellbeing of
participants and allow for an opportunity to practice collective organizinthérbody keeps
the scorerenowned traumeaxpert and psychotherapist Bessel van der Kolk (2014) outlines
how many mental health issues are rooted in trauma, which manifests as a disconnection
from self (disassociation) and a disconnection with others. He observes that any creative
group activityc an t herefore be beneficial for oneds
participants into the present moment, as artists engage in creative choices and move their
bodies. If more than one artist is present, this sense of connection extends to syitchronic
with others. | have personally experienced that the time | spend painting outside brings me a
sense of connection that feels quite healing. Furthermore, the creation of a mural is an
opportunity for a group of people to practice making decisions lalbmmhtion. Collective
organizing can be practised within the safe container of a project, which can build familiarity
and confidence for future endeavours. As someone who works in the education system, |
have observed that students are most often comglptbjects with the goal of being
assessed by a teacher, who gives each individual a grade for their product. From this vantage
point it is a paradigm shift to have the teacher acting in a facilitator role, mediating an
ungraded process in which partiappghave a collective goal of creating something that
enables them to show their tastes and passions. Mural painting workshops have been a way
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for me to bring a microcosm of asttierarchical decisioimaking to students, inspired by

activist spaces and ahgrassroots initiatives. The process of mural painting has benefits

such as caring for individual and collective health as well as allowing groups to practice anti
hierarchical decisiomaking. According to Murphy (2020), community murals are
educationabecause professional artists often work with youth or other community members,
iteaching them valuable aesthetic skillso (p
democracy. Participants work together to plan, design and execute their ideas as ttlyey clea
articulate concerted values and goals.

How to facilitate a collective mural project

Collective mural painting projects can take a variety of forms from alagperoject
to a yeaflong process, from a single painter to more than a hundred partgipadtfrom a
more processrientated freeform exploration that bring community together to a carefully
executed fine art piece by a single dbdartisté
space, and participants involved is part of what makel mural painting project so special
and unique.

| turn now to some of the steps that | generally find useful to developing a community
mural project. These are drawn specifically from my years of working with group8®f 5
school agestudents.

Get to know the group
If you are planning a project that is to paint on your own a mural about a community,
as Price (2014, p.21203) did, it i1s critical t
a single sketcho,diRreincoeu si nmoenrevnidesw ecdu | tthuer alln we
be representing on the mural. If you are working with a group to create a collective mural,
create a space at the outset where participants have the opportunity to share a bit about who
they are and to shaeebit about yourself in turn. This helps each person to get to know the
other, establishes a respectful work environment, but it can also be used to set expectations
for what participants want to learn from the artist and the process. These introductory
adivities also give the lead artist, me in this case, a chance to get to know the interests,
learning goals, and levels of experience the students are bringing. Remember, some students
or community members will be artists but others, not. This may meamegsdifferent
tasks to different abilities. Make sure that all tasks are seen and understood as equal.

Learn about other muralists

Learning about other muralists gives students an opportunity to explore and express
their own personal tastes and establishes a sense of respect and familiarity with the art form. |
like to share a slideshow of different muralists from around the wodllidimg observations
of what they are doing and why. These slideshows include solicited and unsolicited public
artwork, realism, abstraction, social justmgented work, purely aesthetic interventions, and
everything in between. | ask students to holdingers from 1 to 5 indicating how much they
like the artwork, then explain their assessment. The conversations that follow are extremely
valuable in establishing a collective sense of the goals and tastes of the group. On a white
board or a piece of pape | note what students are drawn t
colourso, ficubismo) to return to | ater. Expo
artwork at this point offers a sense of the breadth of what is possible.

For example, Figure 19.1 &) image of a mural by the Tlakolulokos, an Oaxaca
based art collective, can be used to illustrate how muralism can communicate a sense of
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cultural pride through use of symbolism.

Figure 19.1.Mural by Tlakolulokos

The murals below (Figures 19.2) arethe Mexican side of the UBexico border. They

were created by French artist JR. A photo of a Mexican toddler was enlarged and positioned
to peek over the border fence. Murals such as this can be used by educators to stimulate
conversations that rangeim immigration and xenophobia to the role of visual arts/murals

can play in imagining alternatives to current political situations.

Figures 19.2 Giant mural at US Mexican border mural

Observing the space that is to be painted

| like to bring studentsotthe space that is going to be painted beforehand. At this
point | facilitate a discussion that guides observation about the space. What colours and forms
are visible surrounding the space that is to be painted? For example, are we painting a wall in
a raoom with a window, and if so, what is outside that window? What furniture is around?
Who lives and works nearby? What plants and animals call this area home? What is the past,
present, and future of this space? These questions guide students into a rmoghtho
consideration of the possible impacts of their artistic intervention. From matching colours in
the nearby space to considering (and maybe even including) your audience, beginning with
the space in mind is what elevates a mural from a piece of ajushhappens to be there to
an intelligent sitespecific intervention.
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Creative drawing exercises

A huge barrier that many beginner 6 mural.]
nature of painting a mural can contribute to how daunting a &skipy a mural can be for
many people. | find it useful to get participants started with small creative exercises that build
up to the final task. Creative drawing exercises can start simple atupmfisuch as the
popul ar game 0 e xighuparscipants eachaesigrsaedifferentipart ofva three
headed monster). As students become more comfortable drawing, they can sketch ideas for
the mur al based on the groupdbs collective t a
photos of the site thas going to be painted can be useful for drawing on top of to visualize
ideas, and digital processes such as using Photoshop or Procreate can also be used when
available.

Providing constructive feedback and combining designs

Once students have come uphapotential designs for the mural, we can share out as
a group and discuss. It can be helpful to remind students that sharing artvyookjress can
be an emotionally vulnerable thing, and to encourage students to share feedback such as what
they like,what they would add, and how they think that ideas of various group members
could be combined. Through this dialogue multiple potential designs for the mural become
one. Some participants may have to let go of firm ideas about what the final desigokwill o
like in order to accommodate the group, but ideally everybody ultimately comes to see a lot
of value in the shared group vision.

Painting the mural

Translating the agreagpon design onto the wall space can be done in a number of
ways: freehand, usinggrid to scale, or using a projector. Some students might naturally take
leadership roles due to their personalities or artistic skills, and this is okay as long as the
facilitator keeps accessibility for all group members in mind. The techniques, supplie
needed, and length of time required to paint will depend on the specific project, but one thing
that is almost invariably true is that seeing the final product is a satisfying and empowering
feeling.

Find a way to celebrate the successful completighistbig project, such as sharing
food or giving a little keepsake to participants.

Figure 19.3.A mural painting workshop based on textile designs in Union Hidalgo, Mexico. 2017
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Conclusion

For me, collaborative mural painting projects are mawsek but they a very special
way of creating something big and memorable, not only in the sense that a space is
transformed but also in the sense that an experience is shared. Given the tensions and
challenges that have historically presented themselvég iproduction and reception of
public art, workshops and collective projects can serve an important purpose in developing a
sense of awareness of the art form so that it continues to evolve in a positive way. Workshops
can empower members of a commundysend a message or beautify a space, and they can
act as catalysts for healing and community building. | hope through outlining some steps |
use in mural painting workshops | have made the idea of designing your own mural making
workshop or project morexciting and accessible.
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20. Designing and curating installation art: Wasteland Climate Anxiety exariple

KATHY SANFORD AND DARLENE E. CLOVER
(WITH KAY GALLIVAN AND KATE BROOKS-HEINEMANN )

Installation art has a long history, although as Van Saaze (2013) reminds us, the term
O0i nsitoanl laartt 6 1 s highly contested and there i:
with a focus on installation art in general, exploring their common elements and attributes.
For the remainder of the chapter, we focud\asteland: Climate Anxiejaunted Housea
very largescale installation art project curated by artists Gallivan and Brbdeksemann,
who took over an entire house slated for demolition in Victoria, BC and worked in
collaboration with Indigenous and némdigenous artists, actitsand school children to
render visible ecological fears and concerns. We didlsss t e Icanmediongo
installation art, its aims and intentions, and the activities that brought the installation about
and made it such an important and extraordinatgctive public artdbased work of
ecological (in)justice. To bring/astelandnore to life, we include a collage of images.

Installation art

Installationart is roomsized or larger and fills the entire allocated space. While most
often associated with unified work by a single artist, installations can also include multiple
creators who contribute to a unified therAd installation art projects have seaeelements
in common, although the emphasis on these can varyDe @]iveira et al, 2003;

Rosenthal, 2003). The first characteristic of installations is the use of mixed media, meaning
that more than one art medium or form is used, such as sculptures, textiles, paintings as well
as words and text. Many installations incorpofate o u n d ewdrypay mdtesiads,that are
repurposed for use in the installation, often telling a different story or drawing attention to an
issue. Some installations use audio and video components, as well as light and other
technologiesA second common element isrtporality. While some installations may

remain in place for years, most are of shorter duration, intending to have a major albeit short
impact. Thirdly, installations are sigpecific, meaning they are created intentionally for a
specific space such as art gallery, a library or another community setting, as in the case of
Wastelandas we will discuss shortly. Fourthly, installations frequently involve public actions
by the artists as part of the artwork. These can include performances, poetry réadiags,

the site and other types of public or academic talks. A final characteristic, according to Reiss
(1999), is their Ospectatorshipo. I nstall ati
experiences, aiming to draw attention to themselves and/@shesi they (re)present (Van
Saaze, 2013). This includes the power of immersion. Audiences see these works by walking
into them or through them and being surrounded by them. For this reason, installations often
offer, as noted above, a variety of sensomyegiences of sight, sound, smell, and sometimes
touch (De Oliveira et al, 2003\lthough not common to all, many installations are socially
orientated, meaning they address, in a highly visible and immersive manner, a social issue
(e.g., Rosenthal, 200Finally, when an installation is over, the physical work disappears,
although it may be documented in photos or video.
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Wasteland as installation art

WASTE

A CLIMATE ANXIETY
HAUNTED HOUSE

Thrills! C! Cunversunnns about the climate!

FULL EXHIBITION:
NOVEMBER9: » o
wBoM

NOVEMBER 16: Tost-Tent
NOVEMBER 17: Tlan-8o%

0!
NO BOOZIN, NO SMOKIN OR 8 FOREVER HAUNT!

Figure 20.1.Wasteland

Wasteland s an exampl e of d&éinstall agiiwvasna art 6
largescale art project in which the whole space became a single unified arthi@lspace
was an entire threstory house, all of which was utilized for the installation, as well as the
grounds around the house and the gafaggstelandalsoincluded more than one art medium
such asear lifesized paper mache figures, trees, lesgalemurals, and a diorama entitled
OFort ar baged t hAadthenaspect of irstallatiorciothat adistseintdrperate
found objects. Almost evgraspect oiVastelandincluding branches, plastic sculptures,
garbage or magazine photographs, was a found item from our social and/or natural
environments. Installations also frequently asdio or video components, as well as light
and other technologie$helighting for Wastelandwas done by Limbic Media, a Victoria
based interactive light technology company. The creepy sounds in the hallway were part of
an installation done by high school students
sounds were composed oflaye upon | ayers of the artistso \
climate change and anxietyome installations involved different actions or activities,
including music shows spanning a variety of genréé¢tas beading workshop by
contemporary artist Audie Mray, and a smudging ceremony by Cowichan Elder Della Rice.
Another characteristic of installation art is that when it is over, the physical work disappears,
although it is often documented in photos or vid&astelangdas noted above, disappeared
when he building was demolished. However, it lives on in videos and a virDatiodir
which can be found atitps://wastdand.webflow.io/ Finally, central to installation art is an
embodied experience becaymmple are actually physically immersed in it. Clark (2005)
reminds us that one way that hegemonic patri
over the bodyo (p. 210) . Embodied | earning i
attention to spacemnd issues (domestic, natural, public) that directly affect women, is
therefore an important strategy because the environmental crisis is felt in the body; it affects
not just what we think, but how we feel and act (Drew, 2014). Visitovgdsteland
expeienced the many artworks/stories of climate anxiety by walking through them, by being
surrounded and immersed in them.
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Figure 20.2 A climate anxiety haunted house
Why create a largescale installation?

TheWastelandroject first and foremost provided a space for social criticism that
was inherent in the whole pdeemolition art space and a social reimagining. Kay and Kate,
as intersectional feminist educators and artists, were influenced by their previous work as
public muralists and painters and became more and more excited as they considered the
possibility of theWastelandproject. Kay describes a really deep sense of consciousness for
herself where she could tie hemrealygensipbveact i ce
to whatever is going on in the world and it really comes out in my art practice which often
has a very public component. o However, she h
because of an overwhelming sense of hopelessness altiowai. not until this collective
community art project that she felt able to focus on climate change and address her own
anxiety, involving the community and the public in creating a visceral and poignant response
to the general ignorance of us all. Shencbe nt ed, Ait just became abc
present with and expressing what we're feeld]

Kay and Kate defin®Vastelandirst as a domestic space (see image of kitchen below)
because it was an actual house. The space influenced the wdhethédid in facilitating an
environment where people could come in and be welcomed. They created a space that was
nurturing and community building, including both novice and experienced activists and

artists in the project, noting that this work hasbeena di t i onal |y vi ewed as
which, they noted, isnét really valued. AnNnd
necessarily think about that type of o6domest
image of standing up and beingheatdhi s wasndét t hat!
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Figure 20.3 Art installation Exhibit A

When the Wasteland Installation was suggested by Kay and Kate the idea was met
enthusiastically by the community. This installation was conceived as a community art space
in a predemolition bulding that was scheduled for destruction. This was actually a very
practical space as the imminent destruction of the space precluded a needifstakation
clean up and offered the contributing artists the freedom to alter the space in ways tldey wou
not be able to do in established venues. They were able to paint walls and windows, inside
and out of the building, and use all of the building spadethen, bathrooms, stairwells. In
cities where venues for large arts installations are not awaildia predemolition house
opened up spaces for arts and culture to flourish.
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Figure 20.4.Wasteland visual collage

Theoretical Framing

This project is framed by critical feminist pedagogy, a framework that emphasizes the
centrality of subjectivity, identity, and knowledge in the work of education (Greene, 1992)
and necessitates a break with discourse and theory that have remainedfpathjairchy.
Femini st pedagogies fAdemand critical examina
1992, p. x) and see education as relational, practice centred, contextualized, and open ended.
As described by Burbules & Berk (1999), critical pedagogy ficoncer ned with t
of educational knowl edgeé that perpetuate or
& Gore (1992) add to this from a feminist perspective by stating that

as feminist educators we all attempt on a daily basis to create pedagogical situations
which 6empower 6 students, demystify canon
of domination subordinate subjects marked by gender, ethnicity, race, class, sexuality

and many other markers of difference (p. 1).

Critical feminist pedagogies are also concerned with social action and social change,
focusing on those who are marginalized because of social, economic, or political reasons.
Installation projects such asthVasteland Climate Anxiety Installation created spaces to
explore the gender, race, class inequities that exist in our society in plain sight.

How to Begin Conceptualizing an Installation Project

Originally conceived as a project for students in a teasthecation course, the
communitybasedVasteland Climate Anxieproject was collaboratively imagined by the
teacher candidates and high school students who brainstormed issues that were of concern
and anxiety for them. The two issues of climate changegandral anxiety rose to the top of
the collective list. As they were collectively brainstorming, they began, individually and in
small groups, to imagine projects, utilizing their musical, artistic creative talents. Fhe pre
demolition house provided thpace to house the projects, furthering their ideas about their
approaches, formats, and locations for their individual pieces. Creating a project that
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addresses the passions and concerns of participants is important in sustaining interests and
energy. Cokborative planning develops rich concepts and designs to support the installation
project. Ideas were fostered and nurtured by artists Kay and Kate as well as all of the teacher
candidates as they worked with the youth. The enthusiasm grew as the po@ctdtake

shape, including musical soundscapes, paper mache figures, and murals, blending with the
additional contributions of the community artists until the house was completely transformed.

Creating a Large-Scale Installation

1. Find a space able todle the scope of the project. In the case of Wasteland, Kay
and Kate located a developer who enabled them to usedemr@ition building.

Local developers can be important partners in locating and securing space for
temporary installations.

2. Develop a budget and fundraise. Installation curators can decide how many artists will
be involved, how much they are paid, and how widely to promote the exhibition.
Sources of funding might include community grants, private donors, or GoFundMe.
Local busness can also be asked to contribute resources. A donation jar at the
entrance to the installation facility will also be helpful.

3. Locate artists. An artist information session, a call to artists on social media platforms,
an artist application form, and genal invitations were all used to engage interest.

The artists were all interviewed to determine what their interests were and the spaces
they wished to use for their art pieces.

4. Advertise. Posters were put around the city in cafes and other locaf@pots
community event listings, word of mouth, and advertising through Facebook and
Instagram.

5. Keep it organized. Keeping track of the artists, the artworks, installatiop setd
takedown, finances, and supplies is a large task. A spreadsheet is helpful to manage
artists and any schedule performances or workshops.

Conclusion

Community artistgontributing to théVastelandproject found it to be an immersive
experience, one that brought power to people when they got together to paint a mural together
and contribute to a bigger initiative. Other artworks that contribut®dasteland Climate
Anxietyincluded a posapocalyptic family positioned in the kitchen, a tidal wave made from
discarded pop cans and sheets of plastic, a bloody farm salmon carcass exhibit, a split face of
a tiger and its skull, and myriad other artistic activist statemeats#m be found at
https://wastdand.webflow.io/3etour, all adding commentary to the destruction of the world
as we have known it. For Kate, noirigeable to express ourselves authentically isgeh
source of anxiety, and she thinks that the issues that we have with anxiety stems in part from
being silenced and ignored. We need to teach youth, and ourselves, to be real and authentic,
to be present with our feelings so we can act in the world &pihace of authenticity.

Feminist installation pedagogies of activism suckVastelandgowerfully draw
attention to the environmental crisis and its impact on futures in ways both concrete and
ephemeral. Community artists played the role of public peylagg) educating through their
work, and connecting the pedagogical with the political with the personal. For Giroux (2013),

the Afundament al chall enge facing progressiyv
liberalism is to provide the conditions foudents to address how knowledge is related to the
powerofbothselfief i ni ti on and soci al agencyo (p.11)

the memory oWastelandas longlasting impact on the community, the artists, the teachers
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and the students,changg our understandings of &éeducatio
activism and social change. The feminist collective worked together to emphasize the

Ahuman aesthetic dimension [that] politicise
practice by Hering systems of participation, decentring power, and binding the world to
| arger social, cultwural, and political real i

education of all contributoiisand visitors- became so much more than a community gtoje
or a school activity. So, while it has been demolished, the Haunted House and all of the
activist art that comprised/astelandccontinues to reverberate in the memories of the
thousands of people whose lives it touched, attesting to the power e$talgeommunity
involved art installations.

Note:Wasteland Climate Anxiety Websitép://wasteland.webflow.io/
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21. DesigningWe Are HarmlessAn artsbased autoethnographic graphic novel
of Holocaust memory

CAITLIN BURRITT

As an undergraduate studying German history, | gravitated towards Holocaust
representation in media and the arts. This s
novel entitledVlaus(1980). Considered themagnum opusf graphic testimonyMaus
redefned what topics a graphic novel could broach by exploring the effects of
i ntergenerational trauma, stemming from Spie
ThroughMaus | discoveredther graphic novels which combined scholarly work with
personal hstories.These includedVe are on our ow(R006) Letting it go(2013) | was a
child of Holocaust survivor€006)andBelonging(2018) and they too inspired me to
embark on my own graphic novel project for my Masters in 2017.

The title of emy ma&staencd ® Wer daseal har ml ess o6
autoethnographic graphic novel on Holocaust memory in Dresden (hel&aftere
Harmless) Although in Fine Arts artistic skills might need to be proven, in most other
disciplines like mine, education, and everartsbased research this is not the case. | was not
required to prove my artistic skills upon enrollment, and there were minimal requirements set
regarding the final scale, scope, and look of my project. As with all crdreative
advancements togearch and projects, my department focused on the representational
choices | made rather than the art itself. My art was not critiqued aesthetically, nor is it the
point of critical artshased practices (see Knowles & Cole, 2008). Therefore, my advice is
aimed towards students working in faculties outside of Fine Arts, where the evaluation of the
art in relation to the project is emphasized, rather than the techniques and skills involved in
the art itself.

This chapter shares my experience constructingahic novel as a guide to
conducting this type of adsased project. It answers three questions: What is a graphic
novel? How did | make one? What methodologies were used to bring all the complicated
historical, sociepolitical elements of the projectgether?

What is a graphic novel?

It is important to note that when | refer to graphic novels, | am discussing and
defining them within the North American context, where graphic novels emerged from the
underground selpublishing movement of the late 1970s and early 1980s. A graphicisovel
art + text + sequence working together. This combination produces narrative, plot structure,
characters, themes, and layers of meaning. Spiegelman (2014) describes this process as the
comi xing (commix) of i mage, t ewghetweeathode t he r ezc
zones to assign significance. Yet it is difficult to locate a precise definition of graphic novels
within the wider field of comic studies. Disagreements over terminology within this relatively
new field have resawnldt éid oimmn cdogrodpkinc brdongl @ s €
align my work with Freedmands (2011) definit
within the medium of comics. Although often treated as a genre, comics are a medium to
which genre is a facet, allong for the exploration of a wide range of topics from the
hi storical to the fantastical. Freedmands (2
genealogy that includes and [recognizes] newspaper cartoons and superhero comics, rather
than [sequesterijg t he hi gh art of graphic narrative f
(p-30). Therefore, | also reference a long history of sequential art when | connect graphic
novels to comics.
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How to make a graphic novel
There are eight key stepsdreating a graphic novel:

1. Consider a rationale for choosing a graphic novel as your format. How will it
enhance your topic?

2. Study graphic novels by reading as many as you can, include different genres.

Study graphic novels that do cover similaemes and histories as your project.

Develop an understanding of the mechanisms within graphic novels and how they

work.

Adjust your expectations about what you must create. Be prepared to condense.

Develop an art style that suits your subject matteis Wl help convey narrative.

Find a methodology that appropriately sustains and supports your research topic.

Assemble it.

how

© N O

Additionally, students can benefit from working in a nonlinear way, particularly if
they are stuck on a specific element of tipegject. Switching to another component of the
work hel ped me change artistic techniqgues or
that jumping from theme to theme allowed me to work through new ideas better. The extra
topics and panels | createdped me develop my narrative, though they rarely survived to
the final draft. | often switched media when | got stuck artistically. Although my final project
was created digitally, collaging and sketching were integral parts of my process, giving me
spaceo play with concepts and layer ideas.

How | made my graphic novel
While researching graphic novels, | found authdists working with Holocaust
narratives like Spiegelman, Krug, and Eisenstein. Inspired, | too created every aspect of my
graphic novel myself, taking on the role of author, artist, colourist, lettegteditor.
The scale
One of the most daunting aspects of creating a graphic novel is the implied scale that
the 6novel 6 part of the term 6graphic novel

make materi al i n t hr ee nlemomobusandounpdd mueishiogh u n k s é .
labour. Many of the best graphic novels that are coming out take five years, seven years, nine
year s. For me it was thirteen yearso (Mitche

should be prepared to tackle the &ssifi scale and consider a goal volume that will fit into the
timeframe of their project. | had to scale my project down to 20-pagels. At this length, it
functions as a standalone piece and a project | can expand in the future.
Sequence

Withinmypané s, | conveyed three main themes: |
Dresden (theme one), Holocaust memory in the city (theme two), and expressions of anti
i mmi grant responses and movements within Dre
decision to useggepanels was influenced my practicum at the Ravensbriick Memorial near
Furstenberg/Havel, Germany. The women imprisoned at the site during the Holocaust created
art in secret under brutal conditions, from depictions of life in a concentration campr® natu
studies to handwritten recipes. Creating art put the artists at great personal risk; being caught
could result in torture or death. These drawings conveyed sequence and meaning within one
page. | chose the same singkge format for my panels to commanmate and witness those
women and their art.

| used sequence differently throughout my project. Whereas theme 1 relies on
conventional storytelling to make sense, themes two and three are less rigid in their
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progression. The panels in theme one recreataeersation between me and my roommate,

Piruz. The dialogue spans four pages, the text on each page depends on sequential order to
reveal the final motif. The conversation is initially light, depicting two immigrants

entertained by their interpretation@harsh German cultural gaze. However, the images

contrast the text as can be seen in Figure 20.1, where my visual persona looks upset when
Piruz asks: fADo people treat you differently
responds: @ Nob,e bountl yl dbneécraau s e of my hairo (Bul

Figure 21.1.Do people treat you differently?

The disconnect between image and text uses the nonlinear storytelling that is inherent
the graphic novel form. This inherent nonlinear element is one reason graphic novels work
well for history or cultural studiefocused graduate projects, because itnalthem to show
the complexities of the information they present. Young (1998) describes commix narratives

as having a fAcrazy quilto effect where the g
though the text in in theme 1 depends upon conventsatplential order to make sense, |
have |little control over where the reader ds

Kukkonen (2013), when someone first reads a panel, their mind automatically begins
processing information, including character esprens, gestures, and posture, as well as text

and i mage placement. Further, these componen
mind wil I unconsciously begin to interpret i
continueonthebasiso t heir i nferenceso (p. 10). Howeve

page, different readers will be drawn to different focal points depending on what they find

most interesting, art or text. Therefore, the reading experience varies based on the Individua
someone who focuses on the art in Figure 21.1 will notice the character discomfort first;

someone who starts with the text will note the details of the conversation. Both readers will

try to piece together the disconnect between the tone of the dheatahe of the text, but in

di fferent ways. The O6crazy quiltdé reveals th
blue hair is the only thing that makes me stand out to the local population. On the page
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following Figure 21.1 in my graphic novel,rBz tells the narrator that she looks German
(Burritt, 2020). | built the conversation to this point to expose the unspoken expectation of
what a German person looks like, and the racist nature of groups like PEGIDA and the
Alternatuve fur Deutschland pttal party who share that expectation. The sequence of
theme one shows my grappling with the weight of-anthigrant sentiment in Dresden and
reali zing how conditional it was, extending
my white body, | wa not a concern to Dresdeners who wanted to prevent immigrants from
entering Germany.

Themes two and three are deliberately nonlinear, beyond the inherent nonlinear
aspects of the graphic novel form. Theme two is six pages long with panels that caoh be re
in any order within those pages. I f the read
theme two will still make sense. Theme three is composed of single panel memories, or short
scenes which carry across a few pages, but can also be read arstboddautside of their
intended sequence. These two themes work tog
memorial landscape led to binary, exclusionary thinking and racism within the city. | show
this by comparing memory narratives accepted byitlyeo the lack of Holocaust
memorials, and the resulting discomfort of Dresdeners when forced to acknowledge that
history. Most of the commemoration efforts in Dresden focus on the Allied bombing of the
city in 1945, which is much more prevalent withiné ci t yéds memory cul tur
Dresden played in the Holocaust. To contrast this dominant memory narrative, which
di spl aces most <criticism of Dresdends rol e i
legacy within the city, | created a remuhg of theStolpersteir{stumbling stone) memorial of
Alojs Andritzki (see Figure 21.2 below). It is one of the few Holocaust memorials in a very
public space in Dresden, and it is only the size of a cobblestone.
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Method

As an outsider observing German culture, | needed a method that would allow me to
represent and describe it. Atiased research allowed me to undertake a creative,

autoethnographic

approach

di ssectingsesDr esden

artistic expression to ask and answer research questions. The voice of the researcher becomes
part of the methodological approach, which focuses on the process of the research just as
much as the explicit findings. Autoethnography is a research agpwd@ch also

and
rat her

acknowl edges
on research,

accommodat es
than hi di

Asubjectivity,
ng from these n

2010, n/p). Autoethnographic work sensitizes readeidentity politics issues, using forms

of representation that

deepen readersd empat

experience of interacting with those cultures. It does not insert the author into that culture.
Autoethnography allowed nte share my observations and acknowledge that they were
mine, without speaking for my roommate or the refugees, which would be damaging to the

associated marginalized communities.
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By combining these two disciplines, | conducted meaningful research using
photography, journaling, collaging, artistic field notes, drawing and creative writing. Since
artsbased research values the creative process so highly, setbacks to my project were still
useful. | simply wrote up the adaptions from changing the art styleastically reduce the
scale of the project. | encourage students working on comparable projects to similarly record
their art related challenges. | referred to mine throughout the essay component of my project,
where | integrated pageganels directly ito the text, accompanied by scholarly analysis of the
art and research topic. | chose to write a braided essay because it wove discussions about the
multiple strands of history covered in my graphic novel together with the challenges of
representation angbsitionality | encountered while assembling my project.

If attempting to creating a voluminous graphic novel, students should start with a
simple idea and style that can become more complicated as the project develops. A simpler
project goal will sparstudents the stress | experienced changing my complicated approach to
a more manageable one in the late stages of project development. Students should heed
Mc Cl oudds (1993) c o malieongh sftenaubed asta disparagingotesnm, i n g :
cartoons arextremely effective at communicating big ideas because of their simplicity. He
goes on to describe cartoons as universal imagery, as the more simplistic a cartoon face
becomes, the more people it could be said to desqib&1). Whereas an incredibly
detailed art style leaves readers little room for interpretation, a simplistic art style enables
readers to assign additional, personal meaning to what they see and connect deeply with the
material.

Practical applications

Graphic novel projects have intsic value on their own. However, they also have
value outside of themselves. | teach graphic novel workshops to university students and
professional adults where the art portion of a workshop usually follows at least one session
explaining the mechanisnog the graphic novel form. Participants are encouraged to make
pagepanels of their own through collage. | typically receive positive feedback from
participants, who often describe their initial skepticism towards the task being replaced by
pride in what hey produced. When adults who have been excluded from the arts or have
assumed graphic novels are unsophisticated are shown how to read them, it is incredible what
they can create. One student created a-tliraensional panel collage shaped like a flower,
with different layers of meaning on the surface and beneath each paper petal.

Final thoughts

Creating a graphic novel can be daunting task and there is no straightforward
approach, although I have outlined the steps. | worked for over two years andgured
project only one fifth the size | had originally envision€de means of production and
meaning making involved in creating a graphic novel are deeply personal and it was difficult
for me to separate personal feelings from the artistic processii@bpwhen dealing with
complex, sensitive subjects as | did. In the end, however, the design | chose produced an
entirely different, but | would argue better graphic novel than the one | planned, a graphic
novel which forced me to rexamine my own pepgctives and acknowledge the emotions |
felt regarding my project topit.close with a reminder from Gaiman (2021), author of the

Sandmamgr aphi ¢ novel series: fAcomics is a mediu
whatever you wanto (n/p).
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22. DIY academia and the arsased project zine

KIMBERLY CROSWELL

What are zines and how might zine production function as aiastd project
met hod? Radway (2012) ikesdr ialkess hzitmnes obhs ech a
intended to be read. They are defined by their status agu#ished, seltistributed, non
commercial, nofprofessional texts (Duncombe, 2020). Zine content varies widely and may
incorporate aspects of journals, editorials, poetry, assemblages amg @othin their pages
(Weida, 2020). However, their most distinctive feature is theit-gourself ethos that
manifests both in production and distribution (Croswell, 2020; Jeppesen, 2012, 2010;
Kempson, 2015). On the production side, zines are prodess dthe most common
technique being the caindpaste collage of magsess imagery. Also common is the use of
handdrawn visuals: both types of images are then interspersed with typed andfor hand
written words (Duncombe, 2020; Weida, 2020). In thebefare widespread internet use,
zines were photocopied and shared through o6d
infoshops, or through the mail, and were sold for very little, often at cost, giveroaway
traded (e.g., Duncombe, 2020; Radway, 201ajlaly, many zines are freely distributed
through the internet for download and printing by their readership. Likewisdyaemisl
research O6zinesters6 (zine producers) may t a
opportunities in academic networks twase their knowledge, or reach out to remademic
communities often involved in the research.

Utilizing zines as an arisased research methodology is a recent development in the
history of zine production, starting from the r#800s (Lovata, 2008; Vedao et al., 2020).
Previously, the history of zines in the English speaking world starts in the 1930s with the
emergenceofsdii O6f anzinesdé (Duncombe, 1997, 2020) .
rose in popularity during the 1970s punk era, andfprated in the Riot Grrrl movement of
the 1990s (Duncombe, 1997, 2020; Radway, 2012, 2016). According to Weida (2020), most
artsbased research zines function as artifacts documenting research practices. Why then
create zines within the context of acadengisearch? What connection might exist between
6zine cultured and academic res-euturat h? I n t hi
contexts of the personal zingefzing in relation to practices of artsased zine research in
academia through my owmork.

Zines as socially resistive texts

Zines are the media of an 6undergrounddé ¢
mai nstream society (Duncombe, 2020; Radway,
part of a web of performance shaping identities whilst challenging mainstreamgesss
individuality and consumptioinnd&aaine 20rlé&du
a social phenomenon) has on its participants and the subcultures it serves depends on its
activist potential for alternative (or subversive) cultural pcast One question that must be
asked is, who are the zine makers? On one hand, Duncombe (2020) classifies zinesters as
predominately male (and likely white), who, raised with middle class privileges but having
poor interpersonal skills, identify as ali¢ed social misfits. However, Gabai (2016),

Ramdarshan Bold (2017) and Weida (2020) contend that zine culture is a site of great
diversity. Gabai (2016) notes that zines are
women to come to voice andsubverh ei r cul t ur al identitieso (p
the contributions of Asian American girls to zine culture served to create a space of both
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resistance and inclusion in the Riot Grrrls network. Ramdarshan Bold (2017) discusses zines
produced by Reple of Colour (POC) and LGBTQ+ people, demonstrating they were created
because there was a need to address the perspectives and experiences of underrepresented
identities: zines became a O0safe spaced to p
zine-ing by POC as an evolving way to represent richer cultural practices and inclusivity.

Personal zines in the construction of identity

Zine culture is demonstrably a medium of rebellion against the norm, a natural
method through which to interrogatetters of identity, belonging, society, and culture.
Kempson (2015) relates how most zine writers are motivated by a desire to communicate a
version (or versions) of their identity/ies within zine narratives. This impetus structures most
zines as intimateexts, and by far the most common zine genre is the personal zine, or
perzinefor short. As Duncombe (2020) explaipgrzinesead like diaries, shaped by the
everyday, but intended for reading by indivi
memoirs perzinesare explicitly norprofessional, lacking in credentials or meriting the
expert editorial approval and guidance that a book contract would offer. Yet, these zines are
also produced explicitly for sharing: they are not isolated, but carry a regiptistributive
nature (Ramdarshan Bold, 2017). Is there an aspect péthmethat may related to
academic artbased zine production? In short, in the production of zines, there is an assertion
of the zinester s per slwraughlthe togtenacreated,ghe stydefhye ct i v
which it is represented, or its relatability to the reader.

For me, the art of zinmaking is inherently antauthoritarian in practice, which, as a
seltidentified anarchist, appeals to both my aesthetic andageal motivations for
creativity. Anarchist and activist new media theorist Sandra Jeppesen (2010) contends zines
are oO6guerilla texts,6 part of a I arger mode
struggle against inherited forms of social oppmssShe argues zirmaking encompasses
more than debates on subject matter and aesthetics, or-antatitarian refutation of the
economics of cultural production. They are:

nondi dactic texts that open peopa eds minds
sense of individual and collective autonomy and-determination, and to

produce cultural producers who experience liberation, joy overflowing, love

without end, and other sustained outbursts towards transformative social

relationships (p. 473).

How do | contextualize my personal engagement with zine culture with the
requirements of the academic dvesed research production of zines? What would be
consi der ed @&asédsatademid zime?2And heow rmight a personally expressive
aesthetice pr esent ati on of knowledge be juxtaposed
communication standards?

From the personal to professional: Factors in artdbased research zine construction

In the context of academic attssed research, drawing from the examplgen$onal
zines offers much potential to enhance unique qualities of research not found in conventional
academic output, such as articles, books, and/or conferences. Being ppsainasare not
required to analyse data or expose critical gaps intdraturei they merely reflect the
aut hordés subjectivity and emiodlyacas geéctt e xdfs,
are no hard penzoheprodudian, howevet, taesetcerthirdy are didactic,
communicative conventions that aeatc artsbased zines tend to validate, such as clarity of

122



position or argument, and the documentation of findings. How does the didactic balance the
nondidactic? As Lovata (2008) explains, zines stimulate multiple literacies in both visual
and narrativanalysis, thus engaging with personal, subjective, aesthetic positions.

Creating zines to share atiased research first requires the academic zinester to
balance the personal and impersonal aspects of representing their subject(s) in anticipation of
thezi neds research r esponde n-based. Fwshaadfdreenost,ih c a d e |
is important to identify to whom the research zine research is responsible: the data, a
community, or both? One the level of an art object, thebased researchre may be
expressive and incorporate more personal content and style representing the subject(s). Yet,
as instructive tools, academic zines must also function in a manner opposite to the personal
zine: instructively. By instructive, | am referring speaflg to the educational and accessible
intent to which zine content is put to purpose. Thus;taiss e d r esear ch zi nesbéo
communicative values that are unavoidably judged for their clarity of argument, theoretical
insights, dataset representation, and sd&/ong (2016), for example, asserts the-dsed
researcher must decide whether their zine will serve as a report, or as a tool to reconstruct
data (she ultimately argues zines reconstructing data carry greater pedagogical weight than
those that are megeteporting). Yet, in my experience, a zine report or documentary artefact
is exactly what is necessary in the situation, especially when the zine is intended to function

as an inclusionary social acknowl edagcment of
An example of such a zine coproduced (with little personal expression) to maximize
community acknowledgement is the fADisobedien

22.1]. As an overview of the artwork on display, community engagement took priceity ov
any other function, personal or professional, that arbaded research zine may generally
serve.

Visually illuminate. Satiric:
Aesthetically dissonate. Arfis
Pnrlormatlvolv mmrnllrlam Imall i iy

PV ]

Figure 22.1 Disobedient Women Exhibition Zine Cover, 2018
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On occasions when a#tmsed research zines are designed to report findings, or
reconstructlata, there is much greater leeway in their representation of information. For me,
the incorporation of imagery is the key aesthetic element in the production-bésets
research zines, as rarely does one find an opportunity to integrate imageryiitmtest
other academic contexts. Thus, a personally expressive factor-baaetd research zine
construction may be the creative juxtaposition of imagesygwr drawn) with text (of
various typefaces or handwritten), whether in colour or black.dniig, that achieves a sort
of intimacy and artistry unavailable to conventional models of academic communication. An
example of one such £Liasesi F§emRaeignh?o0f Bai War k
Il ndustryo [see Figure 22. 2]

| was most interested ithe possibilities to aesthetically integrate

intellectual ideas with correlating imagery. For me, the greatest pleasure of

producing a zine lies in selecting the images and composing the stylistic

el ements first, then adding text as 6inte
conceptial/metaphorical/questioning nodes of linguistic communication.

As a result, the narrative structure of my approach to zine creation is

dependent upon the sequential viewing of visualsuals as a form of

texti with the words performing a contextuatigi, supporting role in

furthering the narrative (Croswell, 2020, p.66).

UA DEIEII-[Q‘EJEMJEIDE

cl a Worhmg -Class},

Figure 22.2 Reign of a workineclass feminist? Zine cover, 2019

However, it is not enough to match visuals with text in-based research zines: the
narrative ideal may encourage the zine creator to structurally match the visuals with the text
in a logical fashion. Mixed media layouts require both visual and texémedtive skills to
sequence the argument/findings and incorporate both personal and factual content. Although
the visual s i n-CihReisgreanfi na sWd&rok isgpganned acr o:¢
bottom, the text read sequentially, in English languafi¢d-right, topto-bottom fashion.
By prioritizing the visual composition and then structuring a questioning textual narrative in
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response to the visual, | constructed an aesthetically engaged, expressively enquiring arts
based 6data reppersgeadal zoedgweibt hegardi ng con

N\ Q\/
\ In peacetime, coal queens
| | were often members of
male workers' families, as
women’s work in the industry
was extremely restricted.
v,

Women's work (including girls) in the coal
1 industry largely consisted of menial labour for
very low wages.

Figure 22.3 Reign of a workingclass feminist? Zine interior, 2019

On the other hand, communicative logic is not as necessamerziae,as
exemplified with thd_ooking for Truthpages in mypezinei The St ory of Creatr
Conf essi on s[seeRigura22H]eln thig twpage spread, the text may either be
read sequentially, starting on the left page and then moving on to the right, or it may be read
across the full spread of the two pagwith the centerfold anchoring the dialogue. Generally
speakingperzinesare allowed greater subjective license (Duncombe, 2020; Radway, 2012).
However, there is much to be said for the imaginative potential that a more personalized,
expressive aesthetmay enhance in the process of engaging with an academic research zine.
This is because factors determining the use of zines must include both personal and
impersonal qualities of expressing ideas, theories, data, and conclasioved| asany
experierwes gained by learning from the information contained within zines.

b I9UTH

e —
There are worlds within me that have not been exp:

tbjects in mind find no ease of transmission.

an | to share thisy
My sense of purpos

establish this practice of

write. .|/

As black as my heart
Figure2246 Looking for truthoé from The Story of Creatri

In the academic context, perhaps the most difficult aspect of constructing-an arts
based research zine is the incorporation of the personal, aesthetic element, but it is an
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important factor to retain because a subjective quality is vital to the spirit of zine cultures as

social movements embody. For me, the personal side of zine prodactrehgreater

expression in creating visual juxtapositions, whereas the impersonal qualities were contained

in the theoretical realm of didactic text. Another factor to consider in relation to academic
production of artdbased zines is the highly collaltive nature of much research. My
academic experience has involved zine produc
contributions, wheregserzinegend to be singular, individualistic creations shared across a
community. However, academic zine collalimmas may easily resound with a multi

authored unified voice or may be represented as a layering of multiple contributing
perspectives. For exa@lpdes FemifiRiestgho olf ke gMo
data by selecting a series of photogragblag my collaborator, Dr. Darlene Clover, had taken

at the AQueens of I ndustryo exhibition on di
photographs were the zinebs source material,
were mine. Thus, the levef involvement we shared was integrated in the final product with

a strong level of creative interdependence. In other instancesaoitivored artdbased zines,

creators may be working collaboratively either as a combined unit, or as distinct voices

whoses epar ate contributions may be noted. AThe
was the product of three unified collaborators who combined their talents by assuming

different roles to realize a cohesive and impersonal community zine artefact.

Conclusion

The growing interest in zine production to communicate, interpret, and distribute
research is an authentic, innovative intellectual pursuit. As both tools to disseminate research
and artworks in their own right, zines are immensely creative avenues toeltcand
reconstruct research. By combining experiential and theoretical perspectives, personalising
artsbased zines enhances multiple literacies, including those which shape activist
subjectivities to introduce cobtexe dowsverjthereist ext s
a tension in regard to the function abssed research zines fill in juxtaposition to the
function per f or mpezinesbamely, the ekweasgve, pausondl @ualities of
perzinegnust be balanced with the didactidura of educational pursuit. In this chapter, |
have provided examples of how a creative interpellation of visuals and text may offer
expressively aesthetic value to adntssed zine production, whilst functioning to report and
reinterpret data in cogentmonunicative ways. Keeping these criteria in mind, producing
zines for artdased research contributes to both academic values of creative engagement and
critical inquiry.
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23. Designing feminist fictionbased research projects in museums: An exanple
exploring se&ual violence and war

NANCY TABER

| have recently become interested in alternative forms of research dissemination,
beyond academic books, chapters, or journal articles. While these forms are important, their
reach is limited. People outside academia are unlikely to stumble on a jotinhalthat
piques their interest and, even if they do, may not understand its jargon. However, people
stumble over stories every day, whether in conversation, on television, in film, or in novels.
As Cron (2012) expl ai ns, atlstorgniawhst ersablesl usitovi r e d f
i magine what might happen in the future, and
connected to learning; humans engage with each other and make meaning through narrative.

While research methodologies that useysio forms such as autoethnography,
biography, ethnography, life history, and narrative are common in social science and
educational research, ficidknased r esearch i s | ess so. There
(2004) methodological novel aboutautoet o gr aphy and Sameshi mads (
novel about the intimacy of the graduate supervssgervisee relationship. Leavy (2020) too
has written several novels based on interview data about love and relationships.

In this chapter, my aim is to demstrate how | undertake fictidmased research in
relation to my expertise about war, gender, and learning, from the perspective of feminist
antimilitarism. Below, | present an example of a research project by defining concepts,
presenting related literate, explaining methodology, and outlining methods in relation to an
exhibit at the Canadian Museum for Human Rights (CMHR). Readers can use my main
headings as a guide and replace thelsdilings and related content with that specific to
their own proposg research. | conclude with recommendations for conducting fibaged
research.

Theoretical concepts: Feminist antimilitarism and sexual violence

Enloe (2000, 2016) defines militarism as the ways in which military valsesh as
obedience, hierarchgjscipline, uniformity, and life as a zesum game (with
winners/losers, friends/foe, protector/protected, and nothing in be@véase)ysect with
western society in ways detrimental to those outside the white, male, masculine, cisgender,
straight, mains#am privileged norm. Feminist antimilitarism (Enloe, 2016) is a theory and
analytic lens that critiques militarism by examining how patriarchy, capitalism, colonialism,
and racism are propped up by militarism and vice versa. By exploring the genderedhatur
war and violence using this lens, scholars can challenge marginalisation and oppression.

Sexual violence is a common aspect of war. Rape is used by combatants (military and
civilian) to terrify and punish (Enloe, 2016; 2000). Girls are abductedcaoed into
marriage by terrorist organisations such as
Amony, 2015, who was a participant in the exhibit that was the subject of the research
discussed here). There is a thin line between sex workers who chobseasls and those
forced into prostitution near military bases (Enloe, 2000). Military police officers sometimes
use sexual violence as a means of torture (i.e., see Enloe, 2016, in relation to Abu Ghraib).
Military women and marginalised military men exipace gender discrimination, sexual
harassment, and sexual assault within their own ranks, with complaints ignored or resulting in
retaliation against the survivor (e.g., in the Canadian military, see Taber, 2018, 2020c). Thus,
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womenos | i v eoked asdicersead they dreare geld together through militarism
(of which patriarchy is an inherent part), which enables sexual violence.

Related literature: Learning in war and military museums

Museums are complicated sites of learning in that theydiothurage and critique
patriarchal colonialism (Clover et al., 2016; Levin, 2010). Borg and Mayo (2010) explain

museums can be fAan I mportant space for criti
centrality of politics palnady ¢ o(wpe.r 3wd)t.hilnn tphaer
pedagogieso can be used to Areveal what is n
representations of past and current events and practices where some events are glorified over
otherso (Sanp.8drd et. al, 2020,

War museums, military museums, and related exhibits tend to present war and
military deaths as heroic, sacred, and necessary; however, some museums and exhibits decry
the cost of war, present a diversity of experiences, and question how waeisgubes
inevitable (Loxham, 2015; Taber, in press, b; Taber & Grover, 2021; Winter, 2012). These
museums are complicated educational sites that privilege particular events and people over
others, with debates and disputes over whose stories should lbgetisand how they
should be curated (e.g., Dean, 2009; Daugbjerg, 2017; Thivierge, 2016).

My research about war museums, public pedagogy, and adult education indicates that,
despite some exceptions, dexhi binarrativegfout , co
war that glorifies soldiers, situates war as
Grover, 2021, p. 277). Typicaaredad mihsee pmsh | @ n
(Biesta, 2014, p. 21, italics in original), in that visgt@re expected to accept curatorial
choices instead of questioning them. What is instead needed is a public pedagogy which
Bi est anthe mteressof he publico (p. 22, italics in o
in engaging in a social justiceitique. It is in response to this that | have turned to fietion
based research, as described below.

Methodology and methods: Fictionbased research at the CMHR

Leavy (2013) describes fictidmased research as a creative feminist practice that aims
tomgage readers in accessible ways by fAportr;
experienceépromot-iefyl empiaohg paddpedifsruptin
or stereot yp ebasedrésparch @draw rekders intd aostory, enabling them to
understand and interact with data (e.g., interviews, textual or visual analysis) in a
transformative manner, particularly as relates to gender and intersecting forms of
marginalization.

My research questions used at the CMHR fo
Wa : Stories of Girl s i n Covugal SkavewyimiWartProjgch s c onn
They included: What discourses of race, gender, and sexual violence are present in the
exhibit? How might a fictionalised story about a Canadian military woman who experienced
military sexual trauma intersect with those of abducted Ugandan civilian girls? For my data
coll ection, |l toured the museum.laiendd t hen f oc
exhibits, read curatorial statements, photographed exhibits and curatorial statements, and
mapped the museum. In the process of fictionalising this data to write a short story, |
continued my research inquiry as | created characters, dialagtieg sand plot. Below, |
present my findings in the form of an excerpt from the short story (Taber, 2020b, reproduced
with permission) that represented my findings for this research.
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Findings: AKhaki and emerald greeno

This story begins in the home ofi§eant Ruth Burr as she prepares to take her
youngest child, Timothy, to the CMHR for a school project. She struggles with work,
childcare, and PTSD from a sexual assault when she served overseas, which was swept under
the proverbial rug when she reportetb a supervisor. She is trying to simply survive until
her retirement, as she is disgusted and disillusioned with the military. The excerpt below
occurs as Ruth and Timothy arrive at the fAOd

Agreenskitinam dj acent exhi bit caught Ruthés at
uniform, but emerald, with light green flowers embroidered at the bottom. At least, it
mi ght have been emerald when it was new.
Uganda, €2p6ebel cloger.S8idiblood. What happened to the woman who wore
it? She stepped back to read the name of

War . 0 Her body trembled as she read on. T
Ugandan girl sacwhreaddybddrr dmd ddbs Resi st anc
the panel explained it was the government

with her newborn baby. The girl was betrayed by the people who were supposed to
protect her; was that worse for her, thatrayal, then her abduction?

Ti mothy selected a tab on the panel I n fr
accompanied by an acoustic guitar, sang of a universal soldier, he of any height, any
religion, any country, a killer who fights for peace but prolongs war. A universal

soldier. Jst as her experience, and those of the Ododo Wa women, seemed to be
universal. Connectédmaybeé but not inevitable. That, she refused to accept.

AWhat 6s this one about, Mom?0 His I|little
formed the background for tlexhibit. Huts, soldiers, weapons. A camp map. She
resisted the urge to snatch his hands away.

Al think we should keep going, 0 she said.
AAre you okay?0 He peered at her.

AOf course. o0 She forced a reassuring smil
He turned to look at something behind her.

She read the final panel of the Ododo Wa exhibit. Two of theigirsv women-

had published memoirs about their years of captivity. There was a photograph of the
women smiling. Laughing even. Did telling theirrstdielp them heal? She focused

on her reflection in the exhibitds gl ass.
arms.

Ti mot hydés reflection danced around hers t
more lively than the one about a universal soldie¥.ou sur e youdre okay
pausing mieddance move to peer up at her.

fiYes, 0O she said. This time she meant it .

As the story ends, she decides to tell her own story, once she has retired from the military.
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Conclusion

Fiction-based research, asraative academic one, is messy. There are no-clgar
directions or guidelines. My advice for those who want to undertake it include:

- Read L e a vhictos as(reBdarth3pjacticeook: this reference discusses the
why, what, and how of fictiotvased research, with examples. You might also be
interested in my chapters on fictivased research (Taber, 2020a, for-$testep
instructions on how to conduct fictidrased research museums and Taber, in press,
a, for a discussion of my fictiebased research that has resulted in a short story
collection and historical novel).

- Read short stories for inspiration (
favouritesar&€ har | ot t e Per kins Gil mandés, AT
At woodbés, AThe stone mattress. o

- Read fiction craft books: three of my fav
Francine Proseb6bs AReading |like a writer, o

- Accept imperfection: if writing fiction is new to you (or even if it is not), you will
learn much about your topic and data through creatively engaging with it. The aim is
not to become an awamdinning author overnight.

- Join a supp o mpklass/veorkshopitotlearn @nd gegfeeadback on your
work: this will help you understand how others are reading your work and improve it.

but d
he vye

- Writel: Let me know how it goes. I 6d | ove
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24. Creating collages as major projects

SARAH WILLIAMSON

The arts have the capacity, wrote John De
l'ifeo (p. 46). Many of both the most compl ex
the arts and aesthetic frames of reference, argues Eisner (2002). ForBigg)atbe arts
all ow us fAto see what was not visible, to he

adds, the arts can provide new perspectives on the lived world.

Offering a creative way to generate knowledge, communicate and express ourselves,
the visual arts can be of great value not only to the educator and the researcher, but also to the
student and the participant. This chapter explores a particular form of visual art: collage. The
arts, including collage, offer an alternative way of presé@nt, representation and
expression, and an aesthetic means of constructing knowledge. As an artform, | suggest that

coll age has the potential to fAawaken us fron
what might be under the surface of our thinkindg e unconsci ous and even
knowno (Eisner, 1995, p. 2). The arts foster
refers to as Apossibility thinkingo, from wh
can engage stluidteynttshiinnk ionpgods,siabnid it can be a
experience to create one. Collage has #dillun
(2018, p. 626), as it Nnenables the accessing
accessible thraph wor ds. 0 As a qualitative inquiry pi

a reflective process, as an elicitation for thinking, writing and discussion, and as way of
representing and conceptualising ideas (BtKisber, 2018).

The term collage derives from the Frenchveolber, 6t o sti ckd, and tc
coll age is to gather, then cnatevisualintagessr and r
paper fragments, and texts from a variety of sources such as magazines and mgwspape
These are then glued on to a flat surface in an arrangement to create something new (see
figures 24.1 and 24.2). Collaging is therefore a process of imaginative reconstruction, the
creation of a new artwork assembled from theeisting. The technicuof collaging does
not require any particular skill or ability in drawing or painting, and thisallows collage to be
seen as a less threatening medium because polished artistic ability and experience is not
necessary. Although Lucero (2016) states thaagelmay be regarded as being a trifling
technique, which is 6émerebé6 and beasy, it ca

Art has acted as a critical intervention, a site of possibility where the realms of
imposed boundaries can be transgressed (hooks, 1998)efoollage is a visual site of
possibility which can be critical and interventionist. The art of collage can be a galvanizing
practice, fdna powerful way of jarring people
Col |l age mat er i atbcreate hinafes, to gliciturantc eepdmngs etal
symbolically capture a value, belief or position, to direct afirect a gaze in a particular
direction, to problematise or challenge conformity, to magnify the small or diminish the
power ful 0o 201R) p.G19e As@ form of artmaking, collage has history as a
practice of challenge, subversion and criticism through its provocative spirit (e.g., Frances,

2009). As such, it is particularly suited to projects motivated by the quest for social justice
and which seek to explore, challenge and provoke. For example, collage making can be a
liberating feminist action as it sets an image free from its original context and enables a
reimagining of a narrative (e.g., Bell, 2017). With the potential to offemasense of truth,
collage allows participant agency, allowing voices to be heard and emotions realised and
revealed as stories and narratives are visuailglde revisioned and remagined (e.g.,
Brockelman, 2001). Collage is particularly suited tggets which seek to not only frame
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and reveal but also to decolonize and destabilize dominant power structures through, for
example, a feminist, critical race or postcolonial lens. Yuen (2016) describes how using
collage with Aboriginal women supported lgdnous ways of knowing, as it allowed
experiences and emotions to be communicated through visual metaphor and symbolism.

As a feminist researcher and adult educator, | use collage as an aesthetic challenge to
gender injustice and patriarchal structusésepresentation. According to Harding (2012),
coll age fipossesses amazing potential for str
hierarchies of male privilegeo (p. 24) . A ge
individuals to creata collage during introductory sessions as a means of introducing
themselves. | also ask people to collage as reflective activity, to reflect on certain situations,
their lived experiences. | take groups to create collagsisuin locations such as art
galleries and museums. This can be a powerful experience because when collages are created,
for example with a feminist or decolonizing voice or lens, it transforms these places which
exude authority into dynamic arenas of agency for the collage creatmg. pblic
institutions provide a learning space or studio area, and such provision can be researched, and
any necessary arrangements made in advance.

The value of making a collage, the value of the process

A collage is a product but the collaging process itself, the creative act of selecting,
handling and manipulating collage material and the making of a collage is of great value.
Making is an active way of thinking, something which can promote fresh treagttsense
making, allowing new realisations to emerge (Charny, 2011; McGregor 2012). The
physicality of the making, the handcrafting, should be seen as part of the experience. Collage
is a sensorial medium and the physical, sensory act of creatinggecwilour increasingly
virtual and digital lives offers an analogue, embodied and aesthetic experience (e.g.,
Faulkner, 2017). Treadaway (2009) argues that not only do our senses and our hands play a
vital part in our meaningnaking of the world but alsihat using our hands can be

Ai nstrument al in the devel opment of creative
something is created by hand. Thoughts which simmer below the threshold of consciousness
may emerge, and t he edoatéradsnd axpdrienced of &6f 1l owd ¢

(Csikszentmihalyi, 1997). Collage making can also be a process of intense learning (Charny,
2011). Increased sedfwareness may be experienced, alternative realities imagined, personal
privilege and biases confronted, questioard critically reflected upon.

Of great value to a facilitator or researcher, or a mpketicipant, is the sharing of a
collagei its meaning and the intended interpretation. If this is carried out as a group event, it
can also be community building@ihhave found such events to be completely fascinating,
memorable and enjoyable experiences. Such activity can give individuals agency through
being listened to and having a voice. This can be empowering for marginalised and
subjugated individuals and grps, offering them respect and value.

The collage process can even be used as a form ehtelfiew. For example, Chant
(2020) discusses her quest to examine her 060
says as she could not interview hersdtie created a collage in response to thinking
reflexively about her life story and career. Her collage, which she describes asexivan
creative narrative, was then explored during a recorded interview with her supervisor.

Being aware of some limitaibns

Artssbased practices such as coll age, despit
sometimes be problematic (Burge et al., 2016). Knowledge creation as a process, a temporary
state, can be Ascary to manyo (Ei createa, 1997,
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collage may be regarded as frivolous, patronizing or infantilizing (Prasad, 2021). There can
be also dissatisfaction with a finished pi
There is also a danger that participants focus moreanthé¢ yl e and t he | oo
creative process with this taking precedence over meaning and message. In addition, the
content of a collage may be ambiguous, and open to multiple readings and interpretations
(although this may also be seen as a posjtiRdrticipants may object to viewers imposing

and projecting their own interpretation and thoughts onto their work, but again, this can also
open up multiple perspectives, and a O6produc
conversation. A briefig for participants is therefore very important, when the rationale for

using collage should be communicated together with its benefits, possibility and promise.

o ®

k

Getting started
Consider the purpose and focus of the collaxgding (or the analysis of Esting
collages). Although ideas can start to form when gathering collage materials, there is no need
to start with a fixed idea of what your finished collage is going to look like. There is no right
or wrong way to create an effective collage. Allow ietoerge, let the making and the
thinking coax each other into being. As Eisner (2002) reminds us, during the process of
creating and making, a voice can start to emerge from a work:

Opportunities in the process of working are encountered that were not

envisioned when work began, but that speak so eloquently about the promise of

emerging possibilities that new options are pursued. Put succinctly, surprise, a

fundamental reward of all creative work, is bestowed by the work on its maker

(p- 7).
Set a fixedimescale for the making of a collage, for example an hour. If you are working
with a group, factor in enough time for each person to share their finished collage and for
discussion too.

Hints and tips

You will need material to collage with, a piece o thick paper or card for a
background base, paste or glue sticks, and scissors and/or scalpel. Have some scrap paper to
protect your working surface area from glue marks. It can be useful to have two pairs of
scissorg a large pair for cutting big a&e and a much smaller pair for finer and detailed
cutting. You may also want some paint, paintbrushes and pens. Old and new magazines,
newspapers, flyers, photographs and discarded tickets and books can be used as source
material. Images and text can eithe cut, torn or ripped and then arranged with simplicity
or complexity before being glued into position. Although paper is traditionally used, anything
can be collaged if it can be stuck down! All manner of ephemera can be used as an effective
collage conponent.

Using a coloured background (rather than white) to collage onto can be helpful. Black
or another dark colour can be effective, as can something textured or printed such as a map or
wallpaper (see Figure 24.1).
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Figure 24.1 Collage byHannah Crayford, untitled

Having a readymade background is a technique used by manyiapisitgers often
paintontoaprr epared 6égrounddé so that their work
choose to only place a few collage pieces onto you, tesving a readynade background
will prevent your work from looking unfinished or incomplete.

To help create an effective piece of work, be consistent in some way. For example,
consider collaging with pieces from matching sources, such as the saonseuece type, or
with the same type of paper or colours. This can help to create a cohesive look which can
prevent a piece of work from looking disjointed and simply a collection of bits. However, it
can be equally effective to deliberately juxtaposediksimilar.

Many artists prepare by prutting material which they collect and assemble over a

period of time which is then O6ready to usebd
imposed’ what can be achieved with using only one magazineonamevs paper ? Donodt
you have to use everything that you have fou

Consider what is known as O6negative spacebo,
something which can have relevance too. Does tbkghbaund make its own contribution to
your collage? Remember, every bit of background does not need to have something on it.
Gaps and spaces can say and reveal things in their own right.

Collage material can be placed in solitary positions or groupeth®egin new
juxtapositions. It can be effective to place and join different things together to make a new
hybrid shape or form. Ideas and thoughts do not have to be visually presented literally. Think
of metaphorical and symbolic representations of thietpgou wish to make and the
thoughts you wish to express. For example, an image of a closed door could represent
exclusion.
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A coll age can be a 0ricarepsesentatidnthmfighan e xi st
collaged recreation. Change and subvert etats to draw attention. You can also add
ovoiced by collaging with found text to formn

Creating some easy, visual effects
In this section, | turn to several ways visual effects can be made in a collage.
Firsty mul t i pl es of one thing can | ook striki
(see Figure 24.2). Hybrid combinations and fantastical, surreal creatures and beings can be
created in this way, and visual emphasis added through the repetition.

Secondly, you can join completely different things in novel or playful juxtaposition to
make a new hybrid form. Replace an element with something unexpected such as replacing
t he head on a woomdmrdlys usingoadimitedicolduthpaletta can help to
create a visually unified effect. For example, using a monochrome palette of black/white/grey
or a colour palette of blues (see Figure 24.3).
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Figure 24.3.Collage by Emilia Wright, untitled

Another easy step is sandpapering. Sandpapering collage elements can help give a
distressed, more aged look and feel which can help recently printed material sit cohesively
with vintage material. Stain areas of your work, for example with tea or coffee. Ffthly
can 6tone downd areas of your <collage either
sections with a glaze or wash (of diluted pa
over the top of areas, for example by brushing lace with paththen pressing it down on to
your work. A print of the lace will be left when you then lift it away. A sixth easy element is
splattering a whole collage with paint can give an attractive effect, drawing together and

unifying all the separate collage® ment s t oget her. OFIickd to s|
paintbrush or toothbrush and protect surroun
qguiltdéd can be created i f working with a grou

use, and then assehalall the completed collages together to form a collaborativielgie
patchwork quilt of collages. This can be visually striking, and a record of both individual
voices and combined voice expressed through collage (see Figure 24.4).
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Figure244A col |l aborative 6épatchwork quiltd of

Reflective sharing, discussion and conversation

Gauntlett (2008) believes that participants should provide the interpretation of their
own work as it can often represent a 6compl e
So, as previously mentioned, after the making stage has finished, if yacititating a
group situation, take turns to share, listen and talk about your collage work (see figure 24.5).
Not only is this empowering, but it is also a dynamic way to close the activity, always
fascinating, often critical, and you may wish to rectwe ¢conversation too. The sharing of a
collage in reflective conversation and dialogue with a discussion partner can be of great
value, with deep, authentic and thoughtful reflection realised.
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Figure 24.5.Sharing and reflection
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