“I Believe the Word That is Used is . . . Creativity” 

Introduction

This paper will use Linda M. Turner's, "Creativity - An Overview and Framework for the Social Work Practitioner”, as a focus through which to examine a variety of readings.  The emphasis will be on the reading and summarizing of the articles and books mentioned in the reference list and then linking these to Turner's  five forms of creativity as mentioned in the analytical framework of creativity. (Creative expression, creative presentation of self, creative conceptualization at the direct practice level, creative conceptualization at the community practice level and creative cosmology).  Throughout this paper will be an interweaving of creativity from across disciplines as well as an emphasis on community/informal teaching (outside the box) versus formal/organizational teaching (status quo).  There is also an attempt to touch on the reality of northern issues within social work, as I myself am a northern resident and this is my experience/reality/creativity base.  This literature review will consist of a paragraph or two summarizing each specific reading and then a several page summary linking all of the readings together.

  
When first undertaking the review of literature around creativity I asked myself a variety of questions . . . What is creativity? What are the implications of creativity for northern social workers/therapists? How are we confined (as social workers) to the status quo?  How does Linda Turner’s framework of creativity fit with the current literature? Why Linda Turner?


In looking at how Turner set up her framework of creativity, I felt a sense of resonance…this made sense to me.  Turner has much experience with social work both academically and clinically.  She has practiced social work “in the fields of counseling, addictions, child welfare, and international development” (Turner, 1999, p.97).  Turner has captured for me the “essence of creativity” and has helped to guide me in my work as a student and clinician in how I do my work creatively.  This is of particular importance as teaching and learning creatively is a necessity when one lives in northern British Columbia.  Turner comments that “practitioners who are engaged daily in social work are the best sources of information about how creativity fits their practice model” (1999, p.96).  To me this is important, not only does Turner validate creativity, but she also validates the important work that clinicians do everyday and how we can look at our work in the moment and relate it to the analytical framework of creativity.  This paper is divided up into the five sections of Turner’s analytical framework of creativity. In each section I will attempt to focus on the form that is being emphasized (by the sub-heading) however due to the depth that emerges in some of the readings, I may make mention of some of the other forms of creativity. 

Creative Expression

“Creative expression as a tool in therapeutic intervention, including writing, painting and music”

 (Turner, 1999, p.92)

Wounds of Passion

“… We write our values

in the hearts of our women.

We write in other ways…

…Maybe we couldn’t read their written words 

when first they came.

But neither could they read ours.

We read their writings now.

Can they read ours?”

(Harris, 1999)


The above excerpt is from a poem called “We Write in Other Ways” and I feel that it relates to hooks words in “Wounds of Passion”.  Poems are a voice, poems help to take away the pain and “growing up, poetry had been the sanctuary, that space in words where longing could be spoken” (hooks, 1997, p.3).  “Wounds of Passion” is a personal narrative of hooks’ writing life.  She writes intimately about the pleasure and the pain that documents the psychological and philosophical foundations of her life (hooks, 1997).  Throughout this book she has chosen memories that have nudged, pushed, nurtured and developed her “self” as a writer and she explores the impact of the mind/body split on her consciousness growing up.


“Wounds of Passion” relates to Turner’s creative expression because poems and writing are artistic expressions of feeling.  Poetry is a powerful symbol system that seems to come in another language, a “tool to communicate with and change the external world” (Quattlebaum, 1988, p.20).  Living in a world of racial apartheid, those who are powerless – black folks – must be overly aware of small details as we go about our lives to be sure we do not enter forbidden territory – to be sure we will not be hurt (hooks, 1997).  The small details are meanings, shapes, images from our own subjective repertoire with a special language that allows others to form and make meaning from a creation that now exists in the objective world (Quattlebaum, 1988).  Creative expression allows for a speaking of the truth, in this case, poetry.  The poet would insist that “language is a body of suffering and when you take up language you take up the suffering too” (hooks, 1997, p.208).  Language/poetry is a voice for social workers/therapists/clients/students, it is an avenue of getting our point across no matter what pains we are dealing with. Social workers/therapists/clients/students can use poetry to reach levels of emotion more adequately than with dialogue (Booker, 1999; hooks, 1997; MacDevitt, 2001; Smith, 2000).  Poetry is a form of re-storying our experiences that can promote client choice and empowerment.  Mazza (2001) describes “pain in poetry as encouraging clients to express loss as a story, but not as a last story” (p.29).  Often, pain that social workers/therapists/clients/students harbor, is buried deep within their unconscious selves.  Poetry and writing is one of the keys to unlocking this unconsciousness.  Bly and Woodman comment that “. . . just as the fish accidentally bites on the worm, so a life passion may rise from below our consciousness” (1998, p.8).

Teaching to Transgress

 
One of the ways that creative intervention can be encouraged is right at the beginning of the education process.  To put it simply we must nurture our spirits to think and learn outside the box, right from the word go.  “To teach in a manner that respects and cares for the souls of our students is essential if we are to provide the necessary conditions where learning can most deeply and intimately begin" (hooks, 1994, p.13).  Undergraduate social work education generally prepares students to accept the status quo and to focus on helping clients adjust themselves to their environment while gender issues, ethnic, cultural and religious diversity are inadequately addressed and the spiritual and transpersonal dimensions are rarely even acknowledged (Morell, 1987; Taylor & Daly, 1995). Pamperin comments that the schools of social work need to strengthen the creative models through research and share those findings with educational leadership (1987).  This is a paradigm shift or from Turner's analytical framework a shift in the creative cosmology.   Hooks describes this as a "community" that must happen in order to create a climate of openness and intellectual rigor (1994).  I believe this is what community/informal teaching is all about.  If this kind of paradigm shift can occur we can hope to see "individual liberation through collective activity, embracing both personal and social change" at the structural level (Morell, 1987, p.145).  Hooks comments on the recognition of a multicultural world and how, as a black feminist, one transgresses these boundaries within the classroom.  The creative cosmology in this case is confronting one another across differences, changing ideas about how we learn; rather than fearing conflict we have to find ways to use it as a catalyst for new thinking and growth (hooks, 1994).  

Hooks also comments on language, which relates to Turner's creative expression. Beginning with dialogue as a way of creative expression is the simplest way to begin crossing boundaries and barriers.  Language is all about transgressing boundaries because like desire, language disrupts, refuses to be contained within boundaries (hooks, 1994).  The interpretation and use of words and writing involves a process of free creation (Chomsky, 1987) an artistic expression of our personal narratives of love, pain, and self.

The Right to Write


“Writing is how, and it is sometimes seems why, I do my life” (Cameron, 1998, p.xv).  Cameron discusses in her book why writing is so important and how we should write, simply for the sake of writing.  This book is meant to inspire, heal and initiate and entice writers.  Encourage those who are “standing at the river’s edge, wanting to put a toe in” (Cameron, 1998, p.xvii).    Cameron’s book discusses how to begin as a writer by giving yourself permission to write, to invite drama in, to connect with writing, to give writing a voice, dealing with procrastination and having the right to write (to name a few).  Cameron encourages writers to think of their writing life as part of their life as a whole that can not be separated or compartmentalized.  Cameron comments that it is her hope that “this book will dismantle some of the negative mythology that surrounds the writing life in our culture” (1998, p.xvi).  The research suggests that writing is becoming an essential part of psychotherapy – even those with compromised writing skills (Freeman, Epston & Lobovits, 1997; Leavitt & Pill, 1995; Oppawsky, 2001; Sloman & Pipitone, 1991).  Writing is typically slower than speaking and the writer has more time to organize his or her thoughts  (Sloman & Pipitone, 1995).  Writing is an act of listening and naming what we hear.  


The “Right to Write” relates to Linda Turner’s creative expression because writing encourages clients to experience and compose a self with license to create new outcomes (Turner, 1999).  Therapists and clients need creative expression in a similar way to how they require air to breathe “it’s possible to learn to do it well, but the point is to do it no matter what” (Cameron, 1998, p.1).  Writing is a way for clients and therapists to enhance therapy, help clients express themselves and help therapists understand clients better.  Creative expression is a “natural self-help and self-healing tool and may be the only tool clients are able to use when working on severe traumas” (Oppawsky, 2001, p.37).  Without the avenue of creative expression clients often find themselves unfocused, with increased anxiety and in a state of random activity.  Becker (2002) discusses the importance of creative expression with elderly people and how it “can be used to express emotion, re-create an event, tell a story, work out an idea, or simply create joy” (p.99).  Writing is an act of motion that expresses and quiets the self.  Leavitt and Pill (1995) describe this as the mind roaming in an imaginative process where alternative solutions are present that do not exist in our everyday realities.

A professional example of working with creative expression would be when I worked with a young First Nation’s child.  This child had been severely traumatized and neglected and was leaving the home he had known for the past two years and had recently been separated from his sister.  This child was not in any frame of mind to do “talk therapy”.  I began to use a variety of expressive mediums using poetry and drawings with this child.  For example, I might read a poem to him and ask him to draw pictures or to write words about what it brought up for him, or I may ask him to draw out/or poetry out some of his feelings around the adoption. In the five months that I worked with this child, it was rare to actually hear him utter a word.  But I have a stack of drawings/words/poetry from him that solidifies for me the importance of creative expression.  

Outlaw Social Work : (the unsecret poems and stories)

None And All

we are

mopping vigorously

this dirt from cool mud floors;

stumbling & dancing while

doing undo-ables somewhat well;

being with those who aren't even within themselves. . . 

                                 Transken

(Baylis, Burton, Fraser &Transken, 2002, p.67)

“A case can be made that poetry/creative writing is a natural manifestation of social work and vice versa" (Transken, 2002, p.50).  The excerpt from the poem “None And All” is a small taste of creative expression that gently steams from the pages of the book “Outlaw Social Work”.  The authors have spent much time reflecting, thinking, and challenging ideas about life and social work.  

From Turner's analytical framework the book is within itself a form of creative expression, an art form, a medium of self-expression and tool to influence social change (Baylis, Burton, Fraser &Transken, 2002).  Creative expression for these authors comes in the form of prose, poetry, creative writing, letters, political statements and questions.  Creative expression is an "underlying, in-dwelling creative force infusing all of life - including ourselves" (Cameron, 1992, p.3).  This creative force is what encourages social workers to continue getting up in the morning while attempting to resist women's oppression, being poorly paid, having no benefit packages, having crowded and sparsely-resourced working environments and being hired only part-time or on contract (Transken, 1994).  In northern communities, social workers need creative expression as survival and coping skills to be empathic, self-aware, interpersonally attuned, compassionate, and inquiring (Mahoney, 1998).  To accomplish empathy we must imagine the world from another standpoint.  Without imagination it would be impossible to have advanced sincere empathy.  These creative survival and coping skills are important and significant in allowing northern social workers to be able to work at clients’ different levels of needs, which are often mixed, changeable and have a huge array of diversities (Mahoney, 1998).  Baylis captures this sense of relating her own survival and coping skills and meeting the client where the client is at when she says “. . . I with my educated privilege, could not just sit there and allow him (the trained social worker) to come into her home and treat her like that after all she had just been through.  I told myself I was a professional, his equal, and that I was capable of speaking to him on that level despite my growing anger” (Baylis, Burton, Fraser & Transken, 2002, p.9).  Creative expression in the form of survival and coping skills opened and invited the way for the author to meet the client at the clients’ level.  In this way social work is much like an art form that utilizes original and creative activities to help clients lead full and productive lives (Walz & Uematsu, 1997).
Composing a Self Through Writing: The Ego and the Ink


“Writing can be a profound medium for expressing innermost feelings and stimulating personal growth” (Leavitt & Pill, 1995, p.137).  This article describes the power of expressive writing and how to encourage clients to use writing to gain a greater sense of self.   The authors also encourage clinicians to bring writing into the therapy session as it is a “crucial dynamic in the therapeutic process” (Siporin, 1988, p.181).  The authors discuss how writing is an outlet…providing a setting for contemplation and an opportunity to create a narrative.  When clients write for themselves, they express their innermost thoughts and feelings, often in disguised, metaphoric form (Hosekins & Leseho, 1996; Leavitt & Pill, 1995; Siporin, 1988).  Many clients (particularly adults) will at first feel self-conscious when writing.  Becker describes this as a “shyness or barrier to try anything in the arts or use any creative efforts, thinking that as adults, we have no talent for such things” (2002, p.103).  When using the medium of writing to compose the self, this process can “provide catharsis and insight, self-awareness and awareness of the contradictory, paradoxical nature of the world” (Siporin, 1988, p.178).  Leavitt and Pill discuss how people can get in touch with their inner most feelings through writing such as grief, loss, trauma and victimization (1995).  The authors discuss a case study of a man (dealing with grief and loss after his wife died) and emphasized how the act of writing empowered him and made him more accountable for pursuing his ideas and making his goals more attainable (Leavitt & Pill, 1995).  


This article relates to Turner’s form of creative expression because writing is a true form of experiencing feelings and thoughts through a different medium than talk therapy.  As therapists we understand that clients often need guidance in finding their sense of self.  Clients typically have the tools they need, but sometimes have become lost in a fog and may have difficulty locating these tools.  When clients write for themselves they habitually use metaphor to cope with difficult situations and for defensive purposes (Siporin, 1988).  Creative expression and metaphor enables clients to invent new stories, frequently feeling unbounded by principles of rationality and logic.  One client commented “You’ve helped me cope with the past and look forward to the future.  Something I never thought possible a year ago” (Oppawsky, 2001, p.39).  

Creative expression can also be a tool of accountability in a therapy “a tangible product of what really goes on in therapy, as well as a measure of the outcome” (Oppawsky, 2001, p.39).  This is just one way of examining positive or negative outcomes of therapy.  Creative expression also exists in the form of performance and language.  The author of “Performance Ethnography” describes that everything is in the act of performing and/or being performed and being witnessed in those performances (Denzin, 2003).

Performance Ethnography


The world is a performance, not a text and therefore we need a model of social science that is performative.  Denzin discusses in his book how to rethink performance ethnography in regards to the formation of critical performative cultural politics and what happens when everything is already performative, when the dividing line between performativity and performance disappears (Denzin, 2003).  Denzin discusses performance based social science and describes how “this version of doing social science attempts to do more that just show how biography, history, gender, race, ethnicity, family and history interact and shape one another in concrete situations” (2003, p.xi).  Denzin also pays particular attention to the performance across disciplines where researchers are exploring nontraditional presentational formats.  This will enable them and their research participants, in participatory inquiry settings, to co-construct meaning through action research (2003).  

There is much that Denzin covers in his writings and therefore I have decided to focus on Turner’s creative expression and how that relates to Denzin’s work toward a performative social science.  Denzin discusses the use of a new kind of interview called the performative interview, which is a tool of creativity. “Doing interviews is a privilege granted to us, not a right that we have. Interviews are living things that belong to everyone” (Denzin, 2003, p.79).  Interviews contain words and language and are part of the social workers creative expression that can be used for therapeutic intervention.  Both Chomsky (1987) and hooks (1994) discuss language as a system of generative processes that is rooted in the nature of the human mind but does not determine the free creations of normal intelligence or of the great writer or thinker.  Language is a powerful tool for social workers to use to help connect the worker and client to the “larger moral community” (Denzin, 2003, p.79).  The interview as a form of creative expression, is also a way of writing the world and bringing the world into play.  It invites a sense of narrative and storytelling that affirms people (clients) as a core participants in their own experience. Narrative, as coined by Michael White and David Epston, implies listening to and telling or retelling stories about people and the problems in their lives (Freeman, Epston & Lobovits, 1997).  “Neither person is in control; instead each is enlarged and feels empowered, energized and more real” (Jordan, Kaplan, Miller, Stiver & Surrey, 1991, p.168).  Clients have the opportunity to tell and perform their story according to its own version, of truth and logic.  This creative expression will invite more openness, and less marginalization by our clients.  But how can creative expression  be used in a very “concrete” sense such as dealing with funders and chronic underfunding in agencies? 

"Dwarfed Wolves Stealing Scraps From Our Master's Tables: Women's Groups and the Funding Process" and  "The Doors are Shut and the Organization's Closed: Notes Exploring how this Story Unfolded"

What do funding processes mean to organizations attempting to empower women both within the walls of the feminist organization and within society? (Transken, 1994).  Basically, funding shapes the reality in women's organizations of who enters, who stays, what they do while inside, how they engage with each other, and when they leave (Transken, 1994). The impact of funding processes are significant, whether the women working within these society's are "conscious of the impact of funding on their relationships with each other, with the organization, and with other organizations" (Transken, 1997, p.64).  The funding process is a pendulum.  One side of the pendulum "squashes" hope and empowerment, while the other side of the pendulum is a swirling ground for creativity.  In the end the pendulum must swing to the creative side because otherwise the doors will shut and the organization will be closed (Transken, 1997).  An organization's thoughts about funding is much like the following lines from a poem called "Budget Announcements",

     “ . . . but there's never been enough

of everything needed

for me to afford

a daughter or a coyote

& how could I downsize

from where I've always lived

small & at a rockedbottom?”

                                                                     Transken

        (Baylis, Burton, Fraser &Transken, 2002, p.81)


The funding process engages us (as northern social workers) to think in a creative way because we have to.  This is where community members learn from each other in informal ways, build on each others’ strengths and think together “outside the box”.  When the agency has little money, few resources and front line workers stretched to their limits; there is no choice but to be creative.  To relate the funding process to Turners analytical framework is really to encompass several of the forms.  To deal with the funding process one uses creative expression, which may include writing, painting and music.  We use these because of self-care and the necessity to deal with the struggles that funding processes present to us.  We must be creative and practice self-care methods throughout this or we will burn out from the exhaustion of thinking about whether or not the agency will be around tomorrow.  

We have a creative presentation of self by using metaphor, spontaneity, flexibility and risktaking (Turner, 1999).  For example, not too long ago in the agency that I was working in, there was a funding crisis and to make it through this difficult time I learned how to use metaphor for myself in northern British Columbia.  I was travelling 1-2 hours in snowstorms to see clients on an outreach basis, and did not know whether or not I would have a job the following week. I began to invite and embrace metaphors into my everyday professional life.  One that sticks out and helped me through that time was to consciously visualize myself and the clients walking together along a forested path.  There may have been obstacles along this path (bears, rivers, etc) but for the time being I was leading the group and holding the flashlight.  At some point I would pass the flashlight to the clients because they had all of the tools needed to continue their journey.  This image manifested and grew my faith in my strength, role and path.  Reading Viktor Frankl’s book “Man’s Search for Meaning”, I gained new insights into the meaning of life and how we, as social workers/therapists do our work continually (while dealing with systemic challenges).  Frankl discusses this meaning as “each man is questioned by life; and he can only answer to life by answering for his own life; to life he can only respond by being responsible” (1959, p.111).  The meaning of life always changes, but it never ceases to be, some of the ways we can find meaning is through deeds, experiencing values or by suffering (Frankl, 1959).  Therefore the professional example of driving in snowstorms to see clients is when I need to examine what is life asking from me?  Frankl answers this question that each person must find out for herself and accept the responsibility that her answer prescribes (1959).  By believing in this metaphor I could continue my work as a clinician and feel that there was hope for the clients should the agency fold.  

Typically, there is a chronic lack of assured funding for organizations that do not allow for many (or if any) permanent staff.  Chronic underfunding inhibits women's ability to deeply commit to the organization's long-term future (Transken, 1997).  If there is a lack of commitment from the staff there is going to be a limited creative conceptualization at the direct practice level.  Innovative solutions will not be found by the staff for the clients, if the staffs’ limited commitment to the agency can give funders an excuse to limit their financial commitments to the organization (Transken, 1997).  When thinking of the funding process as a creative form "we are learning to make our differences into strengths and we are learning to insist that we be recognized and validated" (Transken, 1994, p.58).  Throughout this process, it is also important that as social workers and therapists we are reminding ourselves to continue to engage our playful, insightful, curious and adventurous selves.

Creative Presentation of Self by the Social Worker

“Creative presentation of self is evident in the social worker’s style, which includes use of metaphor, spontaneity, flexibility, and risk-taking”.

(Turner, 1999, p.92)

Research Students in Education and Psychology: Diversity and Empowerment


“It is sometimes said that British undergraduate education is better than its American counterpart, but the reverse is true at the graduate level” (Acker, Transken, Hill & Black, 1994, p.230). This study examines research students in psychology and education departments in Britain.  Results from this study suggest that there are several different ways to “present oneself as a student, some more in continuity than others with the requisites for academic success” (Acker, Transken, Hill & Black, 1994, p.229).  The different student typology’s that emerged from this study were:

1.) Rugged Individualist

2.) Academic

3.) Supported

4.) Taking Charge

5.) Buffeted About

The student style or typology might best be regarded as a coping strategy at a particular point in time.  It became clear in this study that individualism is an important factor in reproducing the academic profession in Britain and that “graduate students are the poor relations of the university community, rather than – as in the United States – its principal source of pride” (Acker, Transken, Hill & Black, 1994, p.247).  Collective support is often challenging to attain for graduate students in Britain, even if a student is on a research team.

This relates to Turner’s idea of creative presentation of self by the social worker. The typology that emerged from the students were inherent ways of “being” for them in academia.  This crosses from the world of academia into the professional world of social work and therapy.  It is my belief that students need support in their academic lives to feel assured, to feel confidence, to debrief with their supervisor so that when they make it to the professional world, academia has not squashed out all hope and “self-ness”.  Creative presentation of self needs to be nurtured by our supervisors, teachers, professors and mentors because we as students are similar to children that are learning…we learn what we see, what is modeled.  If the requirement is creativity, flexibility, risktaking, spontaneity, these need to be modeled for us.  This is the essence of what community/informal teaching is all about.  Students can also struggle in academia with creative presentation of self because it may not always be safe to toy with the bold ideas of creativity when the professor prefers the status quo of formal/organizational teaching. The teacher may demand the status quo and nothing else before giving out the “A” that the student wants.  This excerpt of the poem titled “Surrendering to Self- Crippling” captures this thought,

“better to have the dulldreary of something/someone

than be our selves

in quivering fullness & questing growth.

pathetically, obsessively, tragically

we fear the riskriskrisk of 

spending on our education,

investing cash in our creativity,

rewarding our curiosity,

writing cheques for our boldwhimsy

dollaring at our playfulness.”

(Transken, 2003, p.88) 


Academic institutions need to learn how to nurture their students to give birth to a strong creative presentation of self.  Academia can only do this by transgressing boundaries. “I must push against to go forward” (hooks, 1995, p. 132).  Nothing will change in the world of academia if no one is willing to make this movement (hooks, 1995; hooks, 1994;  Pamperin, 1987; Uematsu & Walz; 1997).  It would mean generating new ideas, brainstorming, finding alternatives, meditating, engaging in spirituality/religious thoughts…being…creative.

Opening Therapy to Conversations with a Personal God/dess or Divinity


"There is no completely open conversational space in therapy just as there is no totally neutral therapist" (Griffith, 1995, p.123).  In this article Griffith (1995), who is a systemic therapist, attempts to open the door to "prescriptive constraints - that God can and should be spoken here" (p.124).  Most therapists realize and recognize the significance of their clients’ spiritual experiences and wish their clients could speak about them.  The challenge is to develop a broader comprehensive understanding of religion and to create an enlarged definition of feminism that highlights this freedom of choice (Taylor & Daly, 1995).  McMillan (1995) describes some of the differences between Christianity and First Nations spirituality as First Nations spirituality involves the universe being filled with supernatural beings, each having power to help or harm.  Myths and stories around spirituality enliven cold winter evenings, while the younger generation sit and listen to the elders recount the ancient stories (McMillan, 1995).  

This relates to Turner's creative presentation of self by the social worker.  The author ponders four "stories of certainty" that she has found with her research, that lures us into "already knowingness" and away from curiosity and creativity.  These certainties are as follows:

1.) I know what God is like for you because I know your religious denomination.

2.) I know what God is like for you because I know what your language about God means.

3.) I know what God is like for you because your image of God is a reflection of your early attachment figures.

4.) I know what God is like and you need to know God as I do.

           (Griffith, 1995)

Griffith (1995) points out how the stories of certainty intrude into, oppress and constrain the possibilities for conversations with God in therapy.  The creativity (and curiosity) of bringing God/Buddha/Spirituality into the therapy session can be feared in professional practice and some say that they intentionally avoid discussing any religious topics with their clients, as "that is the business of the priest, not the psychotherapist" (Griffith, 1995, p.124).  But, without this risk-taking and flexibility of creativity, clients (and their therapists) would not have the freedom to discuss spiritual journeys and listen "for that which has not been heard, negotiating together the limits and the possibilities" (Griffith, 1995, p.124).  

Battle Chant


Couldn’t we speak, together, now as women, in a circle, knee to knee to knee?  We could nod once the words had stopped, and say “Oh, now I see.  Now, I understand.”  In a circle . . . (Bryant, Dahl, Lane, Marttila, Transken & Trepanier, 1999).  “Battle Chant” is a book that reflects individual battlegrounds of tension, thought, emotion, spirit and body.  It is through the sharing, or consciousness-raising of these six women’s voices that this book emerged.  Saulnier (1996) comments on how important it is for women to meet in small consciousness-raising groups to discuss personal experiences and to draw connections between their daily lives.  The authors made a quest to capture something, of the intangible on the page, and give it pause for a moment in words, and then set it free again by sharing it with others (Bryant, Dahl, Lane, Marttila, Transken & Trepanier, 1999).  These stories, poems, narratives, truths and experiences are about surviving, triumphing and changing.  Transken describes this process as “people touching the troubles of the whole world; and all those worlds of troubles touch the insides of us” (2002, p.33).  “Battle Chant” is first and foremost a steaming, swirling creative metaphor.  This metaphor seems to “transport us closer to a world of absolute understanding that is more real than reality” (Talerico, 1986, p.229).  Through metaphor, in this case being “Battle Chant”, we can examine women’s pain, hardship, excitement and beauty. 


“Battle Chant” relates to Turner’s creative presentation of self because of the powerful link between the creative process and therapy.  “Like many therapeutic approaches, creativity encourages expression of feelings, confidence through risk-taking, communication with the unconscious, development of new insights, resolution of conflict, reduction of anxiety, and rechanneling of psychic energy for problem-solving purposes” (Talerico, 1986, p.231).  As northern social workers and therapists we need creative presentation of self  to heighten our awareness when working with clients.  Our culture has been steadily producing what we might call unconscious men and women . . . people that have been concretized that they block symbolic energy (Bly & Woodman, 1998).  When working with clients, we need to help others reclaim their powerful essence through artistic expression” (Bryant, Dahl, Lane, Marttila, Transken & Trepanier, 1999).

Bryant (1999) comments on this reclaiming of powerful essence in this excerpt from “Wet Paint”,

“I was like wet paint

and you drew your fingers through me

rearranged my head and thought about Picassos

moved my nose if I got out of line

hung me in a closet

kept my beauty to yourself…

…I won’t let you paint me anymore

and your face is shocked to find

there are patterns in me that you created 

when you didn’t think you touched me at all.”

(Bryant, Dahl, Lane, Marttila, Transken & Trapanier, 1999, p.9)

As social workers and therapists, we need to help clients see that they can be flexible, spontaneous, use metaphor and take risks by modeling that we can do these things.  Whether that is through writing poetry, restorying, dancing, listening or simply having coffee together.  Creative presentation of self allows us to knowledge share with our clients and integrate insights instead of generating them (Somerville & Rapport, 2000).  Integrating insights is like the intimate connection between fairy tales and dreams that are told as bedtime stories; told just before we fall asleep, as if to prepare us for …to guide us slowly into it (Bly & Woodman, 1998). 

Stress (Full) Sister (Hood)


In this book the mediums of poetry and prose examine a variety of topics around women’s relationships.  The authors comment that they have experienced stress, truthfulness and discovered new ways of personal and political growth.  These women have confronted scarcity of material and emotional supports, they crave abundance for themselves and all women (Transken, Eyelon, Tilleczek, Ripson Eyelon & B, 2001).  This book is a tantalizing treat to be enveloped in as our bodies love metaphor because they join our bodies to our soul, rather than abandoning them to a soulless state (Bly & Woodman, 1998).  These stories of prose and poetry are narratives that enable these women to heal and continue the work they do.  These authors have been able to “create memorable characters, and leave us with images that are seared into our consciousness, some of the core meanings we have drawn from the book may remain with us for years as touchstones and reference points on our journeys through life" (MacDevitt, 2001, p.143).


Re-storying, sharing narratives and experiences are mediums that can become a true female experience that both empowers and promotes growth (Booker, 1999; O’Connor, Krautter, Fischbuch, Bomberry & Aziz, 1999; Jordan, Kaplan, Miller, Stiver & Surrey, 1991; Saulnier, 1996).  “Stress (Full) Sister (Hood)” relates to Turner’s creative presentation of self as a form of offering a personal sense of self, (i.e.: metaphor or risk-taking) in working with the client.  It’s a way of saying “I am a person too and I am here to listen to your story”.  The BCRSW Code of Ethics examines this as respecting and facilitating self-determination and demonstrating acceptance of each client’s uniqueness (2002).  It is a way of shifting the power balance that so often between social workers and clients is set up in a patriarchal/hierarchical fashion.  In sharing a sense of self the power balance is nudged to equilibrium.  Soni B (2001) has captured for me the essence of sharing a sense of self in her poem “BINGO”,

“Magdalene doesn’t realize that her feeling of helplessness feeds on

itself.  Magdalene doesn’t realize that her feeling of uselessness is

passed on to her daughters every time she tells them,

I’m not the one who didn’t want you when you

were born.  You’re the ones who don’t want me 

now.  I’ve done all I can now it’s up to you.”

(Transken, Eyelon, Tilleczek, Ripson Eyelon & B)

The reason I chose this particular excerpt is because I felt it had a powerful sense of feeling and truth to it.  Soni B may not have been the person in the poem, however she shows a sense of passion that is (to me) a mirror into her sense of self.  Creative presentation of self  is about not being afraid to share yourself and showing some of the passion that we as social workers and therapists possess.  It is unfortunate that the concept of self has often come down to us as a series of processes leading to a sense of psychological separation from others (Jordan, Kaplan, Miller, Stiver & Surrey, 1991). May (1975) describes this as having professional courage and how “we shall surely have to create with others” (p.12).  The social worker/therapist is similar to that of an artisan, seeking to influence and change and realize and understand potential and to do so in experiential relationships with other people and things (Siporin, 1988).  Sharing ourselves, challenging formal/organizational styles of teaching, asking critical questions, analyzing culture and the roles that we play are just some of the ways that we can live and work creatively with social work.   

Reel to Real and Outlaw Culture


Movies take the real and make it into something else right before our very eyes (hooks, 1996).  They give a re-imagined, reinvented version of the real that may look like something familiar, but in actuality it is a different universe from the world of the real (hooks, 1996).  Hooks discusses in her book how cinema plays a pedagogical role in the lives of people today and in her teachings how students can use cinema as a vehicle to discuss race, culture, sex and class.  Many people (our clients included) use television/movies as a main influence and identity shaper of how the world functions and how in turn they should function in the world.  Movies, like Denzin’s interviews, provide a narrative for shared experiences and a starting point that can transgress boundaries across diversity and disciplines.  When teaching about critical culture and using film as a vehicle “suddenly students would be engaged in an animated discussion deploying the very theoretical concepts that they had previously claimed they just did not understand” (hooks, 1996, p.3).  This is when hooks began to critically write from a feminist perspective about films.   She closes with the words “movies do not merely offer us the opportunity to reimagine the culture we most intimately know on the screen, they make culture” (hooks, 1996, p.9).  


“Outlaw Culture” is an expression of cultural critique around such issues of date rape, censorship, male violence against women, black self-hatred, new ideas of race and beauty and the rise of black intellectuals (hooks, 1993).  Hooks explains how she merges her critical thinking with theory and practice and how this has been the basis of her cultural studies work.  There is discussion of crossing boundaries in and outside the academic world and genre and discipline jumping using essays and personal dialogues. Hooks comments that these represent ongoing growth as an artist, cultural critic, feminist theorist, writer and seeker on the path (1993).  Both of these books are an invitation to look at things differently, decolonize the mind and to embrace the “heartbeat of Cultural Revolution” (hooks, 1993, p.7).


Due to the amount that hooks covers in both of these books it is necessary that I choose certain areas to focus on in relating to Turner’s analytical framework.  I have decided to focus on Turner’s creative cosmology and relate this to hooks’ critical cultural thoughts around film and love.  Cinema relates to creative cosmology because of the shifting of paradigms that can occur through the viewing of films.  Hooks discusses how the magic of the cinema lies in the mediums’ power to give us something other than life as it is (1996).  A reimagining, so to speak, or a reauthoring of how the world is; these narratives helps us to organize, predict, and understand the complexities of our lived experiences (Freeman, Epston & Lobovits 1997).  The creative cosmology is encouraging because like social work it allows people to ask questions, look at new ideas and try things on.  People then begin to ask critical questions about race, class, culture and sex and can have conversations about these cosmologies in and outside academia.  The critical questions asked at the paradigm level are what make good social workers.  We (as social workers) need to have experience right from the beginning, with critical thinking, cultural critiquing and the creativity to see that things are not always as they appear.  Judgements can be faulty for nothing is ever the way it seems and everything is always changing (hooks, 1996).  Films, like social work, are a testimony to that power that it compels us to think, to reflect and to engage the work fully (hooks, 1996).  To compare filmmakers and social workers would be to compare two very passionate groups of people.  So how can we as social workers put this passion to use in a practical, yet creative way?

 I choose love.  By choosing love, we choose to live in community, and that means that we do not have to change by ourselves.  “We can count on critical affirmation and dialogue with comrades walking a similar path” (hooks, 1994, p.248).  This relates to Turners creative presentation of self by the social worker. If we as social workers work in the style of a love ethic this will help us move towards freedom and to act in ways that will lead to liberation.  A personal example of the love ethic is, in the community where I live there is a big push for building a homeless shelter (there are many homeless people and there is a risk of them freezing to death in the –40 winters).  This love ethic relates to the BRSW Code of Ethics in that a social worker shall advocate change in the best interest of the client, and for the overall benefit of society (2002).  For the past two years there has been a group of passionate people who have a love for their northern community and look for ways for the overall benefit of society.  This group attends meetings, rally’s, reports to the newspaper and brings blankets and hot tea to the homeless individuals.  At this point winter is not far off and the shelter has not yet been built.  That does not stop this group of people from loving others and caring about the community.  This is where community members are learning informally from each other through struggle, fear, courage and healing.  To work within a community like this we are able to experience some joy in the struggle that each day we get closer to attaining.  However, as in Peile’s description of slow and fast timeframes; we may be closer than we were, but the time frame may be long.  

As a group we rally around to find out how we can continue our push for service and love for the community.  Hooks describes the love ethic as an important service to others.  This “service strengthens our capacity to know compassion and deepens our insight” (1994, p.249).  Without an ethic of love shaping the direction of our political visions and our radical aspirations, we are often seduced, in one way or the other, into continued allegiance to systems of domination – imperialism, sexism, racism and classism (hooks, 1994).

Art On My Mind


“Art on My Mind” is a book that responds to the ongoing dialogues about producing, exhibiting and criticizing art and aesthetics in an art world increasingly concerned with identity politics (hooks, 1995).  Hooks comments on always being drawn to visual art and visual politics and therefore her book focuses on these mediums and on black women artists.  In her book, hooks is able to look at the world of art from a critical cultural perspective … “resisting oppression means more than just reacting against one’s oppressors – it means envisioning new habits of being, different ways to live in the world” (Acker, et al., 1991, p.78).  In this collection hooks includes interviews, dialogues, essays and poetry describing how art can be empowering and an evolutionary force within the black community.  Visual and political art is viewed as a place where acts of transcendence can begin to take place and how “art can enhance our understanding of what it means to live as free subjects in an unfree world” (hooks, 1995, p.9).  The poet Linda Beth comments on the importance of the arts as “if a canvas were not present it would naturally flow into the room and become part of the air and atmosphere of the room” (Woodman & Dickson, 1996, p.177).


Being an artist is dangerous.  Art disrupts boundaries (status quo), challenges us to acknowledge in public all that we have been encouraged to reveal only in private (Acker, et al., 1991; hooks, 1997; hooks, 1995; hooks, 1994;).  This idea relates to Linda Turner’s form of creative presentation of self.  As northern social workers/therapists we often have to disrupt systemic boundaries and challenge the status quo through our ways of being i.e.: style, metaphor, spontaneity, flexibility and risk taking.  A professional in the field states “Often I have felt exiled from – or felt that I have needed to choose to go outside of the laws of allegedly polite society” (Baylis, Burton, Fraser & Transken, 2002, p.40).  We, as social workers and therapists often need to push the boundaries to have our voices heard, being creative can become an act of swimming against the current tide of technical rationalism (Philipson, 2002).  We need to continue to question, challenge, nudge, push and examine the boundaries (or box) that we are limited to in terms of working and re-envision this space.  Hooks describes this as creating a kind of critical culture where we can confront the radical traditions of resistance, as well as the newly invented self, the de-colonized subject (1995).  This style of pushing the boundaries is of particular importance in rural northern social work.  Many of the ideologies of how to practice social work in British Columbia are dictated from a southern region.  These ideologies are “espoused by people who may not understand the north, yet have the power to define northern problems, northern opportunities, and northern futures” (Delaney, Brownlee, Sellick & Tranter, 1998, p.45).  This is why creative presentation of self is so important for northern clinicians.  If we do not to question, challenge, nudge, push and examine the boundaries for ourselves we will only continue to experience the frustration of social service systems that do not fit with our vision or expectation on how we can work with our clients (Delaney, Brownlee, Sellick & Tranter, 1998).   Somerville and Rapport explain this as disturbing the logic of instrumental reason (2000).  This is not at easy road to venture down, however, it is a necessary one.  This excerpt from the poem “Changes” describes this road well…

“There’s a time when everything begins to change

Looking around, you find nothing familiar

just strange

Things aren’t the way they used to be 

and the road ahead becomes difficult

to see…”

Franklin

(O’Connor, Krautter, Fischbuch, Bomberry & Aziz, 1999, p.37)

Creative Conceptualization at the Direct Practice Level

“Creative conceptualization at the direct practice level is the identification of innovative solutions to clients’ problems by encouraging the generation of alternatives”.

(Turner, 1999, p.93)

Postmodernism, Spirituality, and the Creative Writing Process: Implications for Social Work Practice

There have existed historical tensions between modernity and postmodernity and how they revolve around differences in how power/knowledge and objectivity/ subjectivity are viewed (Damianakis, 2001).  This article suggests that while postmodernism, spirituality, and creative writing have the potential to open social work to a more creative and meaningful practice, the social work profession is ill-prepared to deal with these three influences.
Power is linked to the notion of power over others, power is believed to be in the hands of experts, who possess said knowledge (Damianakis, 2001; Monk, 1999; Taylor & Daly, 1995).  “Thus, both power and knowledge have become embedded in the social workers role, as defined by a modernist perspective” (Damianakis, 2001, p.24). 

 The relationship between knowledge and power is derived through either intuitive or rational means – “a distinction that has implications for social work practice” (Damianakis, 2001, p.24).  Focusing on the intuitive means relates to Turner’s creative conceptualization at the direct practice level because “through empathy and intuition, the social worker and client, for example can reach ideas and use intuition to find ideas” (Damianakis, 2001, p.25).  Empathy is described as a complex process, relying on a high level of psychological development and ego strength.  “The capacity to engage in an open, mutually empathic relational process rests on the maintenance of fluid ego boundaries and the capacity to be responsive and moved by the thoughts, perceptions, and feeling states of the other person (Jordan, Kaplan, Miller, Stiver & Surrey, 1991, p.167). Both hooks (1994) and Damianakis (2001) further comment on the importance in the sharing of one’s story to reflect on personal experience, empathy, ego and the use of language to facilitate self-knowledge and growth.  

Creative conceptualization at a direct practice level requires northern social workers to calmly listen to their intuition both internally and externally.  In a sense the relationship that is formed between the social worker and the client is a creative team; creative teams are sensitive to one another and to their environments, and are composed of self-motivated, fulfilled individuals (Damianakis, 2001; Jordan, Kaplan, Miller, Stiver & Surrey, 1991; Lewarne, 1998). Monk comments however that when working with men “it is important for social workers to recognize that “rational approaches may initially be the most effective method for achieving this goal” (1999, p.125).  He goes on further to say that while emotional work is important, the literature suggests that men are generally more comfortable with and receptive to cognitive forms of communication (Monk, 1999).  Hepburn (1994) comments that males more than females tend to respond to anxiety (feelings that can be stirred up through therapy) with aggression and counterphobic responses to vulnerability.  This may be why Monk, the author, has found cognitive forms of therapy to work better with men than emotional work.  However, Monk needs to elaborate further on the type of man he is referring to i.e.: age, culture, training, sexual orientation.  In conclusion, the more opportunity for involvement that individuals (either men or women) most affected by the anticipated change have, the greater the chance will be that the change can be effectively implemented (Gelfand, 2002).  This can be through any means of creative conceptualization at the direct practice level, in particular… ritual…

The Use of Ritual In Incest Healing


“Therapists have drawn upon the power and creativity of ritual and the rite of passage to help people bring order and definition into their lives and to master various life transitions” (Winslow, 1990, p.27).  This article comments on how incest survivors have utilized ritual within their healing processes. The author also offers suggestions for clinicians on how to use ritual within the therapy session.   Rituals link past, present, future experiences and roles and works towards stability and change simultaneously (O’Connor & Hoorwitz, 1991; Winslow, 1990).  Rituals are often learned from within informal networks such as community, family friends where teaching and learning can take place in a nurturing way.  Rituals seem to have the metaphoric ability to reduce anxiety, incorporate hope and facilitate self-soothing.  In using rituals with families the authors comment on the importance of employing sequences of action and objects which symbolize meaning to the family members (O’Connor & Hoorwitz, 1991).  Creating new rituals within therapy can be effective as a vehicle for healing.  A survivor mentioned in the article, comments that “creativity” (the ritual) made it possible for her to adapt to her situation so that she could survive (Winslow, 1990).  Winslow states that “creative activities can be focused on the stage of healing currently being addressed by the survivor as well as serving to rework past issues and stages (1990).  


Winslow’s article around rituals relates to Turner’s creative conceptualization at the direct practice level because rituals can occur through the generating of ideas with clients.  It is important as clinicians that we involve our clients in decision making within therapy every step of the way.  Therapy is about the client, and she is the expert on her life.  Therefore it is important that she has a voice in how creative therapy can become.  Ritual is like a cocktail mix of tangible objects, metaphors and concepts; the evidence of this preparation and spontaneity are often illuminating and provocative (Philipson, 2002).  

A personal example of how I have used creative conceptualization at the direct practice level (in this case ritual) in my work with children who have been sexually abused, is with wishes.  I worked with “Mary”, who was seven years old, for about a year.  About one month into therapy we had a discussion about wishes.  Mary asked if she could make a wish at the end of that session.  We decided together that the wishes were to revolve around hopes, dreams and feelings and not material things i.e.: like a new bicycle.  I had a bag of seashells in my office and encouraged Mary to think about what her wish looked like.  She then chose a seashell that represented her wish.  I lit a candle and she held her seashell tight in her hand, made her wish and then blew out the candle.  This became a weekly ritual…of which I was quickly reminded, at the end of each session, that she needed to make her wish.  Mary could use her seashells as tangible reminders of her safe, protecting, strong feelings when facing scary memories or even in one case when she had to see the offender.  This ritual offered Mary a new way of being in the world.  Mary was able to understand the meaning and function of the ritual to acknowledge losses and affirm her healing (Winslow, 1990).  But what are the implications of gender differences that need to be taken into account when working with survivors of sexual abuse?

The Implications of Contemporary Feminist Theories of Development for the Treatment of Male Victims of Sexual Abuse

“…Raising your voice in anger or frustration is not exclusive to a gender role.

And neither is being a prick even if you don’t have a phallic power pole.

 I have a penis and a soul, a mind and sometimes I am emotional.

So I profess to be non-compromising and yet accused of being conditional.”

Morin

(Transken, 2002, p.198)


I chose this excerpt from the poem “I am a Man” because I found it interesting to hear these words from the perspective of a man.  I felt that it tied in to the article because the article focuses on gender differences in the treatment of male victims of sexual abuse.

There is an underidentified and undeserved population of men that are victims of sexual abuse (Hepburn, 1994).  Hepburn comments on establishing three criteria when working with males in the therapeutic milieu:

1.) Prepare clients for the emergence of disruptive or aggressive behaviors.

2.) Recognize, validate and contain these feelings.

3.) Achieve a balance between intimacy and independence.

(1994)


Hepburn discusses how victims of child sexual abuse must overcome the effects of traumatic sexualization, betrayal, powerlessness and stigmatization, males must also deal with sexual identity confusion and conflicts concerning aggressive and antisocial behavior (1994).  Woodman and Dickson describe these men as having not been able to escape patriarchy’s bludgeoning (1996).  Men and women often have different styles of resolving conflict, to ask a male child to enter into a therapeutic relationship in which he is again expected to become vulnerable works against the momentum of male development (Hepburn, 1995).


The idea of the male responding to therapy with aggression and disruptive activity solidifies for me Turner’s creative conceptualization at the direct practice level.  Men are conditioned in our society to “suck it up” and “be a man”.  Real men do not cry and real men do not show emotion (sentence is dripping with sarcasm).  “Men are no less at risk than women” (Woodman & Dickson, 1996, p.88).  Bly comments that men and boys often enter the (metaphoric) garden to escape from the rain of blows offered by the world and find a temporary shelter (1990).  To be creative at the direct practice level means taking gender difference into consideration within the realms of therapy.  I need to know that how I work with females may not be the most effective way of working with males.  Hepburn comments that men are socially conditioned to respond to conflict through the assertion of strength and power and work to preserve their self work through creative displays of initiative and will (1994).  As a therapist, I openly converse with children (male and female) about how they would like to work and how to be “creative in our work”.  I give credit to the children who have come up with much more fantastic ideas than myself.  For example we have acted out Grimm’s fairy tales, parachuted toy army men off the upper stairwell and engaged in tea party’s and family picnics in my office.  I view my work with children (male or female) as part of a creative team.  We take the therapeutic journey together and creative conceptualization at the direct practice level means (for me) that I will strive to engage the children in having a voice in what works for them, by conversing, consciousness-raising, playing, singing, dancing, sculpting and generating ideas.  Hoekstra comments that children often are “holding on with their fingertips with the minimum of control, the occasional wince and shutdown, eyes closed tight” (2003, p.17), they need to be engaged in what their therapy process will look like for them. As social workers how do we transfer engaging our clients and ourselves to that of a community practice level? 

Creative Conceptualization at the Community Practice Level

“Creative conceptualization at the community practice level facilitates the identification of what needs to change at a structural level (problem finding) and innovative methods to bring about the desired changes”.

(Turner, 1999, p.92)

Fostering Innovation in a large Human Services Bureaucracy


"The terms bureaucracy and innovation usually do not go hand in hand" (Cohen, 1999, p.47) Cohen describes human services bureaucracies as highly centralized, hierarchical organizations, activities are carried out by standardized routines, communication is tightly prescribed, and most decisions are made at the top (1999).  This over bureaucratized workplace can lead to low job satisfaction and burnout (Cohen, 1999; Morell, 1987; Pamperin, 1987).  The challenge then is to create change and informal learning/teaching from within  . . . to redesign large human services organizations so that they can foster innovation from within and be more responsive to both their workers and the clients they serve (Cohen, 1999).  The article describes a "change from within" that was designed to encourage innovation and to empower staff in a bureaucratic setting.  The idea was called the New Ideas Fund and it's purpose was to encourage and support the participation of front line workers and front line supervisors in the development of new ideas that would improve their ability to serve clients (Cohen, 1999).  

This relates to Turner's creative conceptualization at the community practice level.  There is a need to empower northern social workers within the agency so that a creative compatible group can be formed for which analysis and strategy for resistance and democratic change can be created (Morell, 1987).  These movements help bring together groups and focus the resources and attention on central goals.  It is through such movements that "social work may contribute to the achievement of its goals" (Morell, 1987, p.153). Cohen notes that to make changes at the structural level individual worker-initiated efforts were seen as part of a larger agenda in transforming the agency's culture and way of doing business (1999).  However, for this to happen a better understanding is needed of how to support innovation at the individual and small group level, as well as examining the design of the internal processes for managing the innovation (Cohen, 1999).  With a better understanding comes a commitment of resources, either internal or external or both (Cohen, 1999).  In this current political climate how do northern, remote communities deal with struggles around maintaining and initiating programs for clients?

Community Support Programs in Rural Areas Developing Programs Without Walls

“Creativity and innovation are critical to developing a successful program” (Sullivan, 1989, p.19).  In his article, Sullivan discusses the meaning of the concept of “programs without walls”.  Central to this concept are the recruitment of community members, the redesign of traditional programs to find the most effective use of personnel and services for clients and their families (Sullivan, 1989).  Some of the issues that arise as rural and remote challenges are: transportation, lack of concentration of clients in one area (i.e.: eating disorders), poverty (due to the farming/ranching crisis), difficulty in retaining staff and a lack of specific resources, to name a few (Delaney, Brownlee, Sellick & Tranter, 1998; Hanson, 2003; Sullivan, 1989). Creativity and innovation are then critical to developing a successful program in a northern, rural area.  Sullivan comments that the barriers require programs to devise innovative and creative strategies to deliver services (1989).


This relates to Turner’s idea of creative conceptualization at the community practice level because it requires structural changes that need to happen at the community level.  Sullivan states that because of the lack of specific resources in rural areas we are forced to engage in creative thinking, and have an accurate assessment of what our clients can do (1989).  As social workers/therapists in our communities (particularly northern, remote areas) we need to sit down with our community members and find out who the “players” of the creative team are.  How are we going to teach and learn from each other?  We need to know our doctors, dieticians, drug and alcohol counselors, family support workers, group home workers, clients and their family members.  If programs are going to happen in the north, then they have to happen at the community level in a sort of “jigsaw approach”.  The jigsaw approach begins by allowing a person to fantasize about all the types of programs, equipment, and personnel that would be needed to create the ideal program (Sullivan, 1989). Creative conceptualization means that we have a voice in our community and can make things happen. It is not too futuristic to imagine practitioners communicating with psychiatrists by way of car telephones, or a medication clinic on wheels (Sullivan, 1989).  What about volunteers going into people’s homes to teach them recipes or to prepare a meal? The reality is that all of the northern challenges we face today, will be here tomorrow.  We will continue to face struggles…and therefore we must be creative problem-solvers as individuals and community members to be successful with our programs.  Hooks (1994) describes this as decolonizing our minds and imaginations, we learn to think differently, to see everything with new eyes…

The Creative Practitioner

Problem solving is a model of helping that involves thinking that must be infused with creativity.  In his book Gelfand (1988) discusses what the creative problem solving (CPS) model is and how to go about using it.  The author goes on to describe the blocks of CPS, the importance of finding the problem and strategies and techniques of idea finding.    The benefits of thinking creatively are related to developing the ability to think fluently which is valuable for the production of social intervention.  Gelfand’s writings finish with creative decision making, planning, monitoring and evaluating solutions.              

Originally, I felt I would focus on how the CPS model relates to Turner’s creative conceptualization at the direct practice level, due to the amount of explaining that

Gelfand does about the model.  After some reflection, however I decided to focus on creative conceptualization at the community practice level.   This is because I wanted to express how I felt about how social work is typically taught in formal/organized “educational institutions”.  On looking up problem solving in Barker’s “The Social Work Dictionary” I found the following definition:   

Problem-solving casework: A form or social casework, that draws on concepts in ego psychology, role theory, and, implicitly, on a consolidation of the diagnostic school in social work and the functional school in social work. Among the most important practice methods this model stress are clear delineation’s of the goals of the casework intervention, focused and time-limited intervention, and concern for the environmental and social forces that influence and are influenced by the client.











(1999)

In the above definition, I italicized several words.  The reason for this was the contradiction of everything I have recently learned about the shifting of paradigms and how with creativity, people proceed in each case at different speeds which reflect

different time frames (Peile, 1993).  With my newfound knowledge, I find myself questioning statements like the above definition and querying how schools are teaching new social workers.  At the structural level schools typically are interested in teaching and rewarding conceptual – logical intelligence . . . a critical attitude is characterized by skepticism, by a reluctance to believe (Gelfand, 1988; hooks, 1994; McLeod & Cropley, 1989; Taylor & Daly, 1995).  Classroom instruction has traditionally and typically aimed at helping children/students to find the single, best correct answer to a problem.  Lewarne (1998) describes how social work needs to move with the spirit of the times, and stress science less and creativity more.  Creative conceptualization at the community practice

level means that teachers need to show their students how it is possible to reapply, transform and reshape techniques or pieces of information which can then be applied to new situations for which they were not originally intended (McLeod & Cropley, 1989).  This could be coined “transdisciplinarity, a recreating of integrated knowledge” (Somerville & Rapport, 2000).  With the emergence of the creative paradigm teachers can offer the direct practice worker a way to develop multiple perspectives on the social situation of the client system (Gelfand, 1988) and our clients could have an expanded life management process which is creatively ongoing forever.  These multiple perspectives can open up communities of culture, storytelling, knowledge and transdisciplinarity.

Leadership:  Realizing Concepts Through Creative Process

This paper presents a brief history, context and theory for community organizing and provides discussion of major concepts of culture, community and power (Kahn, 1997).  Kahn discusses small and large group processes, social change methods, race, gender, class, power and culture, to name a few.  She concludes the article with an exercise she facilitates called “I am a leader because…”.  This is an exercise that works in group settings, incorporates consciousness-raising and involves poetry and metaphor.  Kahn mentions that the creative process becomes a means to build collective culture, opens participants to creativity, and renews commitment to organizing projects (1997).  In building collective culture the self is opened up.  Self is perceived as being part of a larger cultural story (Hosekins & Leseho, 1996) that occurs through consciousness-raising.  Consciousness-raising works well as it is based on a number of traditional forms; particularly storytelling (Kahn, 1997; Freeman, Epston & Lobovits, 1997; Jordan, Kaplan, Miller, Stiver & Surrey, 1991; O’Connor, Krautter, Fischbuch, Bomberry & Aziz, 1999; Saulnier, 1996).  Kahn concludes that what is important with in community organizing is not to tell people how they should feel about themselves, but to accept their way of looking at the world and to help them build power based on their own analysis (1997).


Many people and organizations begin to see a need to work together across lines that divide them (hooks, 1994; Kahn, 1997; Somerville & Rapport, 2000; Transken, 2002).  The mission statement of the Social Work Program at the University of Northern British Columbia (UNBC) also has a focus on trandiscipline by including critical social thinking of aboriginal and cross-cultural issues, women and human services and community practice research (2003-2004).  This idea relates to Turner’s creative conceptualization at the community practice level because it is analyzing what needs to change at the structural level.  Kahn discusses how traditional educational methods, which are fundamentally intellectual, are not always adequate to deal with a transformative process, particularly one, which challenges racism, sexism, homophobia, etc. (1997).  The profession of social work requires some creative courage to make the leap to transdisiplinarity.  We as social workers and therapists need to pull ourselves out of the little box that we have been squashed into.  Creative conceptualization at the community practice level means that our horizons need to be broadened.  “Transdisciplinarity requires transcendence, the giving up of sovereignty on the part of any one of the contributing disciplines, and the formation, out of the diverse mix of new insight by way of emergent properties” (Somerville & Rapport, 2000, p.xv).  Hooks comments that there appears to be a contemporary focus on multiculturalism in our society, but there still is not nearly enough practical discussion of ways classroom settings can be transformed so that the learning experience is inclusive (hooks, 1994, p.35).  There is a “community” that must occur between students, professors, social workers, therapists, etc. in order for the climate to open up to transdiscipline.  The following is an excerpt from a poem titled “To New Social Work Students” which I feel concludes this particular place in my paper.  This poem sums up for me, where education/social work/society at large is at…

“…welcome to our con

fusing profession. Some of us do

infiltrate, break rules, defy 

masters & monsters

if only for moments 

between lean pay cheques

--notice that attempting to

redo this strange status quo us

takes precise premeditated 

incremental courage. well come

to our profession but please remain alert 

to the pros and cons.”

(Tranksen, 2002, p.43-44)

Reclaiming Body Territory

“Reclaiming Body Territory” is an academic and experiential documentary regarding the reclaiming of the authors body (Transken, 1995).  Transken discusses her experiential account of more than a decade of continual abuse from her father and the “silent collaborators” that enabled the abuse to continue for so long.  This relates to Turner’s creative conceptualization (at the community practice level) which is defined as the identification of what needs to change at a structural level and innovative methods to bring about the desired changes (1999).  “Intervention could have changed my life.  If these systems had imagined health in a more holistic way my abuse would not have gone on for so many years” (Transken, 1995, p.2).  

Abuse and abusers have many silent invisible collaborators: the medical system, the public school system, and the wider male-centered materialistic way of organizing community (Transken, 1995).  The lack of creative conceptualization at the community level allowed for my body to be mediated by a system of knowledge, which gave recognition only to the body’s anatomy and segmentable parts (Transken, 1995).  If the health care system (or other silent collaborators) were imagined differently these professionals would have asked different questions, more questions, gentler questions and they would have truly wanted to listen calmly to all of the answers (Transken, 1995).  

The healing from this lack of creative conceptualization occurred (for this author) with the feminist-socialist movement.  This movement created some fragile war-free spaces and gave a language and intellectual process for returning the self to the body (Transken, 1995).  “Reclaiming of Body Territory” is a work that makes me question the current paradigms or creative cosmologies that are in place in our profession.  If there had been more questions, more curiosity, more creativity…the author would not have spent the first half of her life barely existing in her body (Tranksen, 1995).

The Creative Cosmology

“The creative cosmology holds a central place in a paradigm that sees the world as neither all-chaotic nor strictly deterministic.  Clients and workers creatively engage in interactions that hold potential for various outcomes”

(Turner, 1999, p.92)
Creativity in Education and Learning and The Arts and the Creation of Mind


Creativity has been seen by some as the only area where technology such as microelectronics cannot go (Cropley, 2001).  The emphasis in this book is on creativity and the potential in people to behave creatively and the aspects of the environment that promotes turning potential into creative behavior.  Cropley looks in detail at the roles of thinking, personality, motivation and social factors, as well as the study of creativity (2001).  He asks and analyzes questions such as what is creativity? How does creativity work? And how can creativity be fostered?  Cropley examines how to teach children in a creative fashion and why teachers often do not teach creatively. Cropley describes that many teachers and parents are uneasy about emphasizing creativity in school because this might mean encouraging unruly, disobedient, careless, imprecise, or just plain naughty behavior (2001).  


Cropley’s work relates to that of Eisner’s “The Arts and the Creation of Mind”.  Eisner explains how schools see their mission as promoting the development of the intellect and “hard” subjects such as mathematics and science that are regarded as primary sources for development (2002).  Eisner’s book is meant to dispel the belief that the arts are somehow intellectually undemanding, emotive rather than reflective operations done with the hand somehow unattached to the head (2002).  Humans are meaning making creatures and need imagination, culture and in a way “permission” to use this imagination by our teachers and mentors.  The arts provide an avenue for such creative forms as dance, poetry, performance and writing through which meanings are made.  These forms allow us to construct our own meanings that are nonredundant; each form of representation we employ confers its own features upon the meanings we make or interpret (Eisner, 2002).  


Both Eisner and Cropley write about creativity in the education/arts system in great depth.  For the purpose of this paper I will focus on creativity from a creative cosmology and examine how this affects social work.  “Among practitioners, social work is understood as a creative form rather than as a science” (Siporin, 1988, p.177).  Social work is much like that of the arts; there is a heightening of awareness.  For example when in an art gallery and one needs to stand back to take a different look, or see a different perspective of the painting; like that of “a dance in the service of sight” (Eisner, 2002).  Creative cosmology means that as social workers we need to be able to “play” with ideas, and be invited to use our imaginations to see things other than the way they are.  As mentioned previously social workers/therapists need to look beyond the traditional boundaries and have the ability to recognize a solution even if it falls outside of the box/status quo (Cropley, 2001; Eisner, 2002; McLeod & Cropley, 1989; Siporin, 1988; Transken, 2002).  Cropley (2001) explains that when there is a high level of familiarity with a field and with the existing solution strategies we can preorganize thinking so effectively that it leads only to production of orthodoxy.  As a paradigm shift, fostering creativity is an important part of education and should be a guiding principle for teaching (Cropley, 2001).  The arts needs more of an emphasis on social work education (particularly in northern regions) to teach us that personal signature is important and that answers need not be identical (Eisner, 2002).  Siporin explains the importance of creative cosmology and the arts as social workers using a combination of craftsmanship and style, and the ability to create as essentially the ability to find form in chaos (1988).  Imagination, creativity and “eureka” experiences are some of the “art” or (creative cosmologies) of social work practice.  This involves the whole person, all aspects of personal development as well as all phases of the creative process.  Kaschak (1992) describes this as “seeing is believing and knowing for oneself, often for the first time” (p.225).
Creativity in Social Work Practice: A Pedagogy

"Creativity in social work practice is a necessity" (Walz & Uematsu, 1997, p.17).  Walz and Uematsu discuss in their article that in a pedagogy of creativity, the first step must be to challenge the existing educational conventions (1997).  This relates to Turner's framework of creative cosmology because we are discussing a paradigm shift.  The paradigm shift in this article is based on four concepts:

1.) Uniqueness of the human being

2.) Cultural diversity

3.) Overcoming boredom

4.) Resource limits

These four concepts force social workers to explore and design creative approaches to practice because creative social work is "not just a theory driven practice, but a multi-theory driven practice" (Walz & Uematsu, 1997, p.23).  Social workers need a large reservoir of knowledge and experience as well as energy and commitment to go along with creating innovative interventions.  The gradual shifting of paradigms is to push the opposites apart with our imaginations so as to create space, and to enjoy the fantastic music coming from each side (Bly, 1990).  As social workers, we can give

ourselves a pat on the back for taking the journey we have traveled, but it is time to open the door to the creative approach and to invite it (creative approach) into the world of social work education.  At this point "professional education seems to be governed by orthodoxy and educational correctness" (Walz & Uematsu, 1997, p.24) and social work is no different.  Gelfand describes creativity as not being actualized in education because a culture may not have progressed technologically to the point where it can suit or fill the needs of the creatively advanced individual (1998).  However, if educators can allow their pedagogy to be radically changed by the recognition of a multicultural world, students can be given the education they desire and deserve (hooks, 1994).  With the shifting of paradigms there appears to be a fear about the creative approach, with one of the fears being that the concept of creativity in itself is an illusive concept.  There is no

formula for producing creative outcomes or assuring creative behaviors in the field as it contains elements of discovery and insight.  Every life and every life crisis is unique; only a creative “gaze” can encompass that truth and respond fully.  Walz and Uematsu close with "the pedagogy is planned and mapped, but with an element of destination unknown" (1997, p.31).

Determinism versus Creativity: Which way for Social Work? And Determinism versus Creativity: a Response to Peile


The following two articles take what Walz and Uematsu have to say about a creative paradigm to another level.  Peile discusses how "cosmology is concerned with the universe as a totality of phenomena, attempting to combine metaphysical speculation and scientific evidence within a coherent framework" (1993, p.127).  Peile is suggesting that human affairs are much more complex than physical events and that "different parts of the universe interact with each other in causal and predictable ways" (1993, p.128).  

This relates to the creative cosmology as stated by Linda Turner as a shift in social work paradigms.  At this point social work appears to implicitly accept the dominant cosmology “a cosmology that drew strength from the past successes of the physical sciences” (Peile, 1993, p.127).  Peile’s point is to view all things as creative in terms of time frames.  All creative processes must therefore be understood within the context of fast and slow time frames.  “The existence of different time frames for creativity makes it possible for everything to be in a continual creative process without unsustainable chaos” (Peile, 1993, p.131).


For example, a social worker has a client whose goals are to improve parenting capacity within a six-month period.  There is very little change over the six month period in regards to parenting capacity but if viewed from a time span of five years; there may

be a significant change in parenting capacity.  The social worker may have difficulty seeing the change over the five-year period (from a deterministic model) because she may be focused on the six-month time frame.  But this does not fit with the clients’ creative processes.  The creative cosmology is that creativity is the fundamental nature of all processes and that everything is in a creative process.

Grigsby (1995) points out that as in the 1930's, the importance of the relative nature of time is emphasized as essential to the process of social work intervention.  As Peile "rediscovers" the creative paradigm, Grigsby discusses some of the fears that may face the creative cosmology.  The creative paradigm threatens the stability and security of existing relationships among people and the social structure as a whole (Grigsby, 1993).  Often the job that social workers have is dominated by bureaucratic prescriptions and heavily supervised interventions (Walz & Uematsu, 1997), which often do not leave much breathing space for creativity.  There arises such questions as, how does one supervise creativity? How can we look at giving someone their children back in terms of slow and fast time frames? And finally, why change the way that we have.... always done things?  The creative cosmology disrupts the status quo, which leaves people feeling

fearful of how to measure outcomes and work.  However the cost of a creative social worker is no greater than other alternative approaches.  And while creative work requires energy and commitment, repetitive interventions require little energy and can lead to a lazy kind of orthodoxy in practice (Walz & Uematsu, 1997).


A further note to point out is that "the concept of determinism is in fact dangerous because it encourages the exploitation of both the environment and people" (Peile, 1993, p.129).  It is not power that corrupts but simply the idea of power.  It is the belief in a deterministic world that enables and justifies the dominance of one person over another and of people over the environment, regardless of whether that dominance or control has a benevolent or exploitive intention (Peile, 1993).  An excerpt from “Outlaw Social Work” describes the disproportion of power between the worker, client system as

follows:

"My comment that the historic involvement of the ministry in

Aboriginal people's lives needed to be considered here today,

fell on deaf ears.  He didn't seem to understand that Zoe's anger

was her only way of handling her lack of privilege and the

powerlessness she felt at being caught in a system that could

take her children away from her in an instant.  She felt anger

toward this system that had taken away so much for so long . . ."

                                                 Baylis

(Baylis, Burton, Fraser & Transken, 2002, p.10)

By exploring the relationships of power and creativity through a transdiscipline lens it becomes clear that we as social workers can facilitate creative and transpersonal levels of communication between the social worker and the client.

Poetically Teaching/Doing the Profession of Social Work as a Joyful Undisciplined-Jumper and Genre-Jumper


Social workers engage with people in every phase of the life cycle, in every community, in every lie and with in every truth told (Transken, 2002).  Transken discusses in her article how everyone within this profession needs to find ways to “comprehend our contradictions and function creatively within them” (2002, p.33).  The author examines how we use different bodies of knowledge in the profession of social work in a transdiscipline way such as cultural studies, sociology, anthropology, poetry, First Nations knowledge and creative writing to name a few.  Transken discuses how we survive in this profession because “we are the people touching the troubles of the whole world; and all those worlds of troubles touch the insides of us” (2002, p.33).  So how do we find ways to work and live creatively with social work?


This idea relates to Turner’s form of creative cosmology.  Creative cosmology alerts us to the stresses that we can face in our social work life; from physical fatigue to mental health.  As we cannot be all things to all people we need to look at how to affect/disrupt the cosmology (paradigm).  To me, this means that as northern social workers/therapists we need to do more cross disciplining and cross-genreing.  This paradigm shift means that no one exists in isolation, social workers and therapists included.  We need other bodies of knowledge to do the work and to maintain our physical and mental health.  Somerville and Rapport comment that there is widespread recognition of the need for a transdiscipline focus that represents new insights and a revolutionary change (2000).  The research shows that a creative cosmology (paradigm shift) is necessary for transgressing boundaries and ensuring that practitioners can do their work and continue to do their work (Baylis, Burton, Fraser & Transken, 2002; hooks, 1994; Somerville & Rapport, 2000; Transken, 2002).  There is fear around creative cosmology because there is a fear of looking foolish, taking risks and being emersed in chaos.  We are taught over and over again that the only way to remain safe is to stay within fixed boundaries (hooks, 1995).  Fear of the creative cosmology is much like the excerpt of this poem called “She Brings”

“…Leaving no limits

to where she’s been or where she’s going.

Having no boundaries

Of who she was or what she’s becoming.

In flight she fights

her fears,

her frights

of being alone.”

Morin

(Transken, 2003,p.209)

The Female Hero: A Quest for Healing and Wholeness


This article explores how women conceptualize healing and wholeness and suggests ways that feminist therapists may incorporate metaphor into their practice and research.  Noble (1990) coins the term "heroism" to describe how women credit themselves for having recognized and attempted to realize their abilities in healing and wholeness.  Noble (1990) is convinced that women need a new mythology (paradigm), a new way of thinking about who they really are, what they can become, and the tasks they confront in a world overwhelmed with escalating social, political, and environmental crises.  

From Turner's framework, this relates to the creative cosmology.  "Creativity holds a central place in a paradigm that sees the world as neither all-chaotic nor strictly deterministic" (Turner, 1999, p.4).  The new mythology, according to Noble, would empower us to claim, not suppress, our femininity, to perceive ourselves as the heroes of our own lives and the authors of our own stories, and to apprehend our life journey as heroic quests (1990).  Creative cosmology pushes us from a familiar world, into an unfamiliar, mysterious, unconscious world (Noble, 1990).  Like getting past the outer, protective layers of that of an artichoke to the fragility of the core (Hoskins & Leseho, 1996).  The core is creative cosmology and the layers are the historical ways of doing social work/therapy.  This perspective/quest encourages women "to reclaim those parts of ourselves that were lost or hidden along the way, and offer ourselves our own love, respect, and attention" (Noble, 1990, p.18).

The Artist's Way and The Courage to Create

Julia Cameron describes the spiritual path of higher creativity as “ . . . oxygen for our souls.  Cutting off our creativity makes us savage" (1992, p.181).  Cameron and Mays’ writings of creativity have a significant impact on social work and are interwoven throughout Turner’s entire analytical framework of the forms of creativity.  My argument is that without first feeling as though we are creative beings, it would be challenging to practice social work in a creative manner.  Cameron's book discusses a series of steps (of which there are twelve) to take us to the path to higher creativity.  That creativity is an experience, a spiritual experience of which there is an ebb and flow to recovering your creative self (Cameron, 1992).  Since job satisfaction/job burnout among social workers is a concern to both the individual and the employing agency the suggestion that the social work profession should produce creative professionals has considerable intuitive and logical appeal (Pamperin, 1987).  

Cameron’s work relates to that of Rollo May’s, the author of “The Courage to Create”.  May discusses how we are “living at a time when one age is dying and the new age is not yet born” (1975, p.10).  May is a renowned therapist and inspiring guide and examines how creativity is not just “the frosting on life” but the “fountainhead for human experiences” (1975).  The author looks at the relationship of the unconscious self and how it relates to creativity.  He discusses that the unconscious seems to take delight in breaking through – and breaking up – exactly what we cling to most rigidly in our conscious thinking (May, 1975). 

In keeping with the analytical framework of creativity, Turner comments on how "social workers are being called upon to practice creatively in the diverse domain where they apply skills and knowledge" (1999, p.91).  If we are being called to practice creatively, then we must open ourselves up to the force of creativity.  Every profession, social work included, requires a strong sense of creative courage.  The organic aspect of creativity causes it to grow on its own; it speaks down to us through the ages revealing new meaning to each generation (May, 1975).  This is when one will begin to see creative shifts because as we open creative channels to the Creator, many gentle but powerful changes are to be expected (Cameron, 1992).  It is the powerful changes (due to the creative force) that are important for social workers to be creative in their practice and within the bureaucracy's of which they work.  The social worker, as an artisan, seeks to influence and change; to shape her material and realize its creative potential (Siporin, 1988).

In Essence . . . Creativity 

For the last section of this paper I will link all of the readings and discuss Turner’s analytical framework of creativity within the lens of why creativity is sometimes feared in professional practice and why creativity is an important resource for northern social workers.  I will also examine the significance of creativity and how First Nations cultures use/see creativity.

Fear

Fear: a feeling of agitation and anxiety caused by the presence or imminence of danger; a state or condition marked by this feeling (Dictionary.com, 2003).  Is this the response that a shift to a creative way of working receives?  Apparently so, as formal/organized educational institutions are not quick to embrace the paradigm shift.  Many teachers and parents are uneasy about emphasizing creativity in the classroom because it could mean encouraging unruly or naughty behavior (Cropley, 2001).  McLeod and Cropley discuss how 25 years ago teachers had a strong preference for student behavior involving “learning by heart, reproducing, reapplying and placed little value on innovative activities like branching out, inventing, speculating and questioning” (1989, p.175).  This however was 25 years ago.  Turner’s analytical framework pushes us into unfamiliar territory, the unknown, (Cropley, 2001; Eisner, 2002; Grigsby, 1995; Lewarne, 1998; Morell, 1987; Noble, 1990; Peile, 1993; Walz & Uematsu, 1997).  Students learn more than they are taught, “students bring with them individual life histories that interact with what is taught and the meanings they construct from these interactions inevitably both exceed and fall short of our education aims” (Eisner, 2002, p.70). Professional education, like social work, seems to be governed by the status quo and educational correctness (Cropley, 2001; Eisner, 2002; hooks, 1994; McLeod & Cropley, 1989; Taylor & Daly, 1995; Walz & Uematsu, 1997).  Eisner comments that to work in the arts and to be a creative person, one must be willing to invite the development of tolerating ambiguity (2002).  Helping students to understand the creative process is a step within itself, in understanding a pedagogy of creativity.  By teaching educators the importance of teaching creatively can help dispel the myth that a creative paradigm is something to be feared.  Once educators understand creativity and its importance, it can help to shift the cycle of a deterministic paradigm to that of a creative cosmology. 
The true “transpersonal challenge for us as women or as men, is to know ourselves and overcome our fears of the unknown as well as of ourselves” (Hiltunen, 2001, p.17).

While speaking to a fellow classmate, I was informed that the (northern) social work class she was in, was taught by way of basic rote memorization of information.  The students were instructed to read the chapters, the classes were lecture style, without a chance for narrative dialogue or small group discussion and there would be tests subsequently on those chapters.  What is the point then, of students attending the class? It is stories like this that anger me.  Hall (1983) describes that many of the natural attributes of the psyche that are dissociated in childhood are actually necessary for healthy adult functioning.  One of these attributes is creativity…which as people we seem to slowly lose and are educationally conditioned to lose.

An article in the “Globe and Mail” comments on how artists are willing to take more risks and are less afraid of chaos than the rest of us (Rasminsky, 2001).  However, being an artist or a poet is dangerous (hooks, 1995).   Creativity and originality are often associated with people who do not fit in to their cultures.  May discusses how poets (who are considered creative people) may be delightful creatures in the meadow or the garret, but they are menaces on the assembly line (1975).  In some people’s minds creativity equals chaos, which equals unpredictability, which equals danger; a phenomenon which must be stopped.  Society likes people who are creative, but only bits at a time, and preferably at arms length.  This is because imagination gives vitality to form and form keeps imagination from driving us into psychosis (May, 1975).  Transken’s poem titled “How an Educated Cranky-Bitch Feminist Feels on a Bad Day After Too Many Meetings with Mainstream Mindless Handmaidens” relates to how creative people manage to live in society while dealing with society’s fear around creativity,

“are loyal only to their own, 

live a long time

& may be on the verge of extinction

& sadly some fuchsia elephants

survive only by submitting

to the exhaustive demands

of the circus circuit.

Fuchsia elephants certainly

Cannot blend into the chicken crowd”

   (Bryant, Dahl, Lane, Marttila, Transken & Trepanier, 1999, p.33)

In North American culture, creative people are perceived as desirable and dangerous, in social work it is much the same.  “We speak in positive terms about creative practice but manage to limit its application” (Walz & Uematsu, 1997). It has been argued that creativity is by its own nature “mysterious and unknowable and thus incapable of being promoted or fostered by mere mortals” (Cropley, 2001).  Some see the fostering of creativity as an abandonment of correct and incorrect.  Maintaining the status quo protects people from being grasped by the frightening and threatening aspects of irrational experience (May, 1975).

Being creative often means living your own life your own way, (Cropley, 2001) which challenges the typical status quo of social work.  Fear not only stems from the elusiveness of creative practice but also in how one measures creativity in the field of social work.  The BCRSW “Code of Ethics” states that “a social worker shall have and maintain competency in the provision of social work services to a client” (Code 4, 2002).  But how do we measure creative competency in the field?  There is so little research done on how to measure creativity, there is a fear about practicing creatively because it is difficult to measure and difficult to track.  For the typical bureaucrat, there is an entrapping power that comes from the knowledge of set ways of doing things.  “Change becomes a threat to power. . . and without a current baseline, change is hard to measure” (Walz & Uematsu, 1997). 

Importance






Individuation is a central concept in Jungian theory.  “ It refers to the process in which a person in actual life consciously attempts to understand and develop the innate individual potentialities of his or her psyche” (Hall, 1983, p.19).  Understanding our inner psyche is a truly creative endeavor.  One, that encompasses the importance of bringing creativity into our work as social workers. Eisner comments that consciousness is a form of awareness and awareness is fed initially by our sensibility (2002). As northern social workers, our sensibility and refinement of the senses will enable us to foster creativity within our work, however creativity needs to be invited in.  The mission statement for UNBC captures this creativity by stating how it is committed to serving a vast region through building partnerships, being innovative, resourceful, and responsive – to students and community (2002-2003).  There is a widespread recognition of the importance for transdisciplinarity/creativity that represents a very new insight and a revolutionary change. The UNBC mission statement for Social Work also covers transdisciplinarity “by acknowledging the holistic, interdisciplinary and activist nature of social work…” (2003-2004).  The importance of creativity is that there is an attempt to link or hold together a complex array of knowledge specialties that are exploding outward (Somerville & Rapport, 2000).  

The importance of being creative is stated in the literature with the discussions around interviews, language, reflections of self and truth-telling (B, Eyelon, Ripson Eyelon, Tilleczek & Transken, 2001; Bryant, Dahl, Lane, Marttila, Transken & Trepanier, 1999; Cameron, 1992; Cameron, 1998; Denzin, 2003; Griffith, 1995;  hooks, 1993; hooks, 1994; hooks, 1995; hooks, 1996; Jordan, Kaplan, Miller, Stiver & Surrey, 1991; Noble 1990; O’Connor, Krautter, Fischbuch, Bomberry & Aziz, 1999; Transken, 1995).  We (as social workers) need these kind of creative forms in our work, especially in northern and remote areas, to do our work well. One of the ways that social workers are creative in the north is that their “role is not seen as independent from the community, but rather, a part of it” (Delaney, Brownlee, Sellick & Tranter, 1998, p.32).  Creative culture becomes a shared set of values and knowledge belonging to a wider group of people than those subscribing to a single discipline (Somerville & Rapport, 2000).  This is in itself a move from formal/organizational teaching to that of community/informal teaching.   When there are limited resources, limited funding, few bodies doing the work, and the weather is often below –25, creativity is not only a professional necessity… it is a vital way of life.  

For example, I work with a child dealing with extreme trauma where anything therapeutic we do must be disguised in outside, active play.   It would be challenging to work with this child, if I were governed by a strict status quo practice in an artificial beurocratic setting.  I have no choice but to be creative with this child, especially in –25 weather.  I am lucky that creativity is fostered in the agency where I work, and as long as I have warm snowpants and a thick jacket, I am set to work with this child.  However, were I in an inner city setting, I am assuming this would be more difficult.  It seems as though, the bigger the city, the more strictly governed clinicians are.  This may be because there are more resources, more bodies doing the work and more funding.  Often specialization diminishes the urge towards creativity that generic social work requires.  There is not the necessity to be creative, as there is in a small rural community in northern British Columbia.  The significance of creativity is very much like dreaming…whatever the biological basis, it seems in the human to serve some process necessary for functioning (Hall, 1983).

Significance of Creativity and First Nations Creativity


Part of the mission statement for the social work program of UNBC (2002-2003) states that “by acknowledging the holistic, interdisciplinary and activist nature of social work and its commitment to social justice, the curriculum and governance of social work education at UNBC will strive to provide a self-reflective balance between theory and practice; research, teaching and community service; and critical self-awareness and respect for the ideas of others”.  I italicized the word “interdisciplinary” because this captures for me, the significance of creativity.  Transken  (2002) points out that our profession can become even more permeable with our boundaries and inclusions when our ethical activist visions can be shared.  Denial of transgressing boundaries and denial of inviting in other genres means that “we have been entranced; we live for years in a trance” (Bly, 1990, p.38).  We cannot live in a trance any longer.  We need other cultures and other disciplines to do our work as social workers.  The field of social work is extremely broad and covers sociology, anthropology, history, women studies, aboriginal studies, geography, etc.  To be effective, creative practitioners, the significance is that we must embrace and invite in an interdisciplinary way of working and making meaning.  We must confront each other across differences and embrace the offering of ideas and changes.  


First Nation’s culture has a way of seeing creativity that is intrinsically more responsive to a “natural” or “organic” creativity.  Margaret Thomas discusses her healing journey as an Aboriginal woman as being encouraged to believe in the Creator, to believe he is there when she needed him the most to help her heal through the pain and suffering (O’Connor, Krautter, Fischbuch, Bomberry & Aziz, 1999).  There exists among First Nation’s culture a strong sense of spirituality that is passed from generation to generation.  The cultural genocide due to the residential schools was close to wiping out this spirituality and creativity.  Thomas comments that because of the residential schools she never fully understood the meaning of the ceremonies because she never learned the Native language (O’Connor, Krautter, Fischbuch, Bomberry & Aziz, 1999).  Lee Maracle discusses a sense of natural spiritual creativity in her novel “Sojourners and Sundogs” when she writes “our little feather, our pipe and drum are inside, snuck in by the cover of night by a woman who sweated us up, then risked our natural rage in order to give the warriors the things they believed in” (1999, p.214).  In First Nations culture there is a strong creative sense for stories and songs that affirm a place and mark the boundaries of loss and hope for the sustenance of spirit that gives strength, which revolves around nature and spirituality (Maracle, 1999).  The importance for creativity today is a necessity because Aboriginal women are at extremely high risk as we live in a society that is founded upon, and continues to operate from a non-Aboriginal, patriarchal value system in which all women are oppressed and Aboriginal women are further oppressed (Baylis, Burton, Fraser & Transken, 2002).

How to be with other people in their cultures that may be different from our own is really the essence of social work.  It becomes a means to building a collective culture, opening participants up to creativity and renewing commitment to organizing projects (Kahn, 1997).  Whether creativity be through inviting God/Buddha/Creator into the therapy session (Griffin, 1995), taking the journey to a higher spiritual creativity or soothing our inner artist (Cameron, 1992; Cameron, 1998). Whether it be sharing words across borders of disciplines (in and outside academia) (hooks, 1994; hooks, 1995) or among the performative scripts involving actors, purposes, scripts, stories, stages, poetry and interactions (Denzin, 2003; Transken, 2002).    Creativity is powerful because it incorporates intense, difficult, and dissimilar emotions and events that are not readily integrated into everyday life (Winslow, 1990).  The creative person is the one who is open to experience, which involves experiences within as well as without one (Walz & Uematsu, 1997).  Lewarne captures the significance of creativity as a move into the “revolutionary age of awareness of each other and connection with the ecosystems” (1998, p.8).  


In conclusion of the significance of creativity I will finish with an excerpt from the poem “Unfoolishness & Intersectionality”

“Sociology, narrative therapy, existentialism,

expressive arts therapy, Jungian therapy,

socialism, feminism, poetry & creativity,

social work theory & social work fantasy –

unpredictably all this is squirming

squishing & squirting

together in me.

have mercy!

free me from my dull fragility

come home & help freely messy up

the yard of every falsely tidy university!”

Transken

(Baylis, Burton, Fraser & Transken, 2002, p.79)

Conclusion

  In this paper I used Linda M. Turner's, "Creativity - An Overview and Framework for the Social Work Practitioner”, as a focus through which to examine a variety of readings.  The emphasis was on the reading and summarizing of the articles and books mentioned in the reference list and then linking these to Turner's analytical framework of creativity.  Throughout different moments of writing this paper I felt comforted, angered, hopeful and welcomed into a new place of knowing. I have begun to have dialogues about creative paradigms with people in my profession, friends, colleagues, my partner and girlfriends.  I have been affirmed , encouraged, nudged and excited.  This knowing is being tried on like a new dress that is tight in a few places.  But the dress looks great and I am going to wear it out. I wonder what people will think of my new dress?  And I wonder what sort of comments and discussions my new dress will bring about?  I hope the dress has lots of pockets because I look forward to interesting notes, gems, riddles, gold nuggets…
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