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WHO ARE You ?

l PERSONALITI\ES &
TEAM POTENTIAL

Personalities and team potential
Look together at the three categories
of characters and qualities to situate
yourselves across the passage. Then

look at who fits together and who or
what is actually fundamentally missing.

Example questions:
What do we have to offer?

Who is not part of our team?
What unknown skills and forms of
knowledge are there in the team?

Who has skills, interests or expertise
outside the job description that they
would like to contribute more?

%

Code of conduct

* . You can find the code of conduct on the other side
' What unites us, what can we agree on and

what do we want to stand up for?
What potential does the physical

place, the institution, offer? EVERY ON E CAN WEA R AN\, HAT !

Do we have a lot of space and can r MM e @ @ g

we give up areas?
Team Potential Method: Millinery

Sel{-lmage
CLIP CLAP

Follow the fink:

https:/iwww.urban-equipe.ch/equipment/how-to-hutmacherei)

4

Can we share a certain

infrastructure or give up office
space?
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Where do we want our institution to open up?
Who owns the institution?
Where do we see internal structural problems,
that we would like to address?
What kind of micro-project could bring us closer to
our utopia?

UTOPIA &PRACTICE

MICROPRODECT
EXAMPLES

The impulse for a micro-project can come from the \od" So ry
group or the team, but also from individuals. The X é Mic
important thing is to bring it to the group in good o Oq} mﬁ,ﬁmﬁm‘m'm\gmw
time and then ask: Ny ~ . N :
A\) re of staff
< R R AL ;nu?:rgg:'s'.a;m&:;ﬁngfsrm vans
L E during meetings, check in ch::k
Where do we want to go? out Sessions.
What do we want to change concretely? & Example problem:
~ Cross-departm
. r %' perspeciive communicaton ases
‘ ‘ 1€ k here ( or Solutlon:’.lour leed &?different
mstructions GARDEN PROJECT conssiatlons + e v
| GENDER
NEUTRAL
TOILET

https:/iwww.urban-equipe.ch/equipment/projektgeburtshiife

THE ARENA OF

L

START HERE AND FOLLOW THE
SNAKE UP AND DOWN THE LADDERS
THROUGH THE RING.

SOMETIMES IT DANCES ON A ROPE OR
LEAVES FOOTPRINTS. %g

Step by step manual to institutional accessibility through collaborative micro-projects

I SELF~-AWARENESS

Suggestions to identify existing challenges, personal interests
and team potentials Interests

il

First a few
warm-up exercises

o

What are concrete problems and challenges that arise
in everyday work, especially in internal collaboration
and interaction?

Collect these together with different methods among all
staff members.

EXPERIMENTAL
PHASE

Plan and start:

Ve

Write timetable, (milestone) concept and project proposal.

Define a structural and spatial framework: which resources

can we really share?
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ACTIONGROULP
& CAPACUITIES
Name a core group (at least 2 people):

Look for accomplices
Who wants to or can take responsibility?
How many and what resources do the people get for this?

Follow the link

https://www.urban-equipe.ch/equipment/roliensteckbriefe

- (

o<

FORMGROVPS
NN NN

SUPPORT SYSTEM

Curate, Occupy, Value
(Remember: transformation comes from the outside).
Where are gaps, what expertise is the internal group missing,
what can and do we want to learn?
Who can help us, who needs space and resources from us?

(These are urban initiatives, the independent scene, representatives of
communities, so-called experts from other fields.)
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About the
Intention

Based on my own experiences and
observations in the art field, | have
been working intensively for about
two years on the question of how
cultural institutions can fulfill their
function and responsibility [1] as
public spaces. Public-funded institu-
tions are paid by taxes, which means
they are actually paid by almost all
of us. The logical conclusion would
then be that they are not only open
to selected societal groups like a
golf club or a safer space for mar-
ginalized groups. One of the possi-
ble instruments for becoming more
public which | like to suggest here

is to break down this big challenge
of democratic transformation into
micro-projects—small-scale cultu-
ral projects which can be developed
collaboratively with organizations
from outside the institution. Some
supposedly simple examples of these

micro-projects are a board of criti-
cal friends, a check-in and check-out
round that frames every meeting, a
working group taking care of instal-
ling gender-neutral toilets, or people

initiating a sports club in the neig-
hborhood of the institution. These
examples might sound easy and also
quite neoliberal, but as you will see
on the map, they come with struc-
tural shifts and self-reflection tools.
The following text will give back-
ground information on the research
and development of the map as well
as some additional material like a
code of conduct draft, a glossary,
and further literature.

Thanks to a research grant from the
City of Cologne, | had the financial
security and thus the most important
resource of time for an intensive ex-
amination and diverse discussions,
for example with practice-based
theorists Nora Sternfeld and Katrin
Lohbeck, as well as physical encoun-
ters with the staff in the respective
institutions. Beforehand, | studied
the political theory on the concept
of public sphere(s) to subsequently
enter into conversational situations,
for which | would like to express

my sincere thanks: Freiraum at the
Museum fiir Kunst und Gewerbe
Hamburg, UZwei at the Dortmunder
U, Kunsthalle Osnabriick, Kunstmu-
seum Bochum, Neue Gesellschaft fur
Bildende Kunst and Haus der Kultu-
ren der Welt in Berlin, and Museum
Ludwig in Cologne.

After this discourse analysis and six
interviews with representatives of
different art and cultural institutions,
| decided—in dialogue with desig-
ner Sophia Schach—to create a kind
of map as an illustrated bundling of
the considerations. Coming from
Germany, my first research in 2021
focused on the cultural institutions
and structures here.

With this project in the back of my
mind, | started in 2022 to work as a
coordinator for institutional accessi-
bility and local collaborations, repre-
senting Temporary Gallery — Centre
for Contemporary Art in the colla-
borative project Islands of Kinship.
In regular meetings and discussions
with five other mid-scale visual art
institutions across diverse regions in
Europe (Prague, Bratislava, Bitola/
Skopje, Helsinki, Riga) | was able to
contribute and enhance my experti-
se in the broad field of institutional
change and inclusion. In doing so, |
noticed some improvements had to
be made which led me at the end to
an updated and translated English

Content and
of the Map

version of the map. | was able to
review not only the written text as
well as translate the map, but also
develop a version of it for this joint
publication which contains a QR
Code at the end linking to the whole
map.

By reducing the text and incorpora-
ting drawings, an attempt is made

to make the content more accessi-
ble; the map itself functions visually
and playfully and thus represents an
attempt to combine theoretical dis-
course and practical experience into
an overall picture. Unlike a text on
the issues dealt with here, the map
attempts to motivate direct action in
the form of micro-projects as it is for-
mulated in simple language, offering
concrete steps in a more accessible
way.

In particular, | would like to use this
concept paper to suggest how insti-
tutional spaces can be opened up for
and through collaborative knowledge
generation and, above all, how in-
ternal basic conditions and unders-
tanding for this can be created. Far
too often, attempts are made to in-
tegrate the institutional opening into
project thinking and to deal with it
once and for all within a fixed period
of time. Before there is talk of giving
up institutional spaces for meetings
or interventions, or even converting
entire parts of the institution into an
“open space,” a lot can already be
initiated and brought closer by invol-
ving external players in program de-
velopment and the orientation of the
institution towards micro-projects. In
the long term, the map then encou-
rages its users to involve the local
community and to act as an institu-
tion beyond the linear and superficial
mechanisms of representation.

The double-sided paper consists of
an introductory glossary of terms
relevant to this document, such as
collaboration, micro-project, and
public space, a collection of sources
of inspiration and drafts, as well as
references and further material. On
the front page, you will find the illus-
trated step-by-step manual, which
forms the centerpiece and is to be
understood as a proposal for con-
crete action in the form of micro-
projects [2]. A sketch of a code of
conduct for participants in collabora-
tive projects is also outlined. Spaces
for personal notes are just as import-
ant and present as examples and for-
mulated proposals for solutions from
a subjective perspective.

As an open-source document [3],
the map will be freely available to
actors in art and cultural education,
but also to other institutional and
independent actors, and can be con-
tinuously supplemented and revised.
The map is designed to be iterati-

ve and will hopefully reach various
stages of development to reveal a
diversity of attitudes. This version
was created as part of the Islands of
Kinship network project and is to be
understood as one of many manuals
for more sustainable and inclusive
work in art institutions. | assume that
change is possible and necessary. So
let’s get started and develop soluti-
ons to concrete problems and needs
instead of loudly proclaiming open-
ness yet remaining stuck in familiar
power relations in the end.

Background

My considerations are based on the
assumption that public cultural insti-
tutions need neither to be reinvented
nor discarded. Rather, the underlying
hope is that collaborative exchange
or tandem formats, for example
between the institution’s staff and
outsiders, can provide impulses

that have an impact on the internal
structures of the institutions and the
mechanisms of representation, thus
reversing modes of inclusion and
exclusion in favor of exchange based
on parity. | would like to address the
(re)activation of the public function
through alternative forms of coming
together and cooperation between
heterogeneous actors not (only)
theoretically; rather, this map is to be
understood as a call to action. Con-
trary to cluster and sectoral thinking,
itis aimed at a wide variety of public,
in the sense of state-funded institu-
tions in the arts and culture sector.
Above all, it is about a transforma-
tion of the self-image in working with
each other and in interaction with
outsiders (independent actors, vi-
sitors, sponsors). The document is
therefore not intended to be used

in exactly this way, but to encoura-
ge people to think differently about
everyday life and thus also about
appreciation for one another.

Theoretically, | start from a field-
theoretical [4] understanding of the
institution, according to which all
actors, places, institutions, and dis-
courses of art also shape the insti-
tution. [5] This is accompanied by a
heterogeneous and dialectical un-
derstanding of the public sphere. If
one follows Simon Sheikh, the public
sphere is a “[...] contradictory and
inconsistent conceptuality [...], and
art institutions [could be] read as
the embodiment of these publics [...]
as a place that always becomes a
place, becomes a public space.” [6]
The necessity of revitalizing public
institutions is seen in the fact that
they cannot otherwise fulfill their
role as places of social norms (7],
education, and encounters, and that
they increasingly lose their relevan-
ce and usefulness when they stand
still. Remaining public also means
staying in motion; not freezing. If we
follow Oliver Marchart’s discourse
analysis of the concept of the public
sphere, it arises “[...] wherever there
is ‘debate’ [so that] the public space
itself is not a space [...] but rather a
principle: the principle of reactivati-
on.” According to this, it is about “[...]
avoiding the occupation of the empty
place of power, the permanent crea-
tion of closed space.” [8]

What does this mean for an institu-
tion that, by its very nature and ac-
cording to cultural policy, must be
public? Firstly, | have observed that
mediating and participatory prac-
tices in institutions are mostly still
based on the reproduction of known
or predetermined discourses instead
of provoking dissent. [9] The obser-
vation that institutional opening pro-
cesses often function only at the con-
tent-related or temporary level, [10]
but do not influence the physical in-
terior, the team, or the structures of
an institution, also led me to examine
this as a structural problem: this is
exemplified by the adherence to de-
partments, fixed roles and areas of
responsibility, too little exchange
between departments, and, last but
not least, closed doors and stereoty-
pical representation of marginalized
communities and underrepresented
stories.

Becoming Active

| would like to address these prob-
lems by focusing on collaborative
working methods which, in my un-
derstanding of the term, are aimed at
the joint development of new content
and heterogeneous systems of order
and knowledge, sometimes far away
from their Western understanding.
As this working practice is based on
debates and dissent, and necessa-
rily involves them, the results to be
achieved cannot be determined in
advance. The process can be very
tough and lengthy. This is precisely
why shifts in practice, such as the
redistribution of responsibilities, can
occur during the implementation of
collaborations, and also why this ap-
proach is rarely prioritized in times
of increasing time pressure and per-
sistent project logic. [11]

Guided by the question of what kind
of spaces and structures are needed
to initiate a transformation towards
alternative organizational structu-
res and openings towards the hete-
rogeneous publics of urban society
in public institutions, two theses

emerged during the research, which
| would like to pursue with this map:

1. Change is only possible through
participation and intrinsic interest
in an issue, a position, or a structu-
ral change.

2. Transformation always comes
from the outside.

This is based on my basic assump-
tion, outlined above, that what is
required to share institutional spaces
and infrastructures in collaborative
working methods is, on the one hand,
the rethinking from within, on the
other hand, however, stronger im-
pulses from the outside and acting
from the needs of the respective
publics instead of traditional routi-
nes. | am also convinced that diverse
methods of opening up are already
established in the self-organization
of independent actors and that stron-
ger networks and collaborations are
therefore indispensable, especially
with actors and communities outside
the institution and from different
fields. In such an alternative working
structure, employees, independent
cultural workers, and the urban com-
munity would become joint initiators,
and guests (visitors) would become
collaborators (participants). These
considerations initially sound just as
abstract and utopian as the diverse
and visionary contributions to a pos-
sible future of the museum in par-
ticular and the art field in general,
which have been made increasingly
in recent years. The question that
drove me was therefore: What could
this look like in concrete terms? What
are the conditions and how could we
start taking action right away?

Analyses of the
Discussions and
Interim Results

It became clear during the interviews
that the employees’ ability to act
initially appeared extremely limited,
whether due to a lack of resources
(time, financial, personnel, structu-
ral) or simply due to frustration with
the large “administrative apparatu-
ses” within institutions and cultural
policy. In two institutions, close co-
operation and regular exchange with
outsiders were already integrated
into practice. This alternative orien-
tation and way of working slowly
bore fruit there, as the institution’s
audience became more heteroge-
neous and local.

In order to achieve the long-term
goal of changing institutional
working methods and power re-
lations, more time and different
levels of action would be required. |
quickly realized that—as is so often
the case—the theory and practice
of opening up institutional spaces
are still very far apart. This divide
can also be taken further across the
board into a discrepancy between
content (exhibition themes, texts,
talks) and form (internal structure,
working methods with outsiders,
organizational forms), whereby diffe-
rent levels of knowledge exist here,
too. The fact that change is desired,
but concrete procedures are unclear,
can be seen not least in the long-
awaited redefinition of the museum,
which was recently published and
shows that change is desired:

No matter how well something can
be described in words and how many
exciting and innovative ideas there
are in this direction, what is missing
are clear instructions, assistance, or
similar for, from, and in practice. [12]

My first wish would therefore be to
take action against the buzzword
attitude that has long since crept into
our language and determines the
content of exhibitions, publications,
symposia, funding applications and
the like. Instead, | would like to emp-
hasize work in interest-led groups
and micro-projects. For example,
many of those involved in the discus-
sions | initiated saw opening up as an
urgent project, but this was quickly
followed by a form of resignation
when it came to concrete initial steps
for action.

| therefore focused on the form
during the interviews and asked to
what extent there had been initial en-
counters with participatory projects,
whether a distinction can be made
between participation and collabora-
tion in practice, what methodological
knowledge underlies the respective
work, and what kind of publics are
(or should be) actually addressed.

| therefore shifted the focus from

questions about solutions to needs,
wishes, and challenges and quickly
realized how hardened institutional

structures and processes are today,
and even more: how little experien-
ce and knowledge there is in terms
of organizational and management-
oriented methods. This led me once
again to my thesis that transformati-
on can only be driven by an interplay
between those inside and outside,
that impulses, irritations, and disrup-
tions to rigid processes and routines
are needed in order to be able to
think and implement change again,
and so are very specific further trai-
ning programs and workshops. My
next step in this direction has been
taken and is recorded here: the de-
velopment of a step-by-step guide
for institutional work on micro-shifts
in small, overarching action groups.
This playful mapping of a propo-

sed solution is primarily intended

to serve as a stimulus to reflect on
practice in practice and to become
active through theory.

[1] This responsibility is initially
understood here in an obvious way:
As state-funded institutions, they not
only belong to everyone in principle,
they also have the task, in whatever
form, of representing and embodying
their surrounding public(s).

[2] Micro-practice is understood here
as the potential for structural change
based on shifts in everyday practi-
ces and routines. Micro-projects are
therefore small-scale projects within
the given structure that can lead to
irritations.

[3] Open source is the term com-
monly used to describe software
whose source code is public and can
be viewed, modified, and used by
third parties. I imagine the handling
of this first draft to be similar.

[4] Pierre Bourdieu, “The Logic of
Fields,” in Reflexive Anthropology,
ed. Pierre Bourdieu and Loic Wac-
quant (Frankfurt am Main: Suhr-
kamp, 1996).

[5] Andrea Fraser, “From the Criti-
que of Institutions to an Institution
of Critique®, Artforum 44, no. 1
(September 2005).

[6] Simon Sheikh, “Offentlichkeit
und die Aufgaben der ‘progressiven’
Kunstinstitution,” transversal, no. 2
(2004), accessed October 7, 2021,
www.transversal.at/transversal/0504/
sheikh/de.

[7] The discourse on the crisis of
representation can only be mentio-
ned briefly here. Nevertheless, it is
probably one of the most important
concepts in the context of questions
of accessibility and participation:
Who is represented how and by
what? Who is given the opportunity
to present something?

[8] Oliver Marchart, “Kunst, Raum
und Offentlichkeit(en). Einige grund-
sdtzliche Anmerkungen zum schwie-
rigen Verhiltnis von Public Art, Ur-
banismus und politischer Theorie,”
transversal, no. 1 (2002), accessed
September 19, 2022, www.transver-
sal.at/transversal/0102/marchart/de.
[9] Hier denke ich etwa an die zu-
nehmende Masse an Projekten zum
Thema Care, Barrierefreiheit oder
an das Konzept der Open Spaces als
Community Space.

[10] Here I am thinking, for example,
of the increasing number of projects
on the subject of care, accessibili-

ty, or the concept of open spaces as
community spaces.

[11] Everyday, small and large
changes in hierarchies that affect
power relations and the authority

of interpretation should also not be
ignored.

[12] “A museum is a not-for-profit,
permanent institution in the service
of society that researches, collects,
conserves, interprets, and exhibits
tangible and intangible heritage.
Open to the public, accessible, and
inclusive, museums foster diversity
and sustainability. They operate and
communicate ethically, professional-
ly, and with the participation of com-
munities, offering varied experiences

for education, enjoyment, reflection,
and knowledge sharing.”

See also: International Council of
Museums (ICOM), “Museum Defini-
tion,” accessed September 19, 2022,
www.icom.museum/en/resources/
standards-guidelines/museum-defi-
nition/.

Collaboration

Collaboration describes an
ongoing process of working
together without a predefi-
ned goal or time limit, this
differs from fixed co-opera-
tion. [1] The trigger for this
type of collaboration is a
shared dissatisfaction with
a certain state or a given
structure. The transformati-
on of one’s own state is part
of the process, as is the ge-
neration of unknown know-
ledge. Collaboration can be
challenging and impressive
at the same time, especial-
ly in heterogeneous groups,
as there are initially no fixed
roles or responsibilities. In
contrast to co-operation,
individuals or teams work
together and on an equal
footing by contributing their
respective expertise.

Participation

The term participation goes
back to the Latin word “par-
ticeps” (“taking part”) and
stands for involvement or in-
clusion. In general, it refers
to the possibility of a person
or group actively co-desig-
ning an event or process, but
not the active contribution
of their own ideas, topics, or
questions [2].

Public Space

The definition follows Oliver
Marchart’s view that “the
public sphere arises whe-
rever there is ‘debate.’ So
the public space itself is
not a space [...] but rather

a principle: the principle of
reactivation [...).” [3] If the
public space is not unders-
tood as a physical space but
as a space for reactivating
debates, an institution can
only be public if it allows
dissent and friction with
what it represents.

Buzzword
Attitude,
Or: Who Is
«Everyone”?
(Diversity)

For some years now, people
have been talking about
“everyone” as a target group
for cultural institutions and
programs with a buzzword
attitude. It is rarely defined
who is meant by this, who

is being addressed. Diver-
sity, on the other hand, is
often measured in numbers:
How many employees are
diverse? How many mar-
ginalized groups could be
attracted to the institution
for an event? Here, too, the
suggestion is to first look at

what is there: Taking stock
instead of wishful thinking,
working with concrete condi-
tions instead of numbers. It
should be approached on the
level of program and struc-
ture, not only on the level

of marketing and funding
reports.

Art Field

The term is used according
to Oliver Marchart’s interpre-
tation. According to it, the
art field is one of many fields
of power in which hegemony
is negotiated. This becomes
all the clearer when he
comes from discourse-analy-
tical political science, and in
his understanding different-
iating Bourdieu’s field theory
with Gramsci’s understan-
ding of hegemony [4].

Micro-Projects

The focus on micro-projects
is based on the assumption
that small shifts can influ-
ence the larger structure.
Especially if they are im-
plemented collaborative-

ly, resulting in changes in
everyday routines and inter-
actions.

Support
System

Remaining in isolation is
never a good idea. The
support system is a kind of
an advisory board, critical
friends that can also active-
ly contribute to projects of
others or contribute their
own. These are figures from
urban society, the indepen-
dent scene, local initiatives,
or comparable representa-
tives from outside, who are
specifically approached de-
pending on the project and,
in the best case, sustainably
tied to the institution.

[1] Florian Schneider, “Collaboration:
The Dark Side of the Multitude,” in Sarai
Reader 06: Turbulence, eds. Monica
Narula and Florian Schneider (Delhi:
Sarai Media Lab, 2006), 572-576.

[2] For example, Anja Piontek, Museum
und Partizipation. Theorie und Praxis ko-
operativer Ausstellungsprojekte und Be-
teiligungsangebote (Bielefeld: transcript,
2017).

[3] Oliver Marchart, “Art, Space and
Public Sphere(s). Some fundamental
remarks on the difficult relationship
between public art, urbanism and political
theory,” transversal, no. 1 (2002), acces-
sed October 13, 2021, www.transversal.at/
transversal/0102/marchart/de.

[4] Cf. Oliver Marchart, Hegemonie im
Kunstfeld. Die documenta-Ausstellungen
dX, D11, d12 und die Politik der Bienna-
lisierung (Ko6ln: Walther Konig, 2008),
02ff.

Code of
Conduct for

Collaborative/
Solidary

of Working
Together

%CJ/CW

can be used as a basis for internal
collaboration, but above all, it can be
helpful and important for working
with outsiders/independent collabo-
rators, who initially tend to have a
more unstable position in terms of
hierarchy and content than institu-
tional employees. The code therefore

Ways

replaces (or supplements) an institu-
tional self-image and is always based
on the questions of who owns the
institution and who has what creative
power.

All participants in a project
have the same right to shape
it, to take up space, and to
disagree, regardless of age,
gender, nationality, or level
of education.

Each person brings their own per-
spective and therefore also a certain
expertise, which should be valued
equally. This is the only way to
enable collaborative work between
different age groups, educational
backgrounds, and languages.

Internal employees offer

all possible resources and
create access to the institu-
tion for interested parties.
They are committed to in-
creasing awareness of
access opportunities and
openly communicate their
ignorance and fallibility.
Understanding the museum or ins-
titution as a service provider for the
various public means creating access
at all levels and opening the doors as
much as possible. In concrete terms,
this means, for example, letting
people into the depot, handing over
rooms, or revealing mistakes and

empty spaces.

All employees handle their
language and actions with
sensitivity, always with the
aim of not offending anyone
at any time.

Every person has different access
needs, boundaries, and needs. Re-
specting and honoring these should
be the basis of cooperation; rather
than assuming things based on our
own experience in our actions and
communication, we should be asking
the other person. Personal boundar-
ies and social consensus should be
respected.

Every type of work is valued
equally and everyone invol-
ved is always mentioned.
One of the main challenges of col-
lective or collaborative work, espe-
cially when institutional and in-
dependent people work together, is
authorship. Therefore, every type of
work is equally valued and all parti-

cipants are mentioned.

In the case of misunderstan-
dings or conflicts, the basic
attitude is to first adopt a
positive attitude towards the
other person (group) instead
of assuming negative intenti-
ons.

Always be sensitive in your dealings
with one another. Always assume
that the other person has the best
intentions. Misunderstandings can
only be resolved by talking things
through. It is primarily about lear-
ning and unlearning together. The
general principle is that the most in-

experienced person sets the standard.

In this context, it is necessary to
discuss different types of experience,
to recognize them as equally valid,
and to break new ground.

Change leads to new begin-
nings.

This can be difficult and painful; it
requires patience. At the same time,
this is the only way the institution
can be sustainable. We are trained to
acquire new knowledge and skills,
but not to unlearn acquired know-
ledge. Unlearning can be extremely

important in the context of transfor-

mation processes towards new forms
of collaboration, for example when it
comes to hierarchies and taking on
or giving up responsibility.

Before a project begins, a
discussion round should be
convened and all employees
should be involved.

The entire team should be involved
at the start of a new project. This
includes the employees so that they
can then decide to what extent they
want to be involved in the project.
The aim is to create a common basis
(common sense) and distribute roles
and responsibilities.

Dissent is important and
brings new things to light.
Always try to include as
many perspectives as possi-
ble and do not force consen-
sual decisions.

The more people are involved, the
more perspectives there are to consi-
der and present. Every perspective is

a benefit and an enrichment.

The aim is to clarify at all
times who is speaking with
whom or for whom and under
what conditions. Try to avoid
speaking for others, give
everyone space to speak for
themselves.

Talk to each other, not for or about
each other. A brief check-in round

at the beginning of each round of
talks can help, for example. Ques-
tions in such a round could be how
the person is doing, how they have
experienced the time since the last
meeting, whether they have any new
questions or needs. Each person
should not speak for longer than one
minute, the group listens but does
not react to what is said.
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