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ABSTRACT
Given the assertion that planners exist within a restrictive environment that inhibits their ability
to maximize creativity within their profession, this paper investigates what these restrictions are,
and how municipal planners deal with them to maximize creativity. To do this, the opinions and
experiences of ten currently practicing planners from municipalities within the Greater Toronto
Area (GTA) are presented. Findings suggest that barriers to creativity can be attributed to four
main categories: provincial legislation; corporate standards and regulations; internal
ci:lturcfleadership; and resource limitations. They also indicate that individual creativity often
occurs on a small scale, in a manner that allows for the gradual and incremental overcoming of

restrictions.
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Chapter 1: Introduction

Creativity lies at the very core of the planning profession. It is what ensures progression
and adaptation to an ever evolving political, social and physical landscape, allowing planners to
stay at the forefront of change; to play a proactive role in the city/place-making process, rather
than a reactive one that only responds in an ad-hoc manner to the world around them. Creativity
is like the artificial Hare in a dog race: eternally steps ahead of the racing beast nipping at its
heels, safe until it slips off its track.

In planning school, creativity serves as the foundation of the curriculum. Students are
pushed to think in a multi-dimensional manner, mindful of the surrounding economic, social, and
environmental milieu; forced to assume the perspective of landowner, resident, conservation
officer, and social worker all at once. Students are assigned papers and projects that require the
re-thinking of existing regulations and urban conditions, previous developments and theories, all
with Daniel Burnham’s mantra “make no little plans” lingering in the backs of their minds.
Despite this culture of creativity that exists within the academic setting, planners in the “real
world” function within a restrictive framework that inhibits their ability to carry out creative
ideas. Generally speaking, strict government regulations and legal framework; corporate pressure
and influence; NIMBY attitudes of local communities; and political agendas (to name a few) are
real factors that hamper planning innovation and progression (Kunzmann, 2005). Given these
assertions, how do currently practicing planners deal with these restrictions? Do these assertions
hold true, and if so, how are planners maximizing their creative potential? To answer these
questions, this paper will present the opinions and experiences of ten currently practicing
planners from within the Greater Toronto Area (GTA), with the intent to provide insight into the

relationship between real-world planners, and creativity.



Chapter 2: Literature Review
2.1 What Is Creativity?

Before we can assess the capacity of planners to maximize creativity within their
positions, we must clarify what we mean by “creativity”, and how it is understood in the context
of planning. Within the academic literature, thefe exist)mz{my different definitions of the concept.
At its most basic definition, “creativity” is the e}bility to bring\ into being something that was not

there before; to create — create-ivity (De Bono, 1992 from Kunzmann, 2005). While this

definition captures the essence of the concept, further literature reveals its inherent complexity.
For Pink (2005), crea;ivity is not just the creation of someﬂﬁng new. Rather, it is directiy related
to intellegtual capacity.. It requires a shift from leﬁ-brain'linear,_ logical, comptter—likc‘ thinking,
to ;jght-brain thinking ruled by empathy, artistry @d emotion_. This understanding stems from
Edward de Bono’s concept of “Later%.{j/hinking”; away pf \thinking} that seeks the sohxtion to
problems_ using unorthodox methods, which would ponnally be ignored B}mfégical thinking, De
Bono- strengthens this concept bx differentiating it from vertical thinking, which is associated
with rigid, linear thg}lght through the path of least resistance, as Qpposeq to expl‘oring‘ different ;
paths for solving a task — thinking about thinking (De Bono, 1968). Similarly, Jaryand J ary
(2090) note creativity requires divergent thought; that is, thougl}ts toward solutions in seyer:al
diregtions, egabling the gene;‘at:i_or} of as many pla?§ib1e responses as possible. In addition,
A}bregﬁts (2005) makes the asser}ion thgt creativity ig not on]y.an individual intellectual
process, bgt a}sq a “social process that stimulates thg ability to view problems, situations and
challenges in ne‘v‘v‘and different ways to invent and develop ori ginal,‘imagir}jdtivc futures'as a

reaction to these problems, situations and challenges”(pg.14).



Unde;lying the abm;'e definitions is the recognition that creativity is a cognitive process;
Central to this understanding are two theoretical models. The first, and perhaps one of the ~
earliest theories of creativity as a cognitive process is the five-stage model by Wallas (1926). In
the ﬁrst stage, one uses preparation to begin working on the problem. The second stage is.
incubation, in which one can begin to work on other things, while their mind constantly thinks
about the problem consciously or subconsciously. The third stage, which is sometimes dropped
from the model, is intimation, where one begins to realize that they are about to have a
breakthrough. This leads directly to the illumination stage, where a plausible solution emerges in
one’s mind. Finally, the verification phase tests these ideas and develops them further to ensure a
solutlon has been found (Wallas, 1926 cited in Kaufman, 2009). The second mﬂuentxal model of
creativity as a cognitive process is Gullford’s model of dlvergent thmkmg (196’?) For hlm
dlvcrgent‘ thinking was an inherent part of creativity, and could be boiled down into four

components:

Fluency — quite simply, fluency refers to the ability to generate a number of different ideas in
response to a question.

Flexibility — the ability to generate different types of ideas. For example, if asked what the
different functions of a garage could be, answers re[ating to automotive storage would be one

* type of idea, and answers relating to conversion for additional dwelling space would be another
type.

hOngmalxty The ab1hty to produce umque or unusual 1deas

Elaboratxon The ablhty to develop, or explam 1deas at greater deta11 to fuﬂher conceptuahze N

(Gu1lfo§d, 1957 f{om Kaufman, 2009).



While the above definitions illustrate the understanding of creativity as a differential
thinking process, the end product that these processes bring about are of equal importance. This
understanding is evident in the definition givén by Higgins and Morgan (2000). For them,
creativity is the gbility to repackage or combine knowledge in a new way, which is of some )

. practical use of adds value, Take, for examéle, a response of “ship them to Uranus” when
asking what an appropriate punishment for murderers would be. While this response is
undeniably different and unorthodox, it is of neither practical use, nor adds value, due to its .
impossibility. Thus, for Kaufman (2009), creativity is more than being different; it must also be

appropriate and relevant to the task at hand.

In the context of plémlirig, it is this “repackaging” of existing knowledge for added vaiue
that is essential for pro gress%oh. Kunzma}nn (2005) makeé this clear in‘ his understanding of the
concept: “(creativity) is the capability to manage projécts, proéedures or approaches be&ond day-
to-day routine and to make well-balanced decisions, even if these z;tre based on incompiété
information (pg.7). In a profession governed by legal regulations, financial rules and political . -
and community sensitivities, the ability to work within (and around) these conditions certainly
requires “creativity”. This understanding of the concept is perhaps the most important one;
creativity cannot be one thing. It is not only a new idea, product, or service, but also an
adaptation, or improvement of existing ones. It is not only an end product, but also a process —

individual and group (Woodman et al, 1993).

Inan attempt to ground these potentlally abstract deﬁmtxons, here are several useful
examples of creativity within the context of plannmg One such example is the case of Hasselt,w i

Belgium in the late 1990s to early 2000s. With automobile—rélatéd externalities a growmg e

concern in the community such as growing traffic congestion, accidents, and environmental



s

cqntmnination, the city maybr was faced with a crucial decision: building a third ring road
around the city to mitigate traffic, or rethink the city’s approach to transportation planning.
During a period of extensive road repairs, the city offered a'free shuttle bus to ease congestion .
and improve manoeuvrability for citizens. With this shuttle bus a large success, Hasselt’s mayor
made the decision to permanently implement free public transportation across the city. As a
result, public transit use increased dramatically, reducing congestion, and eliminating the need
for a third ring road — saving enormous expenditures. Although the overwhelming success of the
temporary free transit was somewhat unexpected, this example illustrates how the visionary
qualities of the city Mayor (the presence of mind to entertain solutions from different
perspectives, and the leadership ability to implement an unorthodox idea) ultimately regulted ina

highly beneficial, creative solution (Albrechts, 2005).

Aﬁother example ‘of creativity is the case of Curitibé, Brazil, who’s visionary Mayor led
tl;eqcity’s shift toward a 'sustaina‘ole model of development through several altexlnative “out-of-
the-bdi” projecté thfoﬁghout the ‘80s and ‘90s. In oraer to avoi;:i exponential growth in car-
dependex;cy, ﬁafﬁc congestion and aix; pollution due to a rapidly gmwing” populatibﬁ; city
ofﬁcials invésted"in a citywidé Bus Rapid Transit (BRT) system. In combination with a new
master plan, the BRT system, iﬁlpiemented éloné the city’é main corﬁdérs; helped enCoufage
future dé?e{opmeﬁi in a linear form, rather thar; ina spréwling, rédial manner The BR’;"Ik"s~ )
éfﬁciency (exclusive ianeways allowing for unimpeded service, and shéft loading/unloading
times due to a pre-pay fare system, egctra-wide doors and raised platforms) would eventually
make it the primary means of transpt;ﬂation within the city. Based on 1991 survey results, the . .

BRT had led to a 28% reduction in car use, equating to a savings of approxima{ely 27 million . ..

litres of fuel annually. As well, the system’s low capital costs compared to similar mass transit -



alternatives (such as subways) made the project economically viable (Goodman et al, 2007).
In addition to the successful BRT system, Curitiba’s approach to river flood control marked a
creative alternative fo the dominant trends employed in most other Brazilian cities. Instead of -
creating concrete viaducts to “channelize” the Parana River to prevent flooding, city officials

. opted to build sevefal small dams along its stretch, forming tiny lakes. These lakes would serve
as the centre of municipal parks, straddled by protected conservation areas on the adjacent
riverbanks. Not only was this project an ecological alternative for flood control, the creation of
the conservation areas increased the city’s green area per inhabitant from two square feet to 150
square feet (Mckibben, 2005). A third example of creativity in Curitiba was its dualistic
approach to environmental conservation and the health of its squatter population. To ensure
proper nutrition for its poor inhabitants, a government program was established v;/hich énabled
residents in nearby favelas (squattcr settlements) to exchange garbageg ag_c}}ecyclable materials
for fresh fruxts and vegetables; a program serving the goals of both ecolo gical and social
sustainability (Hitchcock, 2004). Throughaut these examples, creatlvxty can be seen on d1ﬁ'erent
scales and forms Ona broad scale, creativity is exemphﬁed by the mty s paraélgmatxc sh1ﬁ' toa
sustamable model of development a change in dxrectlon from the city’s master plan devcloped in
the 1940s (Goodman et al, 2007). On the individual project scale, creatmty can be seen in the

ability of city leaders and officials to consider alternative solutions to common urban issues, and

take political risks.

A more recent Canadian example of creativity in planning can be seen in the design of - :
the North Oakville Secondary Plan for Oakville, Ontario. As a departure from the traditional
sprawling suburban development seen in other parts of the town, the secondary plan aimsto .= |

create a “complete” urban community that reflects the local distinctiveness of Oakville’s small-



town, rural he;itage and naﬁlral landscape, while combining nodes of modern pedestn’an—orientéd
development and “prestige” employment areas (Town of Oakville, 2008). The community wil"I
ultimately be a miﬁture of walkable, mixed-use urban core areas, among a network of open space
and protected landscape. While this development is creative for the Town of Oakville, as it
maﬂcs a paradigm shift towards spstainable community development, the process by which the
secondary plan was conceived provides further examples of creativity in planning. For instance,
meﬁbers of the consulting team emphasized the importance of a “dynamic participation™
approach that facilitated multi-way communication with stakeholders, rather than a
“presentation” approach. This “dynamic” approach to communication involved the creation of an
outreach program, containing several different methods of engagement. This included tile
creation of a study website, showing plan updates/drafts and allowing the public to post
feedback; the creation of several working sessions for stakeholders and staff to informand
ehcourage discussion/answer questions; focus groups (6 targeting adults, and one targeting

~ youth) to connect with members of the general public unable to participate in the formal
consultation process; and the regular participétion of senior consulting team members in cable
television programs to provxde mfonnatlon and answer questlons (Town of Oakvxlle, 2003). T]:ns
example illustrates that creativity in planmng can occur both in the concept of a pro.]ect and the
process by which the ﬁnal product is reached In thlS case, the effoﬂs of the consultanon team to
ernploy numerous and unique methods of commumty outreach are mdlcatlve ofa creatwe

planmng process.

T e

2.2 Why Assess the Creative Capacity of Planners?

', As alluded to in the introduction, creativity is an essential requirement for progression

and édaptation, espepially in the ever-evolving profession of city planning. The irpportaﬁce of



creativity in planning is evident in the curricula of today’s planning schools; professors push
students to strive for “out of the box” solutions during studio projects and essays. However,
despite this culture of creativity that exists within the academic setting, how well do these
learned ideals transfer into the real world? Does this same creative culture exist within city

. offices as it does in lecture halls? While my optimistic young mind wants me to believe this is
the case, existing academic literature on the topic has quelled my initial confidence. Literature
suggests that planners function in a restrictive framework that inhibits their ability to be creative.
As mentioned above, Kunzmann (2005) contends generally that legal regulations, financial
budgets, and the political and social environment serve, in some capacity, as barriers to
creativity. He also carries the sentiment that creativity in urban development seems to occur
where urban planning is absent; where squatters and micro-developers are free from the confines
of strict legislation to plan as they Wl;}—;}n a profession that requires the voice of multiple actors,

stakeholders and leaders, all too often the “why we shouldn’t” cormﬁunity outweighs the “how-

to-do”, or “let’s try” (pg.10). L _ -

For Landry (2000), the city pianning éystem is wrought with flaws - some iﬁdividual,
some éysteﬁlic - that subsequently act as barriers to building a creative environment. To name
but a few of these obstacles from his extensive liét: |
A)z zftté;' lack of eﬁ”oﬁ and thoughtlessness - prediéta‘;)ility and placelessness plague so many 2
contemporary urban landécapés. Formulaidsh‘cr)pi)i;lg centres, subdivisions and S&eetséapéé o
contributg to a homogeneous urban realm; generic models of success that are adbi)ted from |
around the world eclipse local nuances and characteristics (pg. 42).

Formulaic thinking in city marketing — City marketing can be used as a tool for generating an

individual identity. However, all too often, common generic themes emerge (based on natural | -



bee}uty, high-tech industry for example), creating a world landscape of pseudo-identical city
twins. Landry uses the examples of European cities such as Berlin, Warsaw, Helsinki, Pragqe;
Budapest, etc., who pride themselves as “gateways”. He contends tﬁat reference to local
characteristics is essential, however seldom made (pg. 43).

Memory erasure — Acknowledgement. of natural and built heritage, social and political history is
often ignorgd. For example, Landry references the near erasure of every historic quarter in the
redevelopment of Kuala Lumpur and Singapore, and the defiant push to eliminate all remnants of
the Berlin Wall. He argues that an understanding and acknowledgement of local history is a
resource for creativity, triggering ideas and making connections (pg. 44). -

Bureaucratic Proceduralism — creative capacity is a function of complex regulatory stnlctures, :
including by-laws, licenses, special permissions and traffic restrictions, to name a few. These
regulations often make change and adaptatiqn a slow and arduf)us process, ﬁmiting the z;bility to
make lfull use of creative talent within municipal organizations. However, one could a;gue these
restrictions force city authorities to be creative in order to manoeuvre within these ﬁéméworks
(pg. 46).

Short-termism and glamour — politicians often employ short-term logic to niaiimize resxilts
during thelr tenure, and hkehhood for re-electlon Although grandiose wsxonmg can motlvate- |
and generate momentum, smaller initiatives with mél—mpact such as partners}nps 'or tralmng
programmes can be overlooked (Pg. 46).

Accoz}r;tabilit)x — ultimately, municipal leaders in‘decision-making positions must be accountable
to the public'. This accountability me;y limit risk-taking required for maximizing creativity.
Reactive vs. proactive — cities often function in a reactive framework that addresses issues that * -

have alréaay déifelopeci. For Landry, this culture forces cities to focus on “yesterday’s pfoblem



not tomorrow’s opportunity”. In order to keep up with environmental, social and economic

change, a proactive culture is required to forecast and stay ahead of the curve (pg. 46).

Power and patronage — long-tenured city officials often have well-established networks and

: professional relationships. These (closed) networks can serve to exclude communication and

. contribution from new personnel and departments, limiting the possibilities of creativity from
“unexpected” avenues (pg. 47)
Lack of integration — for Landry, land use issues still serves as the centre of the planning
profession. Despite a progression towards a more interdisciplinary outlook, there remains an
insufficient level of integration with social, economic, environmental and cultural affairs (pg.
47). While it is important to recognize these deficiencies and barriers are broad generalizations,

they serve as points of departure, promoting local inquisition and awareness.
.

L

To build off of Landry’s extensive list of urban deﬁcienciés, Healey (2004) explores the
relationshil; between creativity and forms and practices of urban governance — that is, the values,
norms, discourses, specific arrangemeﬁts and modes of operation of a government (pg 13).
While Healey acknowledges that over-management and regulation, such as the “audit culi'ure”‘
that exists on urban regene;ation experiments in the UK can destroy ex;thusiasm, interest and
trust, ;he also :i(;tes tha‘t governance processes do have the capacity to foste‘t"w(rather than hinder)

creativity (pg. 14).

. Perhaps the greatest barrier to px.'ogressipx} an@ crea}tivity within planning is a function of |
its inherent pqmplexity in terms of the multitude'o'f actorsiangl' stakeholders involved. For
Fox:gster (1982), the planning process is laden'wi"ch unequal power ;clations that make true’
co}la?q;ation% an integral factor for makiniizing k;;'eative pot?en_tia{, difﬁcplt to éf:hieve. F oi', ' _

instance, land-use planners can be ovemhelﬁed by powerful developers who have exdrbitant

10



resources (time, Gmaney, expertise and information) (pg.27), numerous groups of neighl;ourhcomiw .
residents with differing points of view, and political agendas, all at the same time. Progression_in
planning is often a function of the planner’s ability to mediate and negotiate between these

conflicting views (pg.82)

2.3 Conditions Required for Creativity in Planning

The above discussion has established the importance of creativity in planning, as well as -
argued that planning practice is riddled with obstacles that stifle creative capacity. But what can -
be done to overcome these barriers; what conditions, or behaviours are required to maximize
creativity; and how has planning practice evolved to address thgse issges? The following section
will attempt to address these questions through existing literature, and serve as a link to ;he

methodology an(i purpose of my research.

As alluded to before, creativity can be harnessed in many different ways; it is not only an
individual process, but an organizational/group process as well. In Woodman and Schoenfeldt’s -
 interactionist model of creative behaviour, individual creativity is a complex product of
contextual and social influences, as well as personality and intellectual capacity. In the group/
organizational setting, creative output is highest in conditions of democratic and collaborative
leadei’éhip, organic/informal rather than mechanistié and rigid group structure, and a group -
composition of individuals from a variety of fields/backgrounds (Woodman et al, 19935. Tlus
contention is similar for Kunzmann (2005), who would agree that innovation and creativity can
ﬂm‘ve in group settings coriiposed of pomplex networks of informal relationships. These
networks, or “creative milieus”, contribute to a sense of belonging, enhancing creative capacity -
through a synérgetié and collective learning process (pg. 5). In addition to a strong network,

creativity in the restrictive framework of the planning world requires certain individual qualities.

11



As Kunzmann (2005) so eloquently states: “A creative planner has to be an urban or regional
guerrilla in order to undermine established bureaucratic and political agendas” (pg. 6). He goes
on to emphasize that creativity in planning requires risk-taking and leadership personalities not
only by planners themselves, bl;t by all players in the planning process, including developers,
.researchers, educators, journaliéts, youth, immigrants, and e\;en finance officers (pg. 10, 11).
Healey (2004) also recognizes that attitudes that encourage imagination and open-mindedness on

a broad organizational level are essential for creativity (pg. 13).

The recognition of the above conditions and behaviours required for creativity (including’
in large part collaboration from different actors) in the academic literature is indicative of a
paradigm shift in planning theory — from planning as a “systemétic” practice to a
“communicative action” approach (Innés, 1995). In the systematic approach of the 1940s,
through the 1970s (arguably), planning was a rational profession where decisions were informed
by tacit assumptions and instrumental rationality at an arms length from the nuances of local
politics and socio-cqitural conditions; planning was a top-down endeavour imposed by »
professional expertise and knowledge. An example of this is the slum clearance urban renewal
schemes of the 1940s and 1950s in the Regent Park, and Cabrini-Green neighbourhoods of
Toronto and Chicago respectively. For’ Innes, the systematic approach was deficient due to its -
reliance on broad-based, technolggical models to grow and guide healthy urban environmer}ts :
(pg. 184). In contrast, the communicative action paradigm, emergent in the 1980s, fpnctions ona
less abstract level and is centred on the idea that planning is fundamentally an interactive,
communicative activity. Planners under this paradigm rely on qualitative inquiry rather than
deductive logic, and strive to understand the micro-scale, taking into account uqderlyiné contexts

and uniqueness (pg. 185). The implicit push of this approach to understand different

12



perspectives, and ground decisions based on a collaborative, holistic process, makes it inherently

partial to maximizing the creative capacity of planners.

’ 'fhe creation of the “New Structure Plan for Flanders, Belgium” (essentially a land use |
plan for the region) is exemplary of the capacity of planners acting under the framework of the
communicati\;e action approacﬁ to initiate change and maximize solutions. Instead of a
technocratic, top-down approach to the creation of a new structure plan that focussed on the end
product, the planners in charge shifted importance on the process. Through this process, the |
planners aimed to establish a new planning culture, through the introduction of new planniﬁg
concepts, and the integration of collaboration with key actors throughout the process. (Albrechts,
1999). Central to the achievement of these goals was the recognition of planners’ highly political
role as negotiator, mediator and initiator of communication between different stakeholders. From
fhe outset, planners took control of the situation, facilitating an open dialogue with the broader
p‘iamiing community, private consultants and the press, in order to “make friends™, in drder to
" assert themselves on an equal basis as the other players (pg. 569). In addition, in order to garner
political support for their ideas, the planners involved began a lobbying process, informing,
explaining and convincing political cabinet members, different political parties and trade unions .
— this involved an open bargaining process, wherebsl strategies were developed through talks and
discussions, rather than technical analyses (pg.599). In addition, and perhaps the most:important
method to mmatmg posmve change, was the planners efforts to inform, 11sten to, and educate
\members of the broader pubhc This proved to be the most d1fﬁcu1t part of the process given the
lack of collaboratxve/commumcanve culture that ex1sted w1thm the reglon Eventually, the open

approach and genume w1llmgness of planners to hsten to commumty issues resulted in the

sharmg of 1mportant new 1deas, views and crmques of the plan and process (pg 600) Perhaps a

13



key initiative to engaging with the public was the education, information and social initiatives. In
an attempt to integrate key aspects of the plan (including related issues, and information) into the
secondary school curriculum, Geography teachers in Flanders were given refresher courses on
the plan, and equipped with all the materials needed to educate stpdents. As well, the

: dissexﬁination of brochures and parﬁphlets to the public were an attempt to maximize inclusion.
Ultimately, the higlﬂyjnclusionary and collaborative approach taken by Flanders planners |
resulted in the adoption of a new structure plan in 1997. For Albrechts (1999), this cés}e
illustrates that the cooperative efforts of different groups, and the facilitative leadership qualities _

of planners can contribute to creative and innovative end results.

One could argue that, in addition to the paradigm shift, planning practice has evolved to
utilize specific techniques that attemp; ; ;naxnmze creative solutions. Underlying many of these
techniques is the basic understanding that collaboration from a mi;c of people and increasing
participation is important to fostering creativity (Landry, 2000). Essentially, these techniques
administer different methods of community engagement, in order to maximize the number of
ideas. For example, Albrechts (2005) explains that scenario building is a useful tool for
conceiving different possible futures, and the process needed to achieve future goals. It serves as

a visioning process that enables the recognition of multiple directions, allowing for collaboration,

as well as preparation for uncontrollable future situations — a rehearsal of the future (pg.18).

In additioil to scenario buildiﬁg, fénl}e search, é technique originating frorh both the
business and coinmunity (iev;elopment ;tiisciplines (future search network, ;’2003) aims to benefit
from the creatlve advantage of coliaborataon in large groups In large groups of 60—80 people,
stakeholders from all levels are brought into one room, where pammpants converse with each

other, sharmg then‘ personal stones of the past, as well as their future desires for the issues at
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hand. Typically lasting for 16 hours spread across three days, the meeting design serves as a
catalyst for mutualieaming, understanding, and ultimately idea sharing (ibid).

A third collaboration technique utilized in the planning world is “planning for real”, an
attempt to engage local residents by creating a sense of ownership over a specific project or
devclépment. The process begins with the constrﬁction of a hand-made three-dimensional model
of a neighbourhood by its residents. Participants then write place-specific suggestions on cards,
and affix them directly to the corresponding area on the model. These suggestions are then
prioritized by level of urgency (now, soon, and later), and use to compile a local action plan for
the comrnumty (Planmng for Real 2010). " | -

Wlnle there are a multitude of other collaborative techmques, mcludmg the more
commonplace ¢ mmd-map and charrette methods, the1r mcreasmg presence w1thm the plannn;g |
profession 1llustrates the evolutlon of planmng towards the paradx gm of i mcl&sxon and o

part1c1pat10n as wcli as the 1mportance of maxumzmg creative capacn:y m the shapmg of our

~ environment.

Although the above techniques and theories are useful in maximizing creative solutions,
if no planner, or planning department is willing or able to administer these approaches and -
techniques, creativity will not be maximized. In order for this to happen, employers and
organizations must foster a culture of creativity from within. For Higgins and Morgan"(ZOOO),
creati\fity in planning can be fostered through an empowering management cultpre that is open to
suggestipns, gltemati\{es and risk-talfing, utilizes staff developmegt activities, and gives praise
and credit where it is due. Conseque;xtly, tﬁis creative culture requires an equally creative
leader/management team for guidance. Charismatic leaders can enable inter-organizational
communicati’gn ?nd m_o;ivation through Qersuasivenegs, Fenacity and charm (Landry, '2\000).
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In summary, this section has provided an extensive background on theories of creativify,
why it is important in planning, the key barriers to creativity in planning, and the necessary -
conditions and techniques required to maximize creativity in practice. To reiterate, the basis of
this paper is: Given the assertion that planners exist within a restrictive framework that

. inhibits their ability to maximize creative solutions, how do currently practicing planners
deal with these restrictions? Do the above assertions hold true, and if so, how are planners

maximizing their creative potential? Are they? -

In order to answer the questions stated above, I have set out to interview currently
practicing planners at the municipal level within the Greater Toronto Area (GTA), to get their

perspectives and experiences on creativity in practice. Before I continue with the methods and

T

findings portions of this paper, it is important to clarify what this paper sets out to do

(expectations), and what it doesn’t: All findings, conclusions and arialyses are based solely upon

7

personal opinions, rooted in the experiences of professional planners; while these opinions and

experiences cannot serve as an archetype for the entire planning profession as }hey arebased on

contextual differences and individual interpretations; they do serve as a general model for
planning practice within the region. This paper does not aim to provide solutions to creative
deficiencies in planning, but rather, to give voice to planners about how they view their own
profession — it is an exercise in self-reflection. If nothing more, this paper strives to get students,
and practitioners thinking about creativity in the planning profession — how it can be improved,

and why it is important. After all, everything begins with an idea.
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Chapter 3: Methodologx
3.1 Scoping:
The nature of the research question is inherently broad. In order to ground it, I have

chosen to interview municipalities within the GTA (including those within the regions of Halton,

Peel, York, Durham, and the City of Toronto. See Fig. 1).

Figure 1:
Municipalities
Within the Greater
Toronto Area

Greater Toronto Area

Lake Ontario

x mm
5 Mommmon it Py

Although planners practice in both the private and public sectors, I have chosen to focus
o?ﬂy on those within the public sector — the majority of background research done for this study -

points to restrictions to creativity within the public sector. These may or may not be the same

within the private sector, however that is beyond the scope of this project.

3.2 Subjects:

-

‘In total, ten mmlieipal planners from acm;e the region were chosela - ﬁve ﬁorr}‘

' manageﬁal positions (srxch as director of planning or (iepartment marrager), and ﬁve ﬁ'em non-
marragerial r)ositions (planner 1,2, aad senior). Subjeets were chesen ﬁem the rlifferent levels to
see if seniority made a dlfference in the capacrty to maximize creatmty leen that much of the
background research made reference to the unportance of leadershlp in fostenng a culture of
creat1v1ty, my research was approached thh the 1mp1101t assumptlon that there would bea

&,

d:fference in the capacity to maximize creatmty between managenal (leadershrp) and non-
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managerial positions. In order to get a variety of perspectives from across the GTA, area .
municipalities (lower-tier) from all five regional municipalities (upper-tier) were targeted.
Ultimately, subjeéts were successfully recruited from all regions except for Halton. The subject
regiénai breakdown was as follows:

. Durham Regi§n -1 (Ajax);
Peel Region—-1; -
York Region -5 (East GWiIlimbury, Markham, Richmond Hill, Vaughan);

City of Toronto — 3.

3.3 Recruitment Strategies:

While efforts were made to recruit subjects from all municipalities, not all were able to
participate. Subjects were identified based on colleague recommendations and personal
networks, and initially contacted via phone and e-mail. Due to th_e/personal nature of the study,

/

/

subject anonymity was guaranteed.
3.4 Interview Questions:

Each subject, except for one, was interviewed in-person, with an average duration of
forty-five minutes. Subjects were asked a total of thirteen questions — five specific background ‘
questions relating to théi;' personal experience and daily wofk activities, and eighé c;pen-ended
theorencally based (iuestlons relating to creat1v1ty in plannmg Thcse questions were used only as
a gulde to dlrect con‘versatlon, glven their open-ended nature. 'I‘he nature of the questlons
revolved around the subj ects’ understanding of creat1v1ty within planmng; the level of
congruency betwecn ideals learned in planning school and their apphcatmn to practxce, key

barriers to then' ablhty to be creative thhm the1r position; What they do to maximize creatmty

18



within their position; and their general thoughts on the ability of the planning profession as a

whole to maximize creativity. (For the full list of questions, see appendix A).

3.5 Data -Collection and Analysis:

All interviews were recorded ﬁs}ng a digital voice recorder, and manually transqribed into
a word document. In order to distil the vast amount of opinions and ideas, fesponéés were |
separated into “managerial” and “non-managerial” gr;)ups, and further divided iﬁto four the—mes,
based on the nature of the responses. These themes, which will form the structure for the findings

section of this paper, are: the creative face of planning; the barriers to creativity in planning; the

shortcomings of planning education; and the requirements for maximizing creativity.
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Chapter 4: Findings

4.1 The Creative Face of Planning

The complex and broad nature of the concept of “creativity’ was quite evident during the
interview process, with several different understandings becoming apparent. This section will
reveal the subjects’ understanding of creativity within the context of planning, and the

opportunities that they identified that allow for creativity within the profession.

4.1.1 Definitions

For a majority of the planners interviewed, creativity was about maximizing efficiency m
the planning process; the ability to manoeuvre through the existing framework in order to
achieve a desired goal. As one subject stated: “Creativity to me relates to the process, not the end
result. So if I need to do something, I né:ed__ to find every possible option or avenue to get thaf
achieved (and) creativity helps me get to that end”. s
The subject goes on to further explain that creativity is an inherer{t part of the plaminé process,

from the way that one goes about implementing new ideas, to policy evaluation and review:

Planning is guided by certain rules and regulations as any profession should be. On the
land use side we have by-laws, we have zoning, we have (official plans). Those are the
guiding principles. We have to adhere to those. But those are when the principles are
set and approved. In order to get there, in order to develop those by-laws and those
approval processes, you have to be creative. If you aren’t, then you’re not doing your
job. So in other words think of it this way: If you’re creating an official plan for a new
town, you have to be creative, in order to create that (official plan). If you rely on other
examples of other (official plans) for that community — and I'm being simple in this

example — I think you’re limiting yourself, because each community is unique. So you'
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have to start off with that creativity. Once you’ve created something in the end,
‘whether it be an (official plan), zoning by-law, what have you, then that’s what you have
to work with. Your creativity then becomes part of the evaluation and review of that
tool, to make sure that it’s doing what it’s supposed to do, and it will do what it’s
supposed to do given changes in that community”. . |
Simjlarly, another subject understood creativity in planning as a means for “process re-
engineering” in order to reach desired goals or objectives:
I wish I was more creative. I guess you could say I was somewhat creative. I mean I have
found creative ways to do (things) ...I did find, (that) it was kind of a process re-
~ engineering. And there were creative ways I manipulated the legislation and the Q
processes to help the town have more control over development and put systems in
place. So it’s a different kind of creativity but I guess it’s still creative... I think my
strength, as far as creativity goes is looking at the legislation, looking at our processes
and seeing how we can manipulate them in different ways maybe people didn’t think of
to meet our municipal objectives.
The same subject goes on to explain: “Well in the context of my planning world, preativity right
now, and prdbably for the last 10 —15 years of my career, means finding new ways to do what we
do — new and better ways to do wha:t we do, in thai sort of very constrained emffironment.of the
planning z;ct and the politics that we work in”,
A third vsubject also understood creativity as a toql for maximizing éfﬁciency throughout the
planning i)régess:
cx:éat‘ivitiy ;:an be simply looking at your process in a way that perhaps you’fe getting the

most out of it. I mean, you have processes that can be dealt with in a very strinéent and
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bureaucratic way, or we can sort of look at the end result and say “ok how do we best
get there”, and “how do we leverage our process in order to get us there”... So,
(creativity could be) simply as a way to expedite the process, and leveraging your time a
little more effectively.

. While the above definitions recognize creativity as an important part of manoeuvering through
the planning process, for several subjects, creativity in planning is about constantly searching for
alternative methods, and addressing current trends. As one explains: “So creativity I suppose
becomes... you have to maneuver your way through the system perhaps in a creative way in
order to see your agenda through. That might be another aspect of creativity --'how do you
manipulate the agenda in order to make things happen”. As another subject explains:

From my point of view, creat’i‘v?ty in the context of planning is really, thinking about lots
of different alternatives or ways of doing things, and not gf:}ttin‘g so stuck on traditional
ways and methods of doing things. Whether you’re proceésing a subdivision épplication,
or creating new policies.. it’s looking at things from various differeqt angles. That’s one
thing. The other thing is to go into areas that are uncharted fqr planners...I gave you
an example of climate change...I’'m shocked that very few municipalities and very few
planning departments are working or doing anything at all on climate change... the

- other part is just pushing the envelope — going where other planqers are not going and - |
that’s trying to understand, what are the emerging issues that are happening out there ..

- in the planning world that are going to shape us, mayBe not today, but in the future. : - .-

Another sﬁbject explains, creative change in planning is an incremental process, whiqh L

progresses in steps, building on past foundations:

- ...(Creativity is the ability) to do something in a new or slightly different way than its
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been done in the past. That’s what we always try to do in our long-range projects at
~least.‘ A lot of the times in planning it’s hard to go completely in a different direction, s;o :
instead in 6rder to be creative ... you almost have to build on what’s already been
done... planning in this country is an evolution. So for us, because we’rein a democracy,
we can’t do things the way that, say, China is doing or the way that places in the Middle
East are doings things. We have a democratic process here. We have to go through that
process, and we have to get everyone’s buy-in. A lot of the time that takes a lot of time
\ to do that, but frankly I mean I'd rather live here than in some of those places so I’'m
thankful for our process at the same time, even though it’s lengthy.
*  The above opinions illustrate that creativity has different meanings to different people i;x the
context of planning; it can vary from the ability to produce new ideas or progress in an entirely

new direction, to the ability to maximize efficiency with the planning process, in an incremental |

manner.

" 4.1.2 Opportunities for Creativity |

In order to asses:thhe ability of planners to be creative, subjects were asked how they eXpressed

7

their creative 1deas in practice (what opportumtles did they have to express creative ideas), and

how they saw those ideas make then' way into practlce For several, the creatlon or revision of
Official Plan p011c1es prowded the greatest avenue for expres;mg creativity, however ona 5-year
cyclical basxs As one subject stated, when talkmg about some of the innovative official policies
she had come up with: “Now some of these pohcles may get appealed, and we’ll probably have a

great OMB heanng, butI thmk for planners in the mumclpal enwronment that’s where

creatmty and gettmg new ideas starts, is in the OP, but you only up your OoP hke once every 5
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years or so”. For another subject, the official plan review process allows a unique opportunity for

the creation of new, innovative policies:
I think my job does (provide opportunities for creativity). I think, because I work in
policy. I think if I worked on development control I'd have less opportunities.. I guess
they would be more micro opportunities. You'd have a development application and
you’re looking at the parking and (say) “ok, let’s use stackers here, or go under ground,
or put it up the side of the building”. But I guess, in the policy world yeah... I think I do
have an opportunity. If you asked me a year earlier, I think it would have be;:n a little
less, in terms of opportunities because we wouldn’t be doing this 5-year (official plan)
review. I’d be more focused on doing appeals...

For others, the Official Plan creat/ion process, apart from policy creation, provided great

opportunities for creativity. As one subject stated, consultation methods and community outreach

//
/ -
were an opportunity for creativity: , !

Well I think just the way that we went about doing our consultation for our OP was
pretty creative. We brought the public into it. We did a iof.of vi'séxals — that wa§ one of
the things that I was stressing we needed to ‘do. Because when you’re moving into a
more urbaxﬁzing environment, you almost have to ﬁelp people understand what it’s

- going to look !and feel lik;a so that théy can éet comfé;rtable with that, because (you icnov;rv
for the longest 'ame it’s been stnp plazas and stuff. And just w1th the way that |
mtenmﬁcatxon has happened in some other places it’s 11ke sometxmes people Just get ”
thetr back up about that. So I think, yea the wsuahzanon that we d1d through the OP was
one of the thmgs We even dxd a vxdeo for how it could transform, and then we brought

in speakers . We actually develaped we called it, our OP framework It was a dlagram '
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that we did to help us to understand how we were going to get through the process of '
;leveloping our new OP. Because no one had ever done that before here. We had the |
same plan since the 80s basically right so.. it was a new thing for our entire department
to go through. And since no one had done that before we had to be creative in terms of
ho\%* we were developing our methodology, how we were layiﬁg that out for ourselves.
But whereas the planning act I think only requires probably about fwo public meetings,
We did like close to 30. So yea we went out quite a bit. And what we’re hearing now
based on that, is that there (are) development applications that have come in for high
density de*_«elopments along Yonge and in other places (and) the public is actually using
~ our adopted plan £o make their arguments at couﬁcil because they feel it’s that slrong
of a vision from their perspective. |
Aside from the official plan creation process, another subject felt the vague nau;re of certam
planning legislétion ailowed for opportunities to be creative, in terms of how policy is
~ interpreted: | | | |
Well ok let’s say 1t has to do with the implementation of the places to grow act. We’ve
" been givena mandéte to achieve a certain intensification target in our OP. And the town
completed an OP review in order t<‘>’ a;:hicve the 50 persons and jobs per hectare, and
. that kind of thing. But how we do it is cpx;;pietely up to us. So really we sort of took the |
initiative to séy “ok well, let’s cstéblish a vision for the very ;;iéces that have kind of -
l;e;n lacking that, and see how that kind of relates té our ﬁopulation and employment -.
numbers and how...we (can)'merge that into a way that becomes a compeuing vision . .

statement for the town.
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In addition to policy and legislative opportunities, internal communication, including meetings,
and discussions were cited as providing an important forum to showcase creative ideas. As one
municipal director stated:
I've said to them (staff members) ...ok I’'m the new kid on the block, council’s hired me
for a reason so, give mé your ideas and we’ll get theﬁ forwarded too — we’ll get tﬁem
thinking in new and different ways. So we have a discussion at my staff meetings for
sure about, you know, “what changes do you want to see, what things frustrate you, what
ideas do you have for changing things, changing (the municipality)”?. |
Another director shared similar insights about leading internal meetings and discussions on new
issues/material on a regular basis:
So you know (the staff mémbgrs), they’re not prepared, they’re not even working on
this stuff but hopefully it’ll tweak a few ideas as they’re lisigening to this presentation,
and they’ll take it back to their desk and something new v{rill come out of it. So that’s .
how we foster creativity within the organization...obviously the Woyk has to get done...
but when we get that chance to sit down together and talk, itts less about work and
more about, well...creativity, thinking outside the box, and looking at different ideas.
Based on the above opinions, there do exist several opportﬁnities to be creative within the
planning profession. Although the majority of opportunities seemed to arise during the cyclicai r
five-year OP review process, as well as the creation of new official plans, more regular -
opportunities emerged through internal meetings and preseniationé; an attempt to foster . .

creativity and new ideas from within.

4.2 The Barriers to Creativity in Planning
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While the above section revealed some of the opportunities for creativity that planners |
have, this section illustrates some of the major barriers. These barriers can be further organized
into four main categories: provincial legislation, corporate standards/regulations, governance

structure/corporate culture/leadership, and resource limitations.

4.2.1 Provincial Legfslation
The first piece of provincial legislation seen as a barrier to creativity.is the Growth Plan
for the Greater Golden Horsoshoe. As; one subject at the Director levei explains:
Well I think the biggest restriction wo have right now, and it’s one we all welcomod, is
the Growth Plan for the Greater Golden Horseshoe . (It’s objectives ére) lofty and
they re good but 1t’s boxled down to that it’s planning by numbers. And that has been a
Akuge frustration...I can’t tell you how hampenng it is. I mean it’s achieved some of its
goals by you kno:w, limiting sprawl but, it tumod into thlS numbers exercise and from the
provincial level it shouldn’t be that restrictive you know. Set the polioies, set the
direction, and let us (the municipal level) implement it. So that, I think right now, as
muoioipal olanners, that’s the (biégest restriction)... if you don’t meet the nu;noers, if
you excecd the ouolbexis you know.. it’s insane...
In addition to the Growth Plan for the Greater Golden Horseshoe, the ablhty of the Ontano
Municipal Board (OMB) to overturn municipal demsmns was cited by two different sub;ects For
one subject, the OMB functions at too large ofa scale to be able to mako decisions at the local
level: |
I feei there is one that fhing that is hindering creativity in this province right now, and
o tI;at is the OMB We did a lot of work as part of oﬁr OP to understand what type ‘of

community (we) wanted to be, from the ground up, not from the top down.
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And one of the things that we’re very concerned about — and I know a lot of other .
municipalities are concerned about too — is how much (of) that input (is) going to be
taken by the board when it comes to the decision. The thing that seems to happen when

. something is appealed to the board (is), a lot of the timesvit comes down to a context .
specific argument, vs. a to»;’n~wide, community-based argument. At the level of an OP
we’re trying to argue from the town scale, why something is appropﬁate in a certain
place, based on the type of place we want to cfeate. But we know, &hen and if we get
appealéd, it’s géing to come down to the same arguments that we’ve he;rd in the past
— the conteﬁt specific: “Oh, well it’s buﬁ'ered by this, there’s green space besidé it, it’s
nota problem to put the heig,ht and the densxty here”...It is a prbbllem ifit’sin tﬁe wrong

locatwn We re gomg to try to make the town-w1de argument. Honestly we don’t know

where it’s going to go, but that ... is one of the bxggest copstramts to planmng in this

/
§
!

province right now because, you have someone coming 'in,‘ who has no real stake in that
m@@ty, but ié makir;g the ultimate decision for how that commu%;ity grows. I don’t
knoﬁv, I think a co;nmunity should have a voice,h in terms of \w;ere and how they grow. It
should beAtheir decision. It shouldn’t be someone coming in who really doesn’; know
that much about it you know. But agam, it’s not for me to say. Unfortunately a lot of the
time when it gets to the board it comes down to legal arguments It’s not about
planning anymore 1t s about “what does it say, where’ s the comma, Where s the semi ﬁ
colon, this is what I can argue that you were meamng to say”... I think 1t s really |
uﬁfortunate.

Another sut;ject expléins that thé lével of i)c;wer tﬂat the OMB hold; car; éerve as a deterrent for

3

planners to take risks:
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...in Ontario you have the added, and in my opinion problem, of the OMB — and I
don’t think that’s a unique opinion — that can over turn a decision made through
evidence and brought to council. So even when you are able to use the system to direct
growth in a particular manner, it can be appealed by a land owner or developer to the
OMB. So th;ere’s lots of hurdles to workiﬁg creatively within the planniﬁg environment,
and it becomes very easy to just... process the application, in a way that is the safest
thing to do...
The above opinions illustrate the importance of local context and municipal decision-making in
urban issues; both the Growth Plan for the Greater Golden Horseshoe, and the OMB perpetuate a

high-level, top-down approach to planning that can easily lose sight of the local.

4.2.2 Corporate Standards and Regulations
= In addition to provincial legislation, internal corporate standards and regulations were
sited by several subjects as a severe barrier to creativity within planning, Perhaps the biggest
hindrance to creativity is information and technology (I&T) security standards. As a plannerin a
managerial position noted:

_ What you’re finding is that, because we livein a technical age, there are almost too
many technical I&T standards that are driving business, or limitipg business needs, when
it should be the other way around. Business practices should determine I&T support,
but it doesn’t happen that way. What happens is you’ve got this dinosaur, and this huge
machinery of corporate I&T standards...(For example), we had to jump through hoops to

. get onto Facebook. Some people would say, “well why is the government wanting to get

on Facebook?” Well, who are your clients? (in this case) Your clients are kids at risk of
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violence, unemployed youth. How do they talk? Through social media...I grew up in the
80s and we didn’t have that, but you’ve got to understand to roll with the times, and
that’s how people communicate. They communicate on Twitter, Facebook, you know
those types of things right. And so we wanted to reach out to the youth with a Facebook .
account. Well you can imagine'how much grief we had to jump through to do that. And
who was making the decision? Corporate I&T. It does not work! It does not work! I
would say out of all of these restrictions, this one has been the worst.... We have a
certain internet browser that we use. We cannot use Firefox etc... anei what do we
- have? We have collaboratives with other levels of government creating websites that
are really really dynamite, and we can’t use the appropriate internet reader to access
that application, and ... it goesn’t work properly when we show senior levels of
government. You see what I mean? It does not work. And if ybu tell (corporate 1&T),
they give you all these 9 yards about security. Wireless - there is no wireless here in this
building, because of “security” issues. We have, for example, a Federal, Provincial, Local
" meeting of senior government officials, inciuding deputy m%nisters coming in next week .

talking about urban issues across Canada such as urban poverty. We've got a face to
face meeting that we’re setting up at a venue here ... (and) we have been faced with -
some technical problems with internet security, with Firef_'ox, with a whole host of othc;r
technical considerations, which prevent us from effectively presenting several
presentations at this meeting, that hamper our creativity, because of the (lack of)
&eativity of corporate I1&T.

The same subject later noted that the extremely regulatory framework of municipal planning for

security purposes has limited risk-taking, for fear of corrective action: . -

30



I’ve been in the planning field for almost 30 years. What I've noticed over the years is
tﬁat in the 61d days, there weren’t as many of these restrictions; There weren’t as many
of these guidelines to prevent civil lawsuits, and I found that planners at that time were
much more willing to talk, to give, to collaborate, and to share. I’ve found recently that
it’s become the opposite. It’s become more difﬁcult to get data, although tﬁe positive
thing happening out of it is you do have some exceptions, like open data. I think people
are beginning to realize certain things, but what’s happened is it’s become too... it’s not
as good as it once was... That’s what I'm saying has gotten worse for creativity, We're
now mired into a bureaucracy of over protectionism and fear of the ramifications of
what we do. And people are so scared now. They are scared to be creative.
In another interview, a senior planner sited a similar issue:
You know we haven’t caught up — we want to get into the social media ...(for social
interaction), but we’re not there yet. And I think what we need is younger people
involved,y gnd a way to get around certain city policies... For instance, all these |
computefs ai work, we can’t use Twiﬁer, we can’t use Youtube, we can’t use Facebook.
So, how do you use tﬁose great tools to cémmunicate with the public when you’re not
allowed to use them? So, that’s right at the m%nﬁent a stop Asign or hﬁrdle, or block to us
being able to use those tools, because we can’t access (them) ..But it vs;ould be rezﬂly
busefuil. And I know why tﬁose restrictions are put in place, but at the momentj it’s not
theric ‘yet. | |
Ona thlrd (-);:casion’ at a separate m;xﬁicipality, saifety and security standarcis were noted as a
barrier to iniéfnal ;:onsensus on creative ‘ide'as: |

I s'tivll féel liice. ..there (are) ceﬁ;in déparhnents that — and a lot of the time it’s

w1
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engineering, unfortunately — (are) used to doing things a certain way, and they do things
a certain way because of safety and security; because of standards that are set by
provincial ministries. And they’re not interested right now in accepting liability for
something that hasn’t been proven yet. So, ... really it’s a BIG hindrance right now to
moving in a different direction. And especially in terms of doing a lot of the
sustainability stuff, you’ve got to get the engineers on board. It’s hard though because
at the end of the day it’s their stamp that’s going on those drawings right, and they have
to be comfortable with accepting the liability that could happen, if it fails right.

These opinions illustrate the high level of influence that fear exerts on the planning process; in

this case, fear of electronic informati/c/m theft and corruption, and the legal ramifications of failed

projects and ideas.

4.2.3 Governance Structure/ Corporate Culture/ Leadership /_,
{

Throughout the interviews, a commﬁn theme that surfacéd was the impoﬂaﬁcc of
progressive leadership, and a corporate culture of innovation, in order to foste; creativity on an
individual and organizational level. However, for many sul';j ects, corporate culture and
leadership proved to serve as a hiﬁdrance to creativity in some capacity. F or example, one
subject at the director level exi:slained: | | |

Qne of the biggest problems is, when young planners graduafe and are looking for that

first job they come in here (and) the organization slots them like a rﬁouse ina little

cubicle, and gives them a whole bunch of “work” to do - paper pushing - and slowly over
timé the creativity is stifled and lost. 'I“h'e bést thing we caﬁ do with );oung plann;rs |
when they come in here is to give them - I mean yes theré’s wérk that 1;’eed:s to get

done — but give them the opportunity to continue being creative,vand actually redefine
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_their creativity through their work experience immediately before they get into the
Wﬁole mous;,e trap of the organization right. So you got to get the planners in here, allow
them to express their creativity, get them working on projects that are different, unique,
and get their ideas on various things right. Because I do believe...that organizations
by the very nature of being large bureaucracies dé generally err to the side of
stifling creativity, as opposed to promoting it. But, a lot of that also depends on the
leadership of the organization. So you can’t just blame the structure, it’s also the people
at the top.

As another subject explains, the planning profession exists within a bureaucratic entanglement
that makes it difficult to maximize innovation: |
I’d say the majority of the profession is still working more so almost as a mediator.

] There’s, I would say, a small proportion of our profession that is actually interested in
doing innovative and creative things, and pushing it forward through the bureaucracy to
get it done. I unfortunately think sometimes it’s easier just to get caught in the process.

- A lot of people that work as development planners get caught in the process. It becomes

- more about the process than about what is the end result of going through that process.

1 don’t know if that’s because of the way that planners were trained in the last few
decades... I would hope not, but Fhat’s what I see happening.. - . ..
For several subjects, the difection and functionality of city council ultimately plays the biggest =
role in limiting cre‘;itive capacity: |
I think probably from a day—té-day perspective, the municipal structure has the biggest
impact, because if you get a dysfunctional council - and they exist — you cannot get

anything done. At the same time, if you have a high functioning council and
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staff, and the industry are all on the same page, you can accomplish amazing things.
" And I look back again to the early part of my career — (to a major project in Toronto).

(That project)... was a political vision that the council supported, that the staff was
proposing, and yea it took a long time to get the market to go that direction, but you
know, all ﬁuee groups were on the same page finally, so it was happening... (in
addition), Markham centre is a fantastic example where you had a developer who was
way out there taking a huge risk, a council who supported the vision and staff who were
putting this forward, and it happened, and it’s now being built and it’s absolutely
amazing.

Similarly, for another subject: | //i

We are civil servants (and) \;e must follow how council directs us. I think as good public

servants we can see if there’s a way to work around it to achieve those goals and

/
/ .

- objectives even better, but we have to work around that. Now that’s a restriction only in

the sense that we don’t have the freedom of research that academics have. I can’t just

- say “oh I think we should do a poverty report on New Chinc§e Immigrants”. It’s got to
have a policy lever. I can’t just do it. So there are those realistic things that limit our
creativity, because we have certain priorities. In our work plan, we have certain
priorities in the council agenda.
While council agenda and functionality can serve as a barrier to creativity, the highly politicai
nature of planning in the public sector can sometimes serve és a deterrent to risk-taking, required
for innox;ation and progression. As one subject at the director level states:

...you don’t want to make a mistake that might come out in the political arena. So what

you do is you take the safer route right. The difference between the public sector and

34



_the private sector is, in the private sector you can probably be a bit more creative and if
your boss doesn’t like what you’ve come up with, he’ll you know slap you in the face
and tell you to get a life and go back to the drawing hoard. But here, if what you’ve
proposed gets on the council floor, and lets say its not kosher, then you’re going to hear
about it. You’re going to hear about it from politicians and it’s éoing to make the news
and whatever. nght so the politics of an orgamzauon and that’s the polmcs in terms of
pohtlclans sometimes stifle creat1v1ty also, because of the way decnsmns are made
(which may force you mto) taking the path of least re51stance

Slmtlarly, as another subjects states, the short-sned pohttcal agenda of some mom01oal1t1es can
often dominate decision-making, ignoring transformatlve and creative ideas over the lo;lger term:
" ..there needs to be a culture of innovatioh in the orgahization that ’eupooﬂs (creetivity)

ﬁrst of all, that doesn’t just tolerete it, but is suooonive.of innovation. Obviou;tj;, If I was
in a senior management position, I \&ouldn’t erant to juet bring‘an idea to council,
because it sounds good. You bring an idea to council because you’ve done the reeearch
jostifying the benefits. But even if the‘beneﬁts are not short term, even if they’re long-
term benefits, that would be hopefully something you cottld justify in the spirit of
‘creating e community over the Ionéa term, over the 20to 50 year time horizon rather
than justthe 4 to 5 year tlme honzon So there needs to be that culture not only of
“ supportmg mnovatlon but also thmkmg strateglcally and thmkmg for the long term, not
the short term political consequences And as we know in many (mumc1palxt1es) the
short tel;m political consequences are what dommate the dlSCUSSlon ’

Based on the above opinions, strong, coheswe leadershlp serves as the gateway toa creatlve

plannmg department These ﬁndmgs also 111ustrate the relat:tve nnpotence of personnel in non-
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managerial positions, without a cohesive internal culture that is receptive to ideas; creativity is
often dependent on the decision-making power of personnel in managerial positions, and is best

cultivated internally, from the top-down.

4.2.4 Resource Limitétions
The final theme that emerged as a barrier to creativity was a lack of reso&ces (in the
form of time, and manpower) to focus on bringing forth creative and innovative ideas. For
example, in one subject’s exﬁerience, municipalities are understaffed and overworked:
I don’t see (creative ideas) coming out in ’team situations because...the environmeﬁt is
that we’re understaffed and people are overworked, and they’re just feeling like they
can’t catch up on what they’re/:ioing, so I don’t think there’s a lot of rO(;m for them to ‘\
be creative. Or, if they’;re wérke;l there for so many years they probably knéw that, you
know manaéement isn’t going to be regeptive (to creativé{ ‘i(‘ieas) so they might have
given up. .
Another subject explains that, while he does not feel restricted in his ability to ;)ffer cre&tiver
ideas in his position, the time and manpower is not available to focus on, and implement these
ideas; creativity and innovation is ;mt a priority, but an aﬁerthougﬁt that is considered onc;e
previous commitments have beeh dealt with: |
I don’t feel particularly restricted in terms ;)f my abﬂity to offer a creative séiutioh or
opportunity, because I don’t really see a sort of structural bﬁa there. If anything, it
ﬁlay have to do with implementation,vand that’s sort of financially driven. \Or, if if;s a
matter of simple work load; and you séy “boy I'd like to work on this but I'm buﬁed”,

that’s a reality... It’s more a question of capacity. Yes the ideas are there but I mean, I |

could be here 24 hours a day. I don’t think there’s a shortage of ideas, I think there’s a
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shortage of man power. It’s one of those things where you have to pick your highest
priority and move for it. I think the other part of it is, creativity is something that needs
to be fostered organizationally, and in some departments I don’t think it is.
For several other subjects, limited time can inhibit the ability to focus on alternatives options,
and i&eas required for creative solutions. For example, planners in the development control |
department can feel rushed in order to process applications:
...the problem is, you get an application, the clock starts ticking, you want to avoid the
hearing, it’s costly, you’ve got all these lawyers upstairs, you’ve got all your time, and
the hearing will consume your life. And you won’t get to those other applications. So,
~ studies get pushed to the side because “oh that hearing. Hey, the clock starts ticl;ing. Oh
I’ better deal with that, get the comments 1n, get my commumty consultatlon meetmgs
in”. That really drives it. And there salot of apphcatzons I don t know what the stats are
these days, hut it’s pretty heavy o
As another subj ect in a director posmon explams, hmxted time restricts municipalities’ abxhty for
commumty outreach and cellaboratxon an nnportant reqmrement for maxumzmg creanve
solutions: A | | |
I guess the frustration I have is that there’s never enouéh time to ‘spend with all these
folks and to learn and understand.. As planners we have to work to understand.. “who
are we planmng for? Exisitng re51dents but future resxdents too’? Who s gomg te
come?” So collaborauon w1th our partners at York Reglon the conservatlon authontles,
' lall those agencies as well .is extremely 1mp011;ant I'mean one of our blggest challenges

here nght now is hemtage preservatmn There doesn’t really seem to be any appetxte

for 1t and we're mvolvmg the folks who run (a loeal heritage s1te), we ve tned to involve

{ t
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the national heritage trust to try to give us some ideas on how we can raise the profile
(of local heritage) and get some serious thought and...(perhaps) designations (and)
legislation around heritage preservation...before all the development comes and people
start whacking down buildings. So collaboration is key, but again it takes so much time
to talk, to meet, tc; consult, to read. I mean I coﬁld spend just days and days just

researching and reading.

In summary, it appears that some planners feel rushed and restrained by full agendas, and
insufficient manpower to explore new ideas, or even employ collaboration techniques to .
investigate creative possibilities; creativity undoubtedly requires focus, effort and time to

blossom. . | / :

4.3 The Shortccmmgs of Planning Educatmn
As alluded to in the early stages of thls paper, part of the reason I was drawn to
researching the creative capacity of municipal planners was bascd on the suggestlon that

planning students have greater freedom to pursue creative ideas in the academic environment,

than practicing planners in the professional environment. When subjects were asked how well |

the “creative ideals” learned in planning school now, transfer into practice, an overwhelming

i

majority expressed the irrelevancy of planning school. For example, as one director of i)lanning

who has experience teaching stated, planning school lacks real-world experience:

I don’t think planning school is that relevant. I mean you have to havé it; you have to

have a degree and you’ve got to learn the basms, but oﬁen what the students tell me is

K

that mest of the courses they take are not very relevant to the real worId They really

hunger for prachcal real-world expenence and so that s what I try to do in my

courses... I'm just saying that there ] st111 alot of academlc B.S. - that’s the best way |
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can describe it. There could be much more emphasis placed on training planners, who
are éoing to go out there, to not do more of the same (development), because that’s
not what we need (in terms of tﬁe suburbanization problems); You’ve got to break the
mold.
For another, a major shortcoming of leng education is its inabili;cy to prepare students for the
realities of political negotiation, and marketing, in order to “sell” creative ideas or developments.
As an example, the subject uses her experience dealing with Landscape Architecture students:
....the thing that I find happens a lot in Landscape Architecture or Architecture
specifically is that they don’t think about how somec;ne is going to be able to market
that building, or bﬁild that building, or even want to build that building. These are
practical issues right...You know it would be nice to do a completely (ecologically
sustainable) community in our province right. Carbon neutral? That would be far;tastic. I
would completely go for that. But to do it in the wrong location would be a huge
misstep right now because...if that thing failed, (every developer would) be pointing to
that thing anél sayiﬁg “listen, the provihce tried it over here!...it didn’t work, we don’t
. want to do it either!”, right. And then it becomes this political game, which we don’t
learn about enough in academia right now. I think the whole political situation and how
to strategizey around what’s happening (igj é t;rpe of creativity that they need to start
teaching more in school. Because you don’t get exposed enough to that anci ht;nestly
it’s such a ‘t;ig part... -~ .
For another sﬁbj ect, the disconnect between acaderﬁia and xﬁmket realities/trends can serve as a .
shocl% to new plam;ing pmfessikmals entéring the field:

Well you khoﬁv what, when I think about the transition from academia to the real world,
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it must be somewhat disappointing...I went back and got my degree... and I remember
thinking, you know these poor kids are going to get out and have all these wonderful,
great ideas, and then they’re going to hit the legislative wall, the market wall and the
political wall. And I tl;ink those are the three areas that can hit you in the face when you
first get out. As plann;ers we have wonderful creatix.re ideas about what development
should look like and where it should go, but very often it’s out of sync with the market.
So you have to kind of steer the market in a different direction — well that’s like turning -
the Queen Mary! Does it stifle creativity? I don’t think so, I think it maybe slows it.
Similarly, as another director of planning generally states, work experience brings intangible
qualities that are non-existent within/t}\;c academic setting:
I think there’s a sense of idealism obviously with students that fosters their creativity:
But without a dose of reality, it goes nowhere...You getjthe spéce to be creative in
school, but without the does of reality that work experieiacé brings it means really
nothing. I’ve actually seen quite a few (students) and I've worked quite a bit with -
students out there at Ryerson, U of T, York, and they’re gll good schools, but a lot of
- times the stuff we get back we can’t really put into practical use, unless if I get one of
my young planners to sit with those students and ac;ually guide them through the .
process. Because that planner wérl;ing here, (for) just a couple of years ...brings a dose
" ofreality to the students’ work. -
In summary, the planning academic setting can shelter studehts ﬁbm some (unfortunate) realities
of real-world practice. Better integration of practical experience into curricula may help i)rep;re '

new planners for important aspects of the profession, such as political and marketing .-

perspectives. - , C L : o
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4.4 Magimizing Creativity In Planning

Alor;g with uncovering some of the barriers to creativity and shortcomings of planning
school, the interview subjects offered insight on how creativity can be maximized within
planning, Similar to the barrier section, this section can be organized into two main types of
requirements for maximizing creativity. These include: corporate leademixip; and individual

behaviour

4.4.1 Leadership
F 61' several subjects, creativity within the planning profession must be fostered from the
top-down. It requires the creation of a culture of aeatiﬁw spear-headed by organizational
leaders who are recepti?e to innovative ideas, and encourage work beyond daily routines. For
eg:ample, one subject suggests that géﬁerating a positivémoral’e amongst staff members is~an
éffective methéd to enwﬁage innovz;tion: |
So morale is very important. I’m a manager that)believes certéin rules can be broken if
the overall effectisa greater morale, and more of an attltude of yéur staff to want to
work, to want to participate, to begin to think creatxvely If you come down and say N
“well, you were 5 minutes Iate from lunch, don’t do it next time, because these are the
rules” Idon’t agree with those things. I don;t care when peopIe take breaks. the
frankly I don’t care if they take two-hour hmches What’s more lrnportant is 1f you allow
- thhout abuse that ﬂex1b1hty, people w111 want to work for you, and when people
”want to Wark for you, they w111 Want to prowde that creatlvlty for you ‘
Thls ﬂex1h1l1ty and forg1veness can be seen in one subJect’s example of their Chlef

Adm1mstrator s approach to leadershlp, and the use of an mtemal blog

...part of fostering creativity in an organization which we really have here very strongly,
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comes directly from the CAO, The CAO has a blog. He has a blog on the computer -
where we can go and interact with him. He’s got “Ask The CAO” and all kinds of things
up. One of ﬁe things he does is he’s always giving this message out to staff: “there’s no
such thing as making a mistake” right. Because the moment I say you’ve made a

mistake, you’re never going to go down that road again. You’re not going to be creative.
It’s not a mistake. Now if you do something that you believe is a mistake, the only thing I
want to know from you is “what did you leam from that experience, and how would you
do things differently next time?”. His philosophy is that, people don’t go out there oﬁ ’
purpose in their organization to screw up. So if someone screws up, don’t hang them,

use it as a learning experience, :And when you foster that type of culture through an

fow—_—

orgamzanon, you’re going to have a whole bunch of people startmg to say “whoa, yoix

f

know what it’s ok, it’s ok to make a mistake. It’s ok to take a httle bitof a nsk, because I
know I’m not going to lose my job’ \" |
As angther subject explains, the ability for management and senior level staff to be willing to
listen to staff at a lower level is one of the most important requirgﬁ;ents for fostering a culture of
creativitil | | |
I think one of the things that really helps us herc is, we have really good leadershlp at
both our commissioner level and our CAO level And even my manager I mean, he’s
always w1111ng to lxsten to our ideas, and I think for someone in my type of posmon
that’s the most you could hope for right now nght Because you're not ina demsmn
making capacuy, so your job is basically to brmg the mformatlon forward to help inform

e

their decision as to whether we go ina cextam dlrecnon or not. And if you make your
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argument, if they buy it, if they’re on the same page as you then, it’s not a problem.

she also goes on to explain the importance of generating a positive morale from the leadership

level:

In my experience so far, when I have worked in places where I felt my creativity was
valued, it ’came down to leadership. It’s; a lot of the time about what’é happening at
those levels — at the commissioner, CAO, director level — that is making you feel, as
someone who is working at that place — that your ideas are valued. And you know it’s
small things. It’s (for example) passing them in the hall and they say “oh that was good

work that you did on that, I’'m really glad that you helped to bring forward that idea™.

~ You know it’s very small things like that. Everyone wants the cookie every once in a

while right, and it’s very small things like that that make you feel like you should keep
thinking about these things, that you should keep trying to make this a better place. If
those things aren’t happening, the morale in a place is going to go down and people are
just going to start to push the paper. Or, if you get someone at the top that has the “it’s
their way or the highway” type personality, and people keep trying to bring forward

ideas but they keep pushing them back, or hitting them down... again they’re just going

“ to say “why do I even bother, I'll just continue to push the paper”.

While leadership can be a severe barrier to creativity, it is also a primary ingredient to |

maximizing it. Personnel in leadership positions have the ability to shape and mold their

departments into one that is not afraid to take risks and is open creative possibilities; seemingly

simplistic measures such as employee appreciation can be instrumental in fostering a culture of

creativity.
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4.4.2 Individual Behaviour
While some barriers to creativity may be difficult to change, such as legislation, or the
political agenda, planners can maximize their capacity to be creative by confrolling how they act,
within the professional environment. For example, building personal relationships and networks,
collaboration, risk-taking, and managing personal expectations can be useful personal tools for
maneuvering through barriers. As one subject in a managerial position explains:
...the only way that (creativity) can be done is through constant networking. There’s no
secret té it. Constant meetings, negotiations, give and take, don’t demand. It’s all about
give and take and bringing people on side. So, for example, the city has- long been having
difficulty in getting conﬁdentigl; data from a number of sources. These can be social

housing numbers, they could be crime stats from the police. What we’ve managed to do
here is break down those walls, and convince those agen;ies thét sharing data is a good
|
- .. thing. So, one of the creativity pieces that we’ve done he\fe is to break down those silos,

through a manner of trust. I have coffee breaks with the police, just, you know “let’s
talk”. Some people may call it gravy, but it’s not, because ‘t(he only way that you can get
things done for the population, for the clients that you serve, is to nurture those -
relationships and sometimes it means having a simpl;z thing like a coffee. On the outside
it may look like, “well all he’s doing is having lunch”. Not so, because everything
happens through meetings and nurturing. Everything does. _

For one subject, in an organization that does not attempt to fogter a culture of progression and

creativity, networking and internal collaboration is a method of building consensus, in order to.-

further individual goals/ideals:

...this organization is not about (innovation and progression)...The planning department



is really about processing applications...so my collaboration has been more internal. I’'m

v

enlisting the support of other people in parks development or economic development

where I can to help make a point, or advocate for a particular project.

In addition to networking and personal relationships, maintaining a positive mentality through

capping expectations and being patient, can improve morale, and the drive to be innovative. As

one subject explains:

I mean you come out of school and want to (make a difference right away). I worked (on
a large project) early in my career, building the downtown. Well it took a decade before
we really saw things moving in the direction that we wanted them to. A decade, 10 years!
There was huge frustration early on about not having things go the way that we ilad
envisioned them. But I do think if you lose...that creativity, those ideals, that

direction, then you just become one of those paper pushers. So I think it’s up to the

individual as much as the profession.

. Similarly, another subject urges the importance of having a realistic mind-set, in order to keepa

positive morale:

The other thing is (you have to) understand that the world is not perfect, and that if you
want to be creative, you may not be able to solve all of the world’s problems all at once,
but you can whittle away at it; So just be rédistic, and you might fight a battle and lose

it, but you’ll win the war later realizing that you have to walk before you run. So, what

I’m saying is, your expectations should be capped, and be patient.

Perhaps the most effective way to maximize creativity through individual behaviour is by taking

more risks. However, for several subjects, this does not happen as much as it should. For

example:
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Well I think (planners) have to take more risks. You know what gets me is that -
everybody reads...everybody knows about peak oil, everybody knows about the issues
with the environment — well almost everybody. Yet by and large — and I'm thinking more
outside of the city — the same pattern of development keeps happening. Endless
subdivisions, big-box retail, car debendent, all that stuff. And, séme planners are trying
to turn that big thing around, and others are just going with the flow. And that’s the
main crisis. I think that people in that kind of leadership position should know better.
They should have the guts to take a stand, and tell their respective city counselors “no,
we’ve got to do it a different way”. And I'm worried...you know it’s just starting to bite
now with the oil crisis and al}}liat. ..I mean, we haven’t seen anything yet. The price of
gas is going to go way up in the future, which will chan%e all of sudden radically. Wé’ve
built this massive region based on the car and it won’t véfork mﬁore. So I think
planners have to tell the truth, be strong, take leadership ioiés, take risks, and they have

- to anticipate beyond where society is now. They have to shape (society), influence and

educate. .

In summary, often times modifying individual behaviour can be a simpler, more immediate

method to maximize creativity, than perhaps the large-scale amendment of legislation or internal

regulations. In this respect, planners can be masters of manipulation, in order to maneuver

through the web of restraints that serve as barriers to creativity.
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Chapter 5 Discussion and Conclusions

The‘above interview findings have presented a vast array of opinions and perspectives on
creativity in the planning profession, based on the responses of ten currently practicing planners
from within the GTA. Generally speaking, the findings seem to depict the relaﬁ§nship between
creativity and planning a§ an inherent struggle, dictated by restrictions both systemic‘ and
contextual in nature: On one hand, fundamental provincial planning legislation and regulatory
bodies (including the Growth Plan for the Greater Golden Horseshoe, and the OMB) present
restrictions at a broad, abstract level, while independent corporate standards and departmental
leadership impact creative capacity from a local coﬁtext.

_ But what exactly is creativity within the context of planning? Perhaps the most i;lttiguing
finding of this study is that creativity has different “meanings” to different people, depending on
local context and circﬁmstance. Take for instance, the example that one subject gave, of his
burgeoning relationships with other municipal departments, based on “coffee breaks”, in order to .
 maximize information and data sharing between them. In this case, although networking may not

seem like a creative venture compared to grand visions such as the aforementioned North
Qakville Secondary Plan Implementation Strategy, I would argue that, in it’s given context it is
creatmty; In a planning department where close prcfesszonal relationships that enable
collaboration are seldom forged, one mdmdual’s “unique” efforts to go beyond his Job
description to nurture reciprocal relationships is “pushing the envelope™.

- This bringsﬁme to my overall analysis of the findings presented in this study. The above
opinions largely paint ambleak view of the planning profession, through its struggles with the
intricate web-work of bureaucratic and legislative of frameworks. But is this not a reality of life,

which can hold true for other disciplines and positions; that progression is inhibited by
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restrictions in some form or another? Is not true that despite these inherent restrictions, many
disciplines, including planning, have seen great triumphs and accomplishments? — for example,
one need look no further than the establishment of the Ontario Greenbelt in 1995; an initiative to
preserve the Greater Golden Horseshoe’s natural heritage and resources from uncontrollable
urban sprawl. Instances like these illustrate that barriers, such as the ones presented in this paper,
can be overcome through initiative, risk-taking, collaboration, education, and leadership. In the
context of planning, these qualities and strategies are best cultivated at the local municipality
level, from within hierarchies of corporate leadership, and departmental management. Through
the cultivation of cultures of progression, the once-gated barriers to the avenues of creativity and -

5

. » i
innovation can be swung open, and traversed.
e
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Appendix A: Interview Questions

Interview Questions:

1. What is your position with the municipality? (entry level planner, senior planner etc.)
2. How long have you been practicing planning?

3. ‘What do you do in your current position? What do your daily work activities look like?

4. What does creativity mean to jfou, and how do you understand creativity within the context of
planning? What role does it have in planning?

5. Are you creative?

6. Arguably, planning students tend to have more freedom for creative, “out of the box” thinking,.
The academic setting pushes students to be innovative and creative; creativity breeds .
progression, solutions and improvements to an otherwise static world. As a practitioner in the
real world setting, do you feel your job enables you to bring forth creative and innovative 1deas‘7
How well do you feel the ideals learned in planmng school transfer into practlce? ’

7. How do you see your creative ideas make their way into practice, prograrn or policies adopted
by the municipality? Give some examples.

8. What are the avenues through which you express your ideas? (Group discussions, staff
~ meetings, the director/senior calls you in and asks for your ideas, for example)

9. Do you get credit (appreciation by your colleagues etc.) for bringing forth your creative ideas?

10. How do you maximize creative solutlons w1th1n your practice? Do you use techmques
(charrettes, focus groups, meetmgs etc.)?

-

11. Do you feel restricted in your ablhty to offer creative 1deas/solut10ns to certam 1ssues? What
are these restnctmns/ bamcrs‘? ‘ BN

12 What can mun101pa1 planners or the govemance system do to maximize progressmn and
innovation? Are they doing this?

-

-
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