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To the readers and facilitators of this document:

While creativity is inherit in the arts and in the South Carolina Visual and Performing
Arts Academic Standards (SCVPAAS), it is the intention of this docuniezgching
Standardsbased Creativity in the Art$p enable teachers to foster a heightenedigeea
experience for their students. Much is currently being written about the importance of
creativity in our lives. This document emphasizes the importance of this concept. Richard
Florida, Daniel Pink, and Thomas Freeman have brought the notion otWityettithe
attention of constituents not only in the arts however, throughout all areas our existence.

Teaching Standardsased Creativity in the Artis aligned with each of the SCVPAAS
content standards and their indicators. Strategies are givameftedcher to use to enable
students to foster their creativity through activities in each of the four arts forms. In
addition, resources are provided to give teachers further information to research
concerning the implementation of the standards via iengat

This document also provides readers with an Annotated Bibliography of Creativity
compile by Kristy Callaway. Twentywo different titles are provided with a description

about the publicationbés content. This wild/l
creativity. Dr. Nancy Breard has provided an essay titMuy Creativity?.Dr. Breard

defines creativity and addresses various levels of creative process. Dr. Seymour Simmons

has provided a comprehensive overview of creativity in his a@ialévating Credivity

in Arts Education: Myths, Misconceptions, and Practical Procedufiésarticle presents

topics of interest that reflect the various nuances that comprise our creativity.

It is essential t hat we f ocus ucationtowamlac hi ng
being more creativity both in the arts and in other content areas. This will provided them

with the competitive edge they will need to compete in a global community and
economy. The devel opment of cr d@pthemitot y i n o
solve complex problems that we meet daily as an individual and as a society. This
document will provide guaranteed experiences in that development.

R. Scot Hockman
Education Associate for the Visual and Performing Arts
South Carolina Departme of Education
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Why Creativity?

By
Nancy Breard, Ed. D.
Converse College

The quick, simple answer is that we are never more alive than when we are engaged in creative
pursuits. Thisanswer, of course, generates more questions. What are creative pursuits? What
makes them creative? Why do we feel more alive when we are creative?

Jane Piirto (2004) found that Athe root of t
Latincred us and cr e®Or e, meaning O0to make or prod
when we are being creative, we are growing in knowledge and/or skill, but we are doing so
independent of an algorithm or an authority figure. We are in charge of ougrowth in the

creative realm.

h
u

There is a myth afoot that creative pursuits are those related to the fine arts. Certainly there are
many ways to be creative in the fine arts, but the possibilities are much broader including all
disciplines and everyday If e . Csikszentmihallyi (1996) diff
person from the Al ittle ¢c0 creative person.
which they work and they tend to be well known. For example, John Steinbeck (novelist);

Albert Einstein (mathematician/scientist); Al Gore (politician/environmentalist); Spike Lee (film
maker); Stravinsky (musician/composer); Lee loccoca (automaker). This list could go on and

on, but these people significantly added to or changed their fields.

The 6l ittle co0 creative people are the ones ir
to mundane problems. For example, the cook who can create a tasty casserole on the spur of the
moment without a recipe, or the teacher who can createsitoaich an eyeatching bulletin

board related to the topic students are exploring.

Most of wus wil/ never be fABig CO0O creator s, bu
Alittle coO0O creators. Now t hatusmigwemneed® est abl
examine what makes them creative. First, we freely choose to explore creative ways of

approaching the task even though we may not have chosen the task, e.g. at work or at school.

The process depends on our background knowledge af imijude brairstorming,

metaphorical thinking, and problem solving. During this phase we attempt to withhold judgment

of our ideas.

Next, after reviewing our range of ideas using pros/cons or advantages/disadvantages, we let

them percolate or incubain our minds as we do other things. During this stage, we might have

an AAHA! 0 when we settle on one or a combinat
fruition using our best idea or ideas.



The process of being creative has energized astd/ated us. During the process of creating we
may have lost our sense of time because of our intense concentration and involvement.
Csi kszentmi hal yi (1996) would say we were in

The results of big and | ictioh Inereaded setisteemaradt i vi t y
confidence, selfecognition that we can be producers as well as consumers. There is a spiritual
quality (not related to institutionalized religion) that we experience during the creative process.

It is a feeling that ware, at least partially, fulfilling our destiny. Through the creative process

and product, we are BECOMI NG, which | eads wus
Csikszentmihalyi, M. (1996)Creativity. Piirto, J. (2004)Understanding Creidvity.
New York: HarperCollins Scottsdale, AZ: Great Potential Press
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Preface and Acknowledgements

Wherever we find it, creativity enthralls us, and we find it almost everywhere we look. As a natural
phenomenon, creativity is perceivable at every level of the cosmos from theflsitéins, to the evolution of
ecosystems, to the growth and development of each individual plant, animal, or person. As a human
phenomenon, it is evident in the imaginative play of children throughout the world, as well as in the
passionate pursuits of ¢ain adults who devote themselves to advancing what is given to us by nature,
whether through innovations in the arts and sciences, the education of the young, the improvement of society,
or the resolution of challenges that face us at any given momdnewéa as we assume that creativity is

innate to nature and essential to human kind, we also know that creativity cannot be taken for granted, for it
is all too often lost in the passage from childhood to maturity. It is thus the job of educatorsihceswsta
cultivate creativity, a task that encompasses both what we teach and the way we teach it. The process of
cultivating creativity among students with different backgrounds, abilities, and levels of interest can be
daunting in any era, but it may bepesially the case today, with education constrained in so many ways,

ranging from ongoing hightakes assessments to more recent economic setbacks.

Taking all these issues into account, my intent with this paper is to encourage renewed emphasis on

creatiity in arts education while offeringtrategies for doing so olance, drama, music, and visual arts

based on activitiesuch as those found ireaching for Creativity Using SC Standaf@008) In addressing
these topics, |  winylt hfso coufs cprreiantairviiltyy oo nt hfaoturl Ab el i
teaching in the arts and elsewhere. One myth links creativity with a radical view of originality assumed to be
free of all influences. A second identifies creativity with suffering of varkinds, while the last two define

creative people in terms of what are widely considered to be negative traits such as eccentricity and
irrationality, as well as rebelliousness and alienation. As | will show, each myth reveals important facts about
creativiy, but also conveys misleading fictions that can, when taken seriously, derail educational efforts to

foster creativity in schooldly goal, then, in addressing the four individual myths is to free us from the


mailto:simmonss@winthrop.edu

ultimate myth: that creativity cannot be tatig-ollowing what was said above, | contend the opposite, and

use discussions of the myths in question to propose ways arts educators can help students develop and apply
their creativity, not only within their particular arts discipline, but in educaltimrenas outside the arts as

well as in other aspects of their lives.

Creativity is therefore presented here, not as aroadd other aspects of arts education, but as integrally

linked to mastering technique, producing and performing, as well agngatmout the domain from

historical, critical, and aesthetic perspectives. In this way, it follbgaching for Creativity Using SC
Standardg2008),which applies creativity to the full range of standards. Similarly, this paper presents

creativity as relted to each facet of the learner: the physical body through skill development and
perceptiveness, the emotions through empathy anexgaiéssion, and the intellect through problkeotving

and critical thinking. The paper also touches upon a fourth, faiteh called the spirit, through which many
creators feel they get in touch with a fAhighero s
creativity is part of a fAholisticod appradepersont o ar
and contributes to each studentds comprehensive a
ist ucdeemtter edd | earning, which might be misinterpr e
cultivation of creativity as considerediritd cont ext i s a -oneramec tteodd olsd arrni
which the individual is integrally linked to other people, to society, and to the environment. All these are

spheres in which creativity can be applied.

I initially préaeemyetsmypfvicewsatonifiyd at conferen
Education Association (SCAEA) and the National Art Education Association (NAEA). Currently, | am
preparing a chapter on creativity based on arguments made in this paper for an NAEA paladitatio

holistic, studenttonnected visual arts education (Simmons, in press). | am grateful for the opportunity to
present these ideas here, to educatorgssthe arts. In that regard, | want to thank Dr. Linda Neely, Interim
Dean, College of Education, bhder University, who suggested | be invited to write this paper. | also want to
thank Scot Hockman, Education Associate for the Arts, South Carolina Department of Education, and Eve
Walling-Wohlford, Executive Director of the South Carolina Alliance fotsMducation, for issuing the

invitation and for generously allowing me the time to organize my disparate thoughts. Finally, | want to
express my appreciation to the numerous friends and colleagues who shared with me their perspectives on
creativity, as wik as to Marilyn Montgomery, Beverly Simmons, and Laura Gardner, each of whom edited
the paper and offered many valuable suggestions. This paper is dedicated to Dr. Israel Scheffler, Professor
emeritusof Philosophy and EducatipHarvard University, fronwhom | learned critically to examine my

own assumptions about educational i ssues, and who

10



premi se for the present wo r-rkindedihquiryaHisiconcern ® antegretef | er 6
intellect, emotion, and action; as well as his capacity to connect philosophical theory to educational practice,
all serve as models toward which | aspire here.

11
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SECTION 0: INTRODUCTION : CREATIVITY . WHY, WHAT, AND WHEN.

The topics addressed below have been matters of interest and concern throughout my career as an artist,
educator, and researcher. Among other things, my fieslemic presentation over thirty years ago examined

the association of creativity with suffering and irrationality in the life and work of Vincent Van Gogh, while

my recent talks have taken on several other myths, as was previously mentioned. Degpite this

preparation, the process of writing the present paper has been challenging for several reasons. First was the
complexity of the subject, which expanded before my eyes even as | wrote. Second was the need to address
creativity, not just in my own fiel, visual arts, but also in drama, dance, and music education, as well as in
other disciplinesThe greatest challenge, however, derived from my growing realization of how important

this topic has become and my desire to communicate this importancemoesheompelling way possible.

Indeed, current social, economic, and ecological problems urgently press us to develop our capacity for
constructive creativity, not only for the wellbeing of our children and the success of our state or nation, but

for the fuure of humanity and the survival of our planet.

Faced with such facts, leaders from business, industry, and government now identify the cultivation of
creativity as an international priority. For example, Bill Gates (2008) recently urged businesses to u
ficreative capitalismd to address the needs of the
presidential speechwriter, emphasizes the role of the arts in promoting creativity because, he says, they
engage creative functions attributedhe right hemisphere of the brain. Pink elaborated on this topic in the
introduction to his 2005 publicatioA Whole New Mindasserting that:

€ he last few decades have belonged to a certain kind of person with a certain kind of mind
I computer progemmers who could crank code, lawyers who could craft contracts, MBAs
who could crunch numbers. But the keys to the kingdom are changing hands. The future
belongs to a very different kind of person with a very different kind of micrkators and

empathizes, pattern recognizers and meaning makers. These feaqilsts, inventors,

designers, storytellers, caregivers, consolers, big picture thinkeis | | now reap SO
richest rewards and share its greatest joys
Speaking at a recent NAEAGd er enc e, Pink went on to say, Aart i
students can take because the art class is one of

(Rushlow, 2008, p. 1). Statements like this do more than just regfloe value of arts in education. As
NAEA President Bonnie Rushlow (2008, p. 1) points out, they also identify arts educators as exemplars in

cultivating creativity and invite them to take a leadership role in helping to foster creativity in theirsschool

13



and communities. Rushlow, of course, welcomes this-&magited recognition, but she also adds a note of

caution:

With all the attention that is currently being placed on arts education, it is our responsibility

to ensure that our art programs are ofblber worthy of being promoted. If we expect for

our visual arts classes to be taken seriously, they must be rigorous and challenging. We must
take a leadership role in providing our students with high quality instructions that merits

being placed in thlimelighti as front and centérof the educational stage! (p. 1)

Certainly, representatives from music, dance, and drama education would condieaenidg for

Creativity Using SC Standard2008) supports such efforts with a set of-agpropriatectivities in each

arts area. This essay, written as a complement to that document, seeks to help arts teachers encourage
creativity in their own classrooms, then to bring their creative expertise to a wider audience. Toward these
ends, it will analyze andn part, debunk the myths of creativity mentioned earlier, while responding to them
with some Aimplications for teaching creativity i
procedure for cultivat i ndedtoteachirtginedch oftbe altsPwhile@lgo t hat
being adaptable to almost any type of creative en
procedureso with fellow educators, arts teachers
curriculum. They may also teach similar approaches to others in their community who are working to address
the challenges of daily life as well as the larger issues facing society. To facilitate dissemination of these
approaches, | provide illustrations in eaattion of creativity applied in a various domains, professional,

social, and personal. Before addressing these practical concerns, however, | want to reflect for a moment on
the general significance of the thopiCa,ealtdasvdd yd?rd N
expand on her discussion of what creativity is, then review the history of creativity in arts education to

consider where we came from, where we are now, and where we need to go.

Section 0. 1: More on fAWhy?o

Formany artsedact or s t oday, the title of Breardbés (2008)
mor e pointed way: AWhy add yet another item to ou
is so notoriously di frrecalsuthetwonteos oftcreaivithced in he peefaced s a
this document. More specifically, she argues that creativity energizes us, motivates us, and revitalizes us,
thereby benefiting students and teachers, alike. This is a compelling responsellespeciane when there

are so many reasons for discouragement inside schools and out. But to make the case for creativity in arts

education more convincing and to promote more immediate action on its behalf, personal considerations such

14



as these must ade reinforced by cultural and biological arguments such as those alluded to earlier on.
Cultural arguments include the increasing importance of creativity in numerous careers and its role in
advancing every field from art and science to economics aitttpoBiological arguments include the role

of creativity in solving problems and adapting to changing conditions. They also include the fact that

creativity is one of the unique and essential attributes that distinguish human beings from other sybcies. B
sets of arguments converge to demonstrate that cultivating creativity can no longer be considered merely an
attractive educational enhancement. Instead, it emerges as a necessity to help us realize our potentials and so

make us all more fully human

Teaching for Creativity Using SC Standaf@908) reflects the humanizing aspect of creativity with

activities that emphasize connectivity among people and between people and their environments. For
example, in its section on acting and theatrical presentan it st ates that student
compare ways that people react to other people and to internal and external environments using [a] creative
strategyé. The teacher will guide studenpesplei n act

and to environmentso (p. 365).

As it has been described above, creativity is part of the pantheon of remarkable qualities that define us as a
species. Others include our abilities to reason, to use tools and symbol systems, and to thrivedgaill ki
climates. But creativity is not just one significant capacity among the many; it is arguably the most important
of them all. This is true, in part, because creativity allows us to apply our other abilities to new and useful
ends. In addition, creaity enables us to compose music, choreograph dance, write plays, and make visual
art (along with other forms of meaningful expression) that shape our cultures and define us as individuals.
Creativity, employed in these ways, has been essential to huragntityits earliest beginnings, making it
possible for us to advance in a relatively short time from an aslikeadéxistencé living in caves and eating

roots and berriek to a world of space travel, computers, biotechnology, and continuing changgthiha,

the need for creativity has accelerated in recent years, especially in industrialized countries like the United
States, where there seems to be a constant demand for innovation in every sphere, whether to address the
current financial crisis, oothelp us solve such liftareatening problems as global warming and

international terrorism.

Popular enthusiasm for creativity has recently given rise to a numblcta¥sin which people are
encouraged to fipush the amdyeligpe, @uidt mifnk heutrsicden
these terms already sound more than a little thiey actually indicate important aspects of creative practice

as it is used, both on personal and pr odoarsyisualon al

15



ways of doing things, and Athinking outside the b
essential for growth, helping us to discover and actualize our creative possibilities. Professionally,

individuals and organizationsthateay wi t hi n t hei r A c o mdndtrueewaysofne o by
conducting business can no longer compete in theahaarging global marketplace.

Arts educators are responding to these emerging personal and professional needs by putting renewed
enphasis on cultivating creativity, and the South Carolina Alliance for Arts Education is taking the lead with
its publication ofTeaching for Creativity Using SC Standaf@908) Still, to use this document effectively,

we must first be clear about whaeativity is to begin with. In the process, we must also call into question
two basic misconceptions that many us have cherished over the years: (1) that creativity is principally a

property of the arts and (2) that anything we do in the arts is, by definitreative.

Section 0. 2: More on AWhat ?0

The first of these misconceptionghat creativity is principally a property of the aits suggested in books
with titles like: The Creative Impulse: An Introduction to the ABporre, 2008). The ideaddso evident

when people say, il need to develop my creative s
Why dondét they say, dal think 1611 go to cooking s
starta small business,r t ake up snowboardingo? Al of these,

special brands of creativity, and so help us cultivate our abilities as creators in unique and important ways.

Nancy Breard (2008) makes this same point by presentiadivity as a multifaceted phenomenon that can
potentially apply to all fields of endeavor and all aspects of life. However, Breard also notes that creativity is

not always delineated in the same way, but instead can be separated into two distindtHevelst. level,
creativity with a odlinaaylcreativitycln its meat opviods udage, the athtds efd
fordinary creativityo is applied to activities ne
from chitlbdé&vyeplyapny problem solving to decorating
creativity also includes the more demanding and uncommon creative work done by the majority of
professionals in fields like the arts. Among these are even some of the nwests$ul individuals, those who

design and build skyscrapers, choreograph or star in Broadway musicals, write and direct Hollywood
blockbusters, compose and perform Graramardwinning songs, and conceive and produce milimtiar

ad campaigns likethenoes aired during the Super Bowl. This | e
ACO resexmwedi hary creativity, possible only for t
These, too, are found in every sphere, and includedivelrse hames as Mahatma Gandhi, Martin Luther

King, Jr., Marie Curie, Martha Graham, Frank Lloyd Wright, and the Wright Brothers. In each case, these

16



peopl eés ideas, discoveries, works of artre or inv
novel and practical, but because theyiafigential, significantly changing the fields of which they are a
part, then going on to affect the society as a whole.

The discussion of levels invites consideration of the second misconception: thatgametdo in the arts is,
by definition, fcreative. o0 |In practice, the exten
we define ficreativity, o and this, in turn reflect
example, Rbert Schirrmacher (1998), Art and Creative Development for Young Childriertalking about

small fAco creativity at its earliest stage when h

e The ability to see things in new ways

e Bourdary breaking and going beyond the information given
e Thinking unconventionally

e Making something unique

e Combining unrelated things into something new

Schirrmacher (1998) then continues along this same line by citing psychologist E. P. Torrence (1963), who
he says, Afhas chosen to define creativity as the
ideas or hypotheses, and communicating the result
can rightly c| adssionlepirs early imlie.rBabées manigulate toys, explore space,

di scover their body parts, test hunches about the
Creativity such as this can be found among virtually all children and is a gift eénBgucontrast, Mihaly
Csikszentmi hal yi (1996) defines creativity as HfAan
that transforms an existing domain into a new one
i Co aangely, thaughlnot exclusively, a product of culture. It therefore applies only to a small number of
adults such as those mentioned above, for whom extensive training, study, and effort are combined with a
little something exbras ofntEmomas | Edi ssomdpi famo own
perspiration and 1% inspiration

(http://quotations.about.com/od/stillmorefamouspeople/a/ThomasEdison2.htm).

Because the ter m, Acreativity, 0o def i3sandothaasy and u
(Sullivan, 2007, p. 1183) have turned from asking
Answers to this second question as addressed later in this article include the societal conditions under which

creativityinapartcd r domain is accomplished and recognized.

17



might refer to meeting a given set of criteria for creativity in its various forms. Pamela Stokes (2006)
proposes three such criteria, including some previously mentionédgsay

Creativity happens when someone does something new that is also useful or generative or
influential: Usefume ans t hat t he newGéndrativegeans thdtthees a p
new thing | eads tloflueotialmeans thatdhe aeshingochangeshthien g s é
way people look at, or listen to, or think about, or do things liKg.itl)

These criteria could be applied to arts education in several ways. When we study existing works, they could
help us determine whether the works are creativeog and if so, to what degree. Less creative works would
evidently meet fewer criteria or meet them all, but only superficially. By contrast, the most creative work
would meet all three criteria in significant ways. Stokes provides an example of ghdbévail creativity by
explaining how her three criteria were met by the development of Cubism as a new form of painting, one that

represented observed objects in an abstract way. Cubism, she says:

€ w asefulin solving the problem posed by Picasso Brajue [of how to show objects
from multiple angles]. It wagenerativan leading to variations on that solution [including
collage]. It wasnfluentiali n changing the ways others saw,

other forms of representational abstrad. (p. 3)

Stokesd criteria could similarly be applied to ev
structured to ensure the requisite criteria were met. Such a structure would begin with arts activities designed
to engage students in genaiproblem solving. It would then require them to generate multiple solutions

leading to inventive results that make others see such problems differently in the future.

These criteria also show us see why the assumption that everything we do in ati®eduest be
creative is, in fact, a misconception. For this to be true, all activities in every class would have to
meet Stokesd conditions, but this is neither
classes also necessarily involvereleping technical competence, performing or studying the works
of the past, and acquiring other knowledge about the domain, all of which are important

complements to the creation of original works. Moreover, even when the focus is explicitly on

18



making orginal works, creativity mawot be the primary concern, as is evident in the following
review of past approaches to arts education. This review also shows how creativity has been linked

with different human attributes, as noted in the preface.

Section 0.3 Creativity in Arts Education i Past and Present

Looking back over the ages, no one can dispute that the history of the arts is a history of ceaseless innovation
and creativity to the highest degree. Even so, contemporary arts educators and advdbatest$an

education might be dismayed to discover that their predecessors were not always interested in promoting
creativity, per se On the contrary, more often than not, the primary goals both of general arts education and

the preparation of professial artists and performers have been to honor and sustain established practices

while constraining innovations in technique, style, or content within socially approved boundaries. This
conservative attitude is mostnalppaocseingt i s ,wdh att h ans «
over time. For example, in a recent PBS television sdties, Art Made the WorldMurphy, 2005) the

narrator described how, for 3000 years, ancient Egyptian artists used the same proportional grid to draw their
uniquely stylized human figures. Such remarkable longevity is explained on the website for the series by

saying that the Egyptians believed hei r schematic and conceptual i ma
system was a divine gift that would be spotle¢ any deviation from the nor m.

http://www.pbs.org/howartmadetheworld/episodes/human/egypt/

Another reason for artistic continuity in ancient civilizations, as well as in living traditional cultures like that

of the Australian Aborigines, is the fatit, in such cultures, the arts are so much a part of everyday life. We
might even say that the arts are the glue that holds these societies together, first by defining, then by
maintaining, their unique cultural identities. One way the arts do thiscisraeyers of sacred stories that

transmit beliefs and values from generation to generation. In addition, the arts are essential components in
the rites that mark | ifebébs i mportant passages (co
populace in necessary tasks like hunting and harvesting, worship and warfare. Perhaps less obviously, the

arts play many of these same roles in more fAadvan

In these ways, artistic creativity serves both a spiritual purpose andiagdrace. For, as Ellen Dissanyake
(1977) explains, without the arts and the aesthetic impulse to unify a culture and focus its creative energies,
human societies fail, not only to thrive, but even to survive. Others, however, have used similar fguts to a

againstcreativity in the arts, viewing it as a threat, whether to religious beliefs, morality, social stability, or
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political sovereignty. In such cases, artistic creativity is usually tied in a negative manner to the expression of
emotions and the ay these artgispired emotions can influence behavior. Plato (Cornford, 1941), in his
Republic,wrote about music in just this wasaying:i The i ntroduction of novel f
to beware of as endangering the whole fabric of societgsaimost important conventions are unsettled by

any revolution in that quartero (p.115). Aristot!l
training in dance as being fAuseful in purding the
Chapman, 1981, p. 109).

Creativity in the visual arts at the time was a very different matter. Here, creative concerns remained largely

in the physical realm, involving the pursuit of realistic representation and the mastery of materials and
techniguesArtists in ancient Greece, and throughout the middjes, were thus viewed essentially as skilled
craftsmen. This attitude only began to change in the Renaissance when the first art academies began to
emerge (Pevsner, 1950). Initially, the academia®weéormal gatherings of artists, philosophers, scientists,

and their patrons, who studied NB@tonic philosophy and were inspired by such figures as Leonardo and
Michelangelo. Based on these influences, the academies held artistic creativity upteldeatual effort in
pursuit of the Aideal formso of truth, beauty, an
from casual meetings of likainded friends, into powerful official educational and cultural institutions

whose role it wasotpreserve aesthetic and other values handed down from Greece and Rome, and use them

to glorify contemporary monarchs and governments.

Toward these ends, the academies provideddaol | ed fAcl assical o6 training f ol
dance, dramamusic, and visual arts. The academies were also purveyors of taste, determining what counted

as good work while opposing innovations not in keeping with their values. This meant that those with truly
unigue ideas were forced to conform. If they did ttoey were impeded from pursuing their careers and

were often pushed to the mar gi ns"centuryBadsy In®ussia, ( henc
China, and other countries where official academies are still in power, creativity remains ikqoerding

to Yan Jun, a contemporary Chinese sound artist:

join the official system. It6s not about the musi

Despite occasional rebellions, including especially the Romantichera greative individuals tried to

reassert the preeminence of emotion over reason, the arts academies largely maintained control of arts
education in Western Europe and America until the middle of tie@@tury. At that point several factors
convergedd allow arts education finally to throw off the mantel of the past and focus on creativity. Among

these factors were new approaches to education, notably in America those of John Dewey and the
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Progressives, which emphasized experiential learning and gaerlsprominence to the role of the arts in
promoting creativity and imagination (Dewey, 1934/59). Arthur Efland (personal communication, March 28,
2008) has also suggested that the interest in creativity then reflected an emerginglasddiéhose vaks

and needs contrasted with those of both the working class and the upper class. For the former, art education
typically involved developing technical skills and craftsmanship. For the latter, it centered on appreciation of
the fine arts.

Equally imporant, the change in arts education reflected the spirit of innovation that defined the modern era.
This manifested itself in ongoing revolutions in the arts, as well as unprecedented progress in science and
technology. While both domains valued creativite sciences at the time did so by emphasizing reason and

the scientific method, whereas the arts came once again to identify creativity with emotional expression.
Among arts educators, the two cenxpeptsswimhachast wmal | y
retained its prominence (whether positively or negatively) up to the present. According to Efland (1990b),

the concept as it was initially framed reflected the political and psychological ideas that were prominent at

that point. The politida | mper ati ve fAcame from the artist as a
psychol ogi cal influence was derived from AFreudi a
neurotic behavioro (Efl and, 1 9a9né lass a matter & @akhing Cul t i
technigue and more a matter of letting natural creativity emerge by freeing children (and adults) from outer
prohibitions and internal inhibitions. A vivid example of this comes from dance education during this period,
whichhaccording to Krauss and Chapman (1981), pl aced
selfdi scovery, and on spontaneous response to musi C«¢
practiced in the academies, some writers consdskill for either the student or the teacher as not only
unnecessary, but potentially detrimental. As an example, Krauss and Chapman quote Cole (1940), who sums

up attitudes about both dance and visual art:

édancing, I i ke c hiehtedrbadkdrosind.drmrfdct, as in theirmn, it ca e p e n
be a good thing if the teacher is unencumbered with old ideas on the subject. What the

teacher needs is faith and understanding. Faith that there is the capacity within the child to

do surprisingly beatil things when encouraged and freed by the tedchederstanding

that childrends dancing is not a thing of s
The moment we concern a child with steps, we tie him up, inhibit his free movement, make

him fearful, put false emphasis. The walk is ruined if we ask the child which foot he puts

forward first. He just naturally walks following a desire within him. So also will the child

danceé(p. 69) .
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Returning to the visual arts, Efland goes on to descilaethe psychological and political rationales for

creative seHexpression evolved during and after the Second World War. During the war, Efland says that,
isome art educat eerxsprheasds ieognu aotfe dt hteh ea rsteilsthe wi t h t he
democratic way of Iifed (1990b, p. 123). Efland t
the end of the war, argued that childrenbés art fc
allowed to develop freely, withoith e r epr essi veness of society which

personal vision. The child as artist was the inst

If anything, political events during the Cold War emphasized even more ploeténce of cultivating

creativity, and not just in the arts. Chief among these events was when Sputnik, the first satellite, was

l aunched by the Soviet Union, putting America beh
response, calls fromlajuarters urged renewed emphasis on creativity in schools, focusing naturally on
science education. Nonet hel ess, the arts also res
art classes coul d nAenabl eveloprioagabefarestiey qgam develbpeénmother o | v i n
areaso (Efland, 1990a, p. 237). Based on such <cl a

and the early 1960s, some of which are cited below along with forerunners from early in the era.

In theperforming arts, emphasis on creativity during th® @ntury meant expanding beyond the classical
repertoire in music, dance, and theatre, while promoting opportunities faxpedssion and innovation.

One such i niTheCotempoearyWMass ct lPe off ect , 60 funded by t he
make contemporary music a part of children's I|ive
music in the public schodals ( Ri c k ey, 2006) . I n theatdearlieranbmp hasi s
the work of Viola Spolin. As drama supervisor for the Chicago branch of the Works Progress

Administration's Recreational Project during the Great Depression, Spolin developed the rimowall
fiTheatre Gameso t oc c b aswshiiédagtibiandfaeusingah® doncept df play to

unlock the individual's capacity for creativeselk pr es si on o
(http://www.jbactors.com/actingading/actingteacherbiographies/violaspolin.html | n Spdliie 6 06 s ,
published her ideas in an influential botkprovisation for the Theatrl963, 2000).

Initially, as suggested above, new directions in visual art education opposed academicsasitheti
teaching methods, favoring instead opportunities for free expression, experimentation with media, as well
as the study of elements and principles of design (Dow, 1913). In particular, art educators like Victor

Lowenfeld (1957) opposed the traditiohlearning by copying, even urging teachers to avoid showing
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examples in order not to influence studentso crea
often misunderstood or taken out of context by subsequent generations of art teachersl wiemte

justify laissez fairgpedagogy where students had many liberties and little guidance (Saunders, 1982). A
similaoffibaptts | osophy pervaded the art school s wh
Writing at about the same time laswenfeld, the abstract painter, Ad Reinhart (Goldstein, 2002),
caricatured the fine art training of his day in i
positive, only negatives: no texture, no brushwork or calligraphy, no sketching or drawiiogms, no

desi gn, no col or s, no |ight, no space, no size or
subject, no matter. No symbols, images, or signs. Neither pleasure nor pain. No mindless working or

mindless norworking. No chesplay i n g 0 {298)p In hisZe9eflence to cheglying, Reinhart was

talking about Marcel Duchamp, a great rule breaker of eafly@6tury art, implying that contemporary

artists should reject even rebels of the immediate past in their search foaliyigitesponding to voices

|l i ke Lowenfeldds and Reinhardds, art teachers at
observational drawing in favor of free experimentation with media and visual elements unimpeded by

formal instruction, s hat t he only expectation was that every(
from everyone el sebs. I'n this, it might be said t
physical engagement, although, according to individual interests, ifdedings, and spiritual concerns

also played a part.

The explorative, experimental, and undirected approach to creativity in arts education grew increasingly
common throughout the late 1960s and 1970s, influenced by the hippie culture and the nevglafiwit of

the age. Even then, however, critical voices were starting to emerge (e.g., Eisner, 1968). Finally, in the

1980s, political and educational climates turned decidedly more conservatiVaisaad fairearts education

started to look moreke recreation than education. This kind of thinking made the arts in the schools
increasingly vulnerable to being cut back, or simply cut, when money was short and pressure to improve
academic test scores was high. In response, some arts educatorsairgddthe | d t o go fAbeyon
put renewed emphasis on the more academic disciplines of the arts, notably art history, criticism, and

aest hetics. The new trend, called ADiscipline Bas
ficurriculdoum nc ecnotnetrreadst t o the fAchild centeredo app
such, it met with some resistance (e.g. Burton, Lederman and London, 1988), but eventually prevailed. From
its origins in the visual arts, the disciplibased appro&icwas applied to education in music, dance and

drama with the publication of ti¢ational Standards for Arts Educati¢h994).
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Of course, théational Standardslo nothing to discourage creativity, and indeed many standards explicitly
apply to creatingrginal works. Nonetheless, the general trend of whictstaedardsare a part has been to
downplay creativity as the primary goal of arts education, while distributing instructional time and energy
among a variety of other concerns. This change in engpisaavident in the 2002 bodkontemporary

Issues in Art Educatioh Gaudel i us and Speers) where fAcreativity
its index, compared to 28 pages for fAcul tusice, 06 40
the situation is no b Ednteneporary MusicoEducation®B2dition, listedLirditd 6 | Ma
index only one page for fAcreativity,o |inking it

The current resurgence of interest in creativity in arts educadpesents a reassertion of the value of

creativity in the general development of children and young people, as well as its potential future benefits for
their careers. To meet both these needs, | would argue that creativity should be regarded &s a holisti
studentconnected activity as described here, rather than one that focuses on one aspect of the person or
another, while viewing the individual as somehow apart from society or the environment. By the same token,
| would also urge arts educators to avearlier attitudes, such as the inclination to pit artisticesgifession
against studying the arts, viewing the former as always creative and the latter as necessandigtveti

Instead, we can followeaching for Creativity Using SC Standaf@608) in applying creative strategies to

each of the standards. Arthur Efland (2002) makes this point speaking about cognition in the arts, and

particularly the role of metaphor in cognitive processes:

The arts are places where metaphoric leaps of imaginate prized for their power and

aesthetic excellence. Moreover, it is in the arts where the experience, nature, and structure of
metaphor becomes the principal object of study. This happens in activities where individuals
create works of art, but it cam into play in the interpretation of works as well. Deepening

the wellspring of the imagination and the role it can play in the creation of personal meaning,
and in the transmission of culture, becomes the point and purpose for having the arts in
educatio (pp. 152153).

Even given this comprehensive perspective, arts educators may still face challenges cultivating creativity in
their classrooms. Some of these may derive from practical problems, like not knowing how to teach
creativity so that it does ndegenerate merely into playtime, or not knowing how to assess work that is
necessarily diverse and that might also be provocative (Hallquist, 2008). Other challenges may stem from

lingering myths about creativity, including those discussed in the foltpsactions of this essay.
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Section 0.4: Notes on Myths
Numerous authors have expressed concerns about the myths associated with creativity, and the difficulties
they can cause in various domains. Addressing an audience of educators, David PerkinsritE384atv

ficreativi-tyddensandyméssy a subject that itbdés ess
sound characterizationo (p. 1). Perkins then high
ot hers: 0 t heabtelviiagfys rteffdtecitcs a kind of special ab

talent. 0 Both of these myths make creativity out
and most do not. Instead, Perkins presents creativity asoih$&sdered here, more a matter of intentional

effort, motivated by passionate interest and aided by education, therefore potentially available to all. Teresa
Amabile (2001) takes a similar tack in an article publisheshierican Psychologwppropriatelyitied,

ifBeyond Talent: John Irving and the Passionate Cr
wr i t i n gighthgalerit and seveni ght hs di sciplineo (p. 333). EIl s«
addresses creativity in a businesstcenx t by | i sting six other myths, s

creativity, o Atime pressure fuels creativity, o an

I'n my view, these and similar beliefs about creat
topic |like those mentioned earlier in this paper.
the name the way it is commonly used. First, i ke

in human history and the human plsgc As history, they are embedded in the creation stories of many

cultures as well as in their tales of gods and heroes. As psychological elements, they are intimately tied to
significant common human experiences like birth and death, childhood innoaedaglolescent rebellion.
Second, the Amyt hs of creativity, o0 so described,
hold on our collective imagination. In this case, imagined associations surface in the form of familiar
stereotypes likehie untutored genius, the tormented artist, the mad scientist, and the unappreciated visionary.
Third, as with other myt hs, the Amyt hs of creativ
these facts with certain fictions that have somesitmeen assumed to be true, resulting in serious problems,
educational and ot her wi se. Fourt h, as is the case
of creativityd may not be explicit ltifcamirdleencgthe z ed a
way we think and act. This situation makes the study of the myths in question far more than an idle

intellectual exercise. Instead, such a study offers us a chance to look more closely at the reasons behind
choices we makeeachdayaart s educators. As | hope to show, t
creativity, o when properly grasped, can facilitat

more harm than good.
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To further our understanding of these myths and thetiential impact on arts education, | will introduce

each myth by speculating on its possible origins and connecting it with creative individuals inside and

outside the arts. | will then consider educational implications associated with the myth dodetne
section by proposing a Apractical procedure for c
help students develop creative habits and apply the creative process, as well as suggestions for how teachers
can support their studentssoch efforts by shaping creative problems, and assessing student work in ways

that will stimulate collaborative creativity. Taken together, these activities can help establish a creative
atmosphere in any arts classroom. Also, as noted earlier, sinmilatiesccan be shared with others to

expand the reach of creativity throughout the school and into the community.

SECTION |: CREATIVITY AS ORIGINALITY :
THE UNTUTORED GENIUS VS. DEVELOPING CREATIVE HABITS

On the face of it, the association betweentorigg and originality hardly looks like a myth at all. In fact, the

two terms often seem to be synonymous. For instan
tobigl eague creators | ike John Col tarlane& odrheBeb pDyludr
confirmed by dictionary definitions in whichczeative persom s fisomeone who comes up
n(1l) original and (2) odghaif unVv ol (O aMmpoO9OZAIi mgpdomwh

abilitytoth nk creativelyo (Encart a, 19 9miginal caA mefierdoea f r om ¢
fdeparture from traditional or previous practice,
ficreative. o | f the di dtiispreairsiee swi $thopgpped mydrhe ,ofwdic
move on to more controversial topics, but there |

within the mythic realm: when Aori gi nalffon means fAc
anything elsed (Encarta, 1999). Il call this defin

many of the problems in arts education cited above.

Section 1.1: Roots and Attributions

The mythic roots odi malrietayd vanteg fasumadimadr @atii on
in which the divine being, starting with nothing at all, issues everything into existence, from the cosmos itself

to the tiniest creature within it. The Jud€aristian version canbefourdi t he f i rst | ines of
beginning, God created the heavens and the eartht¢é
interpretation of this awesome event on the Sistine Chapel ceiling shows the bearded Jehovah with mighty
arms outstretatd, bringing forth from the void the two celestial spheres, simply by pointing. Classical

nomenclature for such phenomenarisatio ex nihiloicr eat i on from nothing. 0 A
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ABi g Bang, 06 the pri mor devesktinenstipn tre £volotion ot theartivergeh y s i c i
(http://www.bigbangtheory.comy

In terms of the arts themselves, the myth of #dAcre
when divire and artistic creativity were thought of as one and the same. The attitude is described in Benton
and Di YannubdsefO2OBB8manities textbook: AArtists, ¢

inspired visionaries with Promethean powers of iratfmn and illumination. Many compared the creative

power of the artist to the power of the biblical
creative geniuso (p. 449). Re | a tcreatigex nilfo,iRemantio n c e p t
theorists claimed that, Ano painter or author sho
alone, different from the rest, and unsurpadsad t r ue ori ginal o (p. 449).

More downto-earth, the most familiar exemplars of pure aminfluenced originality are young children

who spontaneously draw, dance, sing, and engage in dramatic play without being taught how to do so by
parents or ol der peers. Ot her examples include #fo
demonsgtate remarkable creativity even though they live in poverty and have little formal education. Victor
Lowenfeld (1957) used these same examples to argue for his approach to arts education, which, echoing Cole

(1940) as noted earlier, sought to keepthegourc hi | d6s creativity free from

If children developed without any interference from the outside world, no special stimulation

for their creativity would be necessary. Every child would use his deeply rooted creative

impulse witiout inhibition, confident in his own kind of expression. We find this creative
confidence clearly demonstrated by those people who live in the remote sections of our

country and who have not been inhibited by the influences of advertisements, funny books,
and 6education. 8 Among these folk are found
examples of childrenbés art. What <civilizat]i

the natural base necessarydach free creation. (p. 12)

Theintrinsicv al ue of maintaining childrenbds apparent i nn
debate (Wilson & Wilson, 1977) . Yet , few wil./ den
instincts often serve as breeding grounds for ideablgms, and interests that can engage creators,
including those with a capital ACO, throughout th
Creating Mind91993), puts particular emphasis on the role of childhood experiences on great crahtors of

modern er a. Among t hese, he describes the i mpact

27


http://www.big-bang-theory.com/

on the development of his psychoanalytic theories
magnetism for his eventual brealdhghs in physics. Gardner also considers a rather different way in which
childhood experiences influenced Pablo Picasso. In contrast to Einstein and Freud who evidently valued their
early interests and concerns, Picasso saw little merit in his own chil@mhdargely, he says, because it

| acked Achildlikeness or naiveteéAt a youthful ag
that | am shocked todayo (p. 145). Apparently in
have pursued the qualities of childhood art for the remainder of his long life. Attending an exhibition of
childrenbds art, he famously remarked, AWhen | was
whole | ifetimeptld. draw | i ke themo (

Even if he did, in fact, aspire to childlike inno
the Romantic ideal of uninfluenced creativity. On

creativity was largely possiblpreciselybecause ofiis exposure to so many influences. The masterly
draftsmanship evident in his innumerable drawings, paintings, and prints would have been impossible were it
not for the rigorous training he received as a youth in academic rendmimgques. Moreover, even as he

rebelled against the academic style in every way imaginable, Picasso never stopped learning from other

artists. According to Norman Mailer (1995), when Picasso arrived in Paris from Spain in his late teens, he
iprocepaiemdt ¢dion response to the work of Corot, Coul
and a host of | mpressionistso ( p-LautB®andothéete t hen fa
contemporary artists (p. 40) before turning to the art of AfricaGo®hnia as stimuli for his early

explorations of Cubisri which itself was developed in close collaboration with Georges Braque (Gardner,
1993, p. 160). Actwually, Picasso made no pretense

artistshor ow, great artists steal! o (Genn, 2008) .

The same could be said of Williaghakespeare, who unabashedly drew from a wide variety of sources,
including ancient and recent histories and plays (Muir, 2005) as well as traditional ballads and popular songs
(Duffin, 2004). Aside from such borrowings, however, Shakesphkasseem to fit the Romantic ideal of
uninfluenced creativity in some striking ways. For one thing, historical documents show no evidence that he
received even the most basic education fodhigs much less anything higher (Schoenbaum, 1975), but this

lack of education did not stop him from becoming arguably the greatest writer in the English language.

Mor eover, Shakespeareds origins as a c oknowledgeer wou
of the nobility (unlike today where nearly everything is exposed in magazines and tabloids, on television, or
over the Internet), yet he was still able brilliantly to portray the thoughts, feelings, and actions of kings and

gueens, dukes and cesses, etc. Thus described, Shakespeare perfectly exemplifies the stereotype of the
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Auntutored genius, 0 one for whom it is assumed th
heights of creativity. But this claim, too, has been subjedouit by a host of notable figures, including

Mark Twain and Sigmund Freud, who cite the scant evidence of his education and experience as reason to
guestion whether the fiBard of Avono could really
2008; BivensTatum, 2006).

Sectionl.2: Educational Implications

I't is not my intention here to argue the authorsh
of inborn creativity and genuine originality, whether of young children oispoted geniuses. On the

contrary, | take these examples, combined with the previously noted display of creation in nature at all levels,
as proof that creativity does indeed spring from some innate source, however such a source may be defined.
The relevanhpoint is rather that, unlike divine origination, human creativity always neeesxjating

conditions with which to work: content, concepts, methods, and materials. These, in turn, are generally a part
of established domains (or creative systems) sat¢hat of music, drama, visual art, or dance. People who

want to stay creative beyond early childhood need to be initiated into these domains, whether formally or
informally, and must continue to work within them, against them, or between them as lbag ssnain

creatively involved. Mihaly Csikszentmihalyi (199&iticulates this imperative:

A person who wants to make a creative contribution not only must work within a creative
system but must also reproduce that system within his or her mind. maifds, the

person must learn the rules and the content of the domain, as well as the criteria of selection,
the preferences in the field . . . a painter cannot make a creative contribution without

looking, and looking, and looking at previous art, anthaut knowing what other artists

and critics consider good and bad art. (p. 47)

Csikszentmi halyi és ideas are echoed ClegtingtMindsar d Gar
(1993), which analyzes the lives and work of seven creators who ushénechiodern era. Included among
the seven are Albert Einstein, whose Theory of Relativity altered our conceptions of space and time, energy

and matter; Igor Stravinsky, whose startling compositions,Tie Rite of Springchanged the path of

classicalme i c ; Mart ha Gr aham, who devel oped a Adistinc!
Picasso, whose broken picture planes and fragmented figures in paintiigelike De moi sel | es do
were visual metaphors for the traditions he helpedtosh¥teet , even such revolution

Aficompletely new and so not copied or derived from
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fireformulations, 0 which nfnentail ed, par acaeimplestal | vy,
forms, sounds, i mages, puzzleso (p. 7).

Mor eover, none of the individuals Gardner studied
untouched by the influences of the past. On the contrary, each one had to have mastered thedestablis
traditions within their domain before they were able to advance beyond them and create something new.
According to Gardner, this process requires on average ten years of almost total immersion in the domain, a
time dedicated to studying accepted faotd theories; learning the relevant skills, techniques, and ways of
thinking; and exploring, at least in an initial way, the most prominent concerns and questions of the day. But,
obviously, mere mastery of a tradition is never enough to be creative withhat also is needed is the
ability to shake off conventions and find oneds o
Tharp, in her booKhe Creative Habi(2003), this search for creative individuality involves not only

breaking old, worrout habits, but also developing new ones. Tharp then draws upon famous creators from

the arts as well as other disciplines to describe a set if habits that support the creative process at every phase:
the initial stages of-73, gatheringmaterigl (pp.r8@&0)s, neemdo rfiys o rpat. ¢
aroundo f or a-108)ottedtakingl aehentaggob accidénts that happen as the work evolves

(pp. 118132); and finally learning new things from the final product whether it is a failureumcass (pp.

212-226). The following paragraphs introduce some key creative habits from Tharp and others. Additional
creative habits will be discussed throughout this paper. These habits range from the practical to the mystical,
the personal to the univets@hey also address the full spectrum of human attributes as noted in the preface

when discussing the holistic nature of creativity.

Habits of Hand and BodyThe most fundamental creative habits in the arts involve mastering hand and

body skills essentido the particular domain. Not long ago, this topic would hardly have needed mentioning.
But today, thanks to the myth of creativity as radical originality and the educational views associated with it,
skill development for creativity requires speciatifisation. With such concerns in mind, Tharp (2003) talks

about skill when first discussing creative habits:

Therebs a paradox in the notion that <creati
way of keeping everything fresh and new, whileihabplies routine and repetition. In this

case, it is the assumption that creativity is a matter, not of making habits, but of breaking

them and so being free of all constraints. That paradox intrigues me because it occupies the
place where creativity arskill rub up against each other. It takes skill to bring something

youbve imagined into the world: to use woro
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and textures of paint to represent a haystack at sunset, to combine ingredients to make a
flavorful dish. No one is born with that skill. It is developed through exercises, through
repetition, through a blend of | earning and
And it takes time. (p. 9)

Speaking in the context of education, Perkbh®(8 4) put s it another way, sayi
creative problem solving may falter not so much because they do not give enough emphasis to the

specifically creative side of the matter as because they do not provide sufficient guidance aadcexperi

the competence sidedo (p. 12). Like Tharp, Perkins
feared that teaching skills would stifle students
studentsnustlearn the skik and concepts intrinsic to the domain, not just to allow them to solve problems at
their present level of ability, but also to prepare them to cross the threshold into mature creative performance.
In further opposition to Cole, | would add that the teaskeho are best prepared to foster student creativity

in the arts are the ones who, themselves, are creative and competent practitioners.

Habits of AttentivenessPerhaps the problem is not in teaching skiky, se but in the ways skills are

taught. lor centuries, basic skills like drawing straight lines, finger drills in music, or basic positions in

ballet, were treated as dull necessitiexercises repeated endlessly and mindlésghg very antithesis of

creativity. These activities might have sked long ago when life was slower and attention spans were

longer. Today, however, teachers may feel the need to provide more immediate gratification just to keep their
student sdé interest, at t he e x-eambendt. Itnéed ok lowelar,n g s k
be an eithepr situation, for there have always been inventive ways to teach skill develamindfully,

thus forming habits of attentiveness and inventiveness. A prime instance of this is coaching in the performing
arts. Hereaccording to Vernon Howard (1982), the coach
to direct the | earnerés attention to what he or s
end in view. As noted above, teaching like thistself, a creative activity, involving the imaginative use of
metaphors, analogies, modeling, exaggeration, etc. Howard illustrates the process by describing how a voice
coach uses inventive language to help aspiring singers attend to the placementoicék®eand notice the

gualities of physical sensations associated with certain kinds of sounds they make (p. 98). As an alternative
example, an acting coach may direct the actorbs a
intonationsin the process of exploring possible ways of playing a part. Such guidance may come, not only in
the form of directives- do this or notice that but also as questions to invite reflection on such things as the

singer6s expressieveofi nttheenta cotnorodrs tchhea rmeoc tievr .
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These examples both come from professional training in the performing arts, but the same principles can be
applied to students of any level and in any discipline. In the visual arts, for example, Judy Burton (1980)
shows how aentive, explorative practice guided by reflective questioning can help young children still in

the scribbling stage extend their mark making skills while also leading them to recognize the different visual
concepts (straight, zigzag), relational concépi®rter, closer, inside, below), and expressive concepts

(happy, sad, angry), their marks can reflect. As Burton argues, experimental and intentional mark making is
an ageappropriate end in itself, increasing inventiveness and understanding, as welirak At the same

time, mastering a repertoire of marks, while grasping their meanings, forms the foundation the child will

soon need to create representational imagery.

For Burton, attentive skibuilding in drawing provides an opportunity to link atiee exploration to

cognitive development with prechool children. In contrast, Josef Albers (1977) usediskilting in

drawing to connect creative exploration with sens
classes at Yale often begwith students practicing lines or shapes in the air before committing them to
paper. According to Al bers, these activities help
specifically connecting the line or shape concept in their heddghe motions in their arms and hands

necessary to represent it. Next, they would practice drawing the given lines or shapes on paper while

playfully exploring variations in size, configuration, orientation, position, and arrangement. Finally, students
connected technical skills with explorative probteniving in more advanced tasks like creating illegible but

convincing facsimiles of newspaper pages.

Habits of Receptivenes$§-ollowing the initial section on skill building, thesoa | | ed fAhabits of

atenti venesso | isted above | argely focus inwardly,
acts. Equally important are habits of focusing attention outside oneself on the natural world and the cultural
context. To distinguish such actieis from those previously mentioned, | somewhat arbitrarily label them
Afhabits of receptiveness. o0 Tharp discusses sever a
face of the idea of creativity as pure, or radical originality. For exansple stresses the importance of

associating with other creative people, collaborating with them, and sharing ideas. Another habit she

mentions involves doing research: collecting images, sounds, and concepts that not only inspire you, but also
provide bilding blocks upon which you can create new works. A third habit following from the second,
invol ves fAappropriating, 06 or fArecyclingd existing
within, new cr eat i ve woasdociated with poshedermapprédaehespgorad,pr i at i
which no longer hold to the modernist ideal of unadulterated originality. Even swlittef appropriating

has a long and venerable history in the arts including the academic style, which explicitly daekeal
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precedents, as well as the respected musi cal gentr
(2004) explains, appropriation is made infinitely easier by digital imagery, sound sampling, and other fruits
of technology, even as it is irapled by current copyright laws.

Another, still more basic habit of receptivity involves consciously taking in and sorting out sensations, and
making note of phenomena that generally go unnoticed. In contrast to the habit of appropriation, this one
camot be directly subject to copyright restrictions, buigihbe impeded by technology. Teenagers, for

example, are notorious for being so absorbed in talking and texting on their cell phones, listening to their

Ai pods, 0 or pl ay i nhgttheyhardly notibeevhat is happena@ evgnanrie samé room.
Older folks, especially those of us born before computers, may be somewhat less susceptible to digital
distractions, but we may still neglect the present moment, due to our own interettidiss: hopes and
fears, desires and regrets, wishes and worries. J

youdbre busy making other plans. o http:// www. quot e

By contrast, little children, our models of innate cragtj\start out, at least, as sensory sponges. Staring
wide-eyed and opemouthed, they seem to absorb everything around them, and often give evidence of
having done so by commenting on things their parents wish they had not seen or heard. Creative adults a
the same, picking up nuances and relationships that most people overlook, seeing problems that others
ignore, experiencing feelings that most of us try to repress. As John Dewey (1934/1959) pointed out,
perception such as this is not really a passivitemanstead, it involves active awareness. Perception is thus
a creative habit, one that can be developed through teaching and learning. Elliot EiEherAits and the

Creation of Mind(2002), makes this claim, saying:

We learn to see, to hear,discern the qualitative complexities of what we taste and touch.
We learn to differentiate and discriminate, to recognize and to recall. What first was a reflex
response, a function of instinct, becomes a gradual search for stimulation, differentiation,
exploration, and eventually for meaning. Our sensory system becomes a means through
which we pursue our own development. But the sensory system does not work alone: it
requires for its development the tools of culture: language, the arts, science, valtihes and

like. With the aid of culture we learn to create ourselves. (p. 2)
Eisner further states that this intake of images and other impressions is the foundation of both consciousness

and creativity. Victor Lowenfeld (1957) had a similar view. In hisheag; he used guiding questions and

activities to make students consciously aware of their perceptiaos just sight, but touch, smell, taste, and
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hearing, depending on the task at hand. Like Eisner, Lowenfeld believed that these kinds of experiences
woul d develop studentsod6 general sensitivity while
1982; Michael, 1982). Here is an example: Students are taken to walk in a grassy field. Initially, they notice
the grass is green, but guiding quessidy a visual art teacher could lead them to see different shades and
colors of green, as well as the complementary colors of wildflowers hidden among the tufts, the way grass
waves in the wind, and how dew sparkles on the blades. Alternatively, a sadiet might point out the

sounds of the wind, the insects, or the cars in the background. Such images and impressions, taken in
consciously, are pleasurable and educative in and of themselves. As preludes to a creative arts assignment,

these impressioniten pr ovi de the raw materi al -ippracdcieosns.edd t hr

The paragraphs above speak abougtraitiesof sensory experience, but the relation between creativity and
perception can also be appreciated simply in ternggiahtity: taking in more provokes us to want to
communicate and express more. The reverse is also true. Writing stories, songs, or plays; choreographing
dances or composing music; making paintings or sculptures based on immediate or recalled experiences
entice us tattend more closely to what comes in through our senses. From an educational perspective,
perception cannot be developed very far without opportunities for expression, and vice versa. Together, but
not apart, they contribute to genuine originalitfjrst by stimulating, then by drawing upon the unique

perceptions of each individual.

Habits of Heart and MindA powerful illustration of the relationship between perception and creative

originality is the work of Charles Darwin, who$keory of Evolutionvasbased on meticulous observation

of birds and animals in their habitats. When these observations clearly contradicted accepted beliefs about
the permanence of species, Darwin had to formulate a revolutionary vision of the way nature works (1979).
This nextstep, however, required another set of habits associated with a union of heart and mind, what Israel
Scheffler (1991) has called, the Acognitive emot.
lying, a concern for accuracy in observation aridrence, and a corresponding repugnance at error in logic

or fact, érevul sion at di stortion, di sgust at evas
considered arguments of others, o0 (picd)yiodbe(ppo
when our expectations are confirmed by the-lgroces
when research yields unexpected results. Toget her
i nt el |l ect u@Histeomomapseamenost appligable to scientific or philosophical pursuits, but not

only to these, for the arts also seek truth through experimentation leading to verification or surprise (Dewey,
1934/1959). Nonetheless, arts activities may need theireowational habits, e.g., empathy towards others

as well as enjoyment of beauty or expressive form.
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As suggested above, there is no necessary dichotomy between matters of head and heart, whether in aesthetic
or intellectual domains. On the contrary, Scleeft1991) presents them as complementary. Giving a nod to
Kant, he writes that femotion without cognition i
Likewise, Passmore (1967) shows there is no necessary contradiction between critcahewe thinking.

Il nst ead, he mer ges -ctrheea ttiwoe ot etrhnmosu gi hntt ot ofi cdreintoincsot r at
in such rulebased behaviors as playing chess. Criticeative thinking in the arts shows up as we go through
multiple drafts orehearsals, each one correcting and building upon the ones that came before. We also use
these skills in arts criticism, when we analyze a work, then come up with an inventive interpretation of it.
When used consistently, fwemicnadl.l0 sSwente phradd & dsu rod s nfi
art forms, like those required to compose a photograph, arrange harmonies to accompany a melody, or
structure a convincing dialogue. Others are more generic, like the mental traits identified by the gsycholo

J. P. Guilford (1970) as common to creative peopl
i a feature of what we now call brainstormingenerating innumerable possible ideas without inhibiting or
judging them. fA exdcodnd thyahoi ti ni swhiiv ch the ideas gen
connecting with different types of thoughts, feel
tendency to |l ook at things i n ewWwdyns tfiew,h oot htehre paeddp
on the situation, to see it from different angl es
depth and/or in breadth.

Guil fordbés formulations have i mpuitytTabeginwitimpel i cat i o
avoids the problems that come from equating creativity with radical originality by providing a more

pragmatic definition of originality, one that can be implemented in schools by encouraging students to stretch
their minds to findunusual or unexpected solutions to problems. Following Efland (2002), teachers can also
encourage students to cultivate this kind of original thinking by helping them make metaphoric connections
between one idea and another. Concerning the rest of Guidfae | i st , teachers can ha
creative problems first by generating lots of ideas, then extending their ideas in different and surprising
directions, and finally elaborating on one promising idea from among the many, and pursuing it.idslepth
such, Guil fordbs t r airdacghingfor E€reafivitydJging &@ $tdngaf@80B)inthel e d t o
list of capacities intended to be activated in various les@gsbrainstorming, making choices, assuming

alternative points of view, deloping fluencyi generating ideas, flexibility, and elaboration).

David Perkins (1984) also suggests that creativity may be primarily a matter of mental habits. First and

foremost, Perkins points out that creativity is typically an intentional goakrrtthn the result of accident
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or happenstance. fACreative results, o he says pict
the mind. o Instead, creative people strive for ce
straightforwardly ad calculatingly to achieve them (p. 4). To emphasize the intentionality of creativity,

Perkins titles his paper, ACreativity by design. o
these compl ement Gui | f olterdafive forvoheiof his (see #3F lbelbow).h pr ovi de

1. Creative thinking involves aesthetic as much as practical standarg@srticular, creative
people strive for originality, for something general, fundamental, far reaching, for something
elegant, beautiful, powtil.

2. Creative thinking depends on attention to purposes as much as r€salitive people explore
alternative goals and approaches early in an endeavor, evaluate them critically, understand the
nature of the problem and the standards for a solutioln neetain ready to change their
approach later, when difficulties arise or new approaches suggest themselves, and even redefine
the problem.

3. Creative thinking depends on mobility more than flueki¢glgen difficulties arise, creative people
may make the prdém more abstract, more concrete, more general, more specific; they may use
analogies and project themselves into different roliée audience rather than the creator of the
painting, the user rather than the inventor of an invention. They may work dxaisk\vimagining
that they already have the result and asking what steps would lead to it.

4, Creative thinking depends on working at the
Creative people maintain high standards, accept the higher risks of falpest of the process,
accept the confusion and uncertainty as part of the process and learn to view it as nhormal, even
interesting and challenging.

5. Creative thinking depends on being objective as much as subj&ri@ative people consider
different viewpoints, set final or intermediate products aside and come back to them later, so that
they can evaluate them with more distance, seek intelligent criticism, subject their ideas to
practical and theoretical tests.

6. Creative thinking depends on intrinsiotivation more than extrinsic motivatioGreative
people feel that they, rather than other people or chance, are choosing what to do and how. They
perceive the task as within their competence (although perhaps close to its edge), view what they
are undeiking as worthwhile in itself, not just a means to some other end, and enjoy the

activity, its setting and context. (pp-93
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Perkins then goes a step further, disclosing a second meaning behind his title by declaring that all kinds of
knowledge, notjust he obviously creative stuff of the arts,
Perkins thus proposes another creative habit of mind, in which students learn not to take pieces of knowledge
as givens, but rat her a d6).fHe then agpliewtiiswcantept toffamitiar e at i v e
objects, like thumbtacks, as well as to abstract concepts, like sentences.

Habits of Improvisation:Creativity, conceptualized as a matter of design, assumes habits of intentional

research and planning. Caeting with such habits is that of responding spontaneously to a given situation,
commonl y known aTeaching fonCreativity dsang SCStandaf@908)includes a whole

set of these activities for music undgandards IlI: ImprovisingAs noted earlier, Mark (1996) also links
musical i mprovisation with creativity, saying: AQOA
all i mprovisation a form of creativityo (p.ndl78).
other relatively recent musical forms. However, musicologists have traced the practice back at least to the
middle-ages (Tindemans, 2000; Matts, 2000). Another common misconception is that improvisation is

merely an enjoyable, liberating, fréer-all. Mark alludes to this attitude by citing Bartok and Picasso who
suggested fAthat the patterns we turn to in creat.i
developed during a childbés artisti marlbbgdapinge st ages
Ai[fc]reativity and i mprovisation represent the unf

have made in the past. o He then explains that:

To create and improvise, one must have something to say. Unless students hagd acqui
discrimination learning the ability to audiate vocabularies of tonal patterns and rhythm
patterns in various tonalities and meters, they will not possess the necessary foundation in
audiation to enable them to know what they might want to say p&tbate and improvise.

The |l arger the studentsd vocabul ari es, and
terms of style, expression, and harmonic progressions, the better able they will be to choose
appropriate tonal patterns and rhythm patterns fitoeir audiation dictionaries that

contribute to the syntax and artistry of their music. Without the readiness that discrimination
learning provides, students can engage only in aleatory exploration. Creativity and
improvisation will become for them, asrfmany professional musicians, only what others

can do. (p. 178)

Speaking in more general terms, one could say that, first of all, improvisation necessarily builds on a solid

understanding of basic structures and forms within the domain. Second, @ppugpriately reflect the
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particular piece, or at least the style, being improvised upon. Third, it typically involves attentive interaction
among performers. Finally, if improvisation is to evolve into something more permanent, it must be recalled,

recorced, and revised without losing its initial invention and energy.

Improvisation, as suggested above, is not limited to the domain of music. In the arts, there is, of course,
improvisational theatre, as well as improvisational poetry, both of which hgwesingly long cross

cultural histories (e.g., Aulestit al, 1995; Fowler, 1990). Examples of improvisation in the visual arts

might beala primapainting, in which there is no preliminary sketch or underlying drawing, as well as

images made in direcésponse to music or other raisual stimuli. Within and outside the arts, creative
teachers often improvise in the midst of a planned lesson when things are not going as intended or as new
possibilities present themselves. Ministers also improvise iodhisse of a sermon when inspiration strikes.
One remarkable example of this was Martin Luther
spontaneously as an interaction between speaker and audience in the midst of his intended written discourse
(Alvarez, 1988). An example of improvisation in science was the response by NASA engineers to an
emergency on the Apollo 13 moon mission. The event is depicted in a movie about the mission, based on a
book by Lovell and Kluger (1994), in which scientists antle urgently gathered together everything they

knew would be available on the spacecraft, including a pair of socks, and then tried out all possible
combinations in order to find a way to solve the problem that the astronauts could carry out by thémselves
space. Each of these examples of improvisation required armapdrand the willingness, or the necessity,

to let go of old habits in order to try something entirely new. But nothing like this would have been

impossible without years of preparation.

Habits of Preparation In a sense, all the habits listed above could be thought of as preparation to do creative

work, whether planned or improvised. However, there is another set of habits creative people develop to
prepare themselvesach daybefore aatally getting engaged. Like the previous habits, these, too, can

address many facets of the individual. On a physical plane, they can warm up the muscles and wake up the
senses. Emotionally, they can help overcome fear and put the creator in contagehvigs that need to be
expressed. Intellectually, they can clear the mind of worries and unwanted thoughts, in order to focus
attention on the problem at hand. On the level of the spirit, they can help the creator get in touch with what
he or she sees #® source of inspiration. One creative habit that may serve all these purposes is the practice
associated with traditional Oriental brush painting, in which artists before making the first stroke pass long
moments meditatively grinding their ink. Evidentthis action helps them settle their minds, still their

hearts, focus their attention, and ready their energy (dellacchi) (Sze, 1956). On a spiritual plane, this

38



same act may also help put them in touch withTihe, considered to be the ineffaldeurce of all creation
(Chang, 1970).

Preparation habits of a more personal and idiosyn
getting up at 5:30 a.m., putting on her workout clothes, then taking a cab to the gym and exercising for two
hours. The ritual, she says, is not rising early or the strenuous workout; instead, it is getting in the cab (2003,
p . 14). Another example she gives is lgor Stravin
Bach fugue on the piano. Tharp spkates on why a decidedly modern composer would start the day in the

company of an artist from several centuries earlier:

Perhaps he needed the ritual to feel like a musician or the playing somehow connected him
to musical notes, his vocabulary. Perhbpsvas honoring his hero, Bach, and seeking his
blessing for the day. Perhaps it was nothing more than a simple method to get his fingers
moving, his motor running, his mind thinking music. But repeating the routine each day in

the studio induced some cli that got him started. (p. 17)

Writing of such habits in general terimstgmatEbhuar p co
decisive patterns of behavibrat the beginning of the creative process, when you are most at peril ofjturnin
back, c¢chickening out, giving up, or going the wro
compelling case to prove that even those born with great creative gifts need creative habits like the ones just
mentioned to achieve their full potertiand that the rest of us can still go far by developing creative habits

of our own.

Additional SuggestionsThe previous discussion brings to mind additional strategies through which arts

educators can correct st udwhidescouragingshenoto cuvatetherns ab

own brand of creativity.

1. Fol l owing Perkinsd idea of Aknowledge as des|
present, could address not only names and dates of their most famous masterpieceghiut als
process by which these works came into being. Modepth lessons could then look further
back into these creatorsd education and infl
over time. Equally important would be references to thmtfizhey developed for generating
creative ideas and the effort it took to accomplish what they did. For instance, Tharp (2003)

reminds us that, by the time he was 28, Mo z a |
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he had spent practicing, perfarnm g , and gripping a quil/ pen t
el ement in the popular portrait of Mozarto (
us that, prior to his death, Michelangel o bu
and cartoons so that no one should see the labors he endured and the ways he tested his genius,

and |l est he appear | ess than perfect. o (http
some compaosers or artists prefer to hide such facts, knowing thlkoucan humanize great

creators, while encouraging students to make similar efforts to achieve their own creative goals.

Considering how creators learn and work, we as teachers can also encourage students to reflect

on the unrecognized habits thalyeady have developed, both pertaining to our discipline and

also relating to creativity in general. We can then help them evaluate the degree to which these
habits foster creativity or curtail it. One habit suggested earlier that can curtail creativity
absorption in other peoplebs creativity. I n
Today, this happens largely through the media (movies, TV, popular music). Whatever the

source, these distractions can often take the place of direct and pesgmréences in the

worl d. Another habit might be the excessive
generating onebs own. Still others implied al
Internet or cell phone for actual fatefacerelationships, and distracting oneself for hours on

end surfing the web. These unreflective activities are so common today that students may not

even think of them as habits, nor recognize their negative impact on creativity. Tharp (2003),
however, makes he si tuation cl ear, saying, il tds a ¢
on some of the things you take for granted il

you to rely on your own ability8.aoather than

Along with teaching students disciplispecific creative habits, teachers can also help them
develop habits that bridge various arts. For instance, choreographers and theater directors can
learn to sketch as a ways of working out patterns ofemant while composers can use drawing
to represent quickly the flow of a musical idea. By contrast, visual artists could practice
performance skills such as exploring facial expressions, gestures, and dramatic movement to
help them represent people in figtive paintings, illustrations, or animation. Examples of the

first include drawings by the dancer Vaslay Nijinski and the composer John Cage at a recent
exhibition in Paris Traces du sacre2008. pp. 185, 391). One example of the second is

Re mb r a arlg gelépertraé etchings (Schama, 2001). Another is a video | once saw at a

Disney studio in which animators, working on a scene fB@auty and the Beasgthere teapots,
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cups, and saucers spring to life, began dancing around like the objects they wereidn g t o 1 ¢
the feelo of what they needed to depict.

Practical Procedure for Cultivating Creativity | : Keeping a Notebook of Creative Inquiry

One creative habit that transcends all disciplinary boundaries is keeping a sketchbook or journal as a

repostory of potentially generative perceptions, experiences, and feelings. Examples come down to us from
artists like Rembrandt and da Vinci, but also from inventors like Thomas Edison and Henry Ford (McKim,
1972), as well as from musicians like Ludwig voreBmven (Johisteiner, 1997, pp. 15253) and David

Byrne (New, 2005). As sketchbook chronicler Jennifer New (2005) points out, each book takes a different

f or m, reflecting the ownerés personalityive Eventua
personds | ife that he or she never feels comforta
sketchbooks that he wrote on timMid caow erh eofs kcert ec hdbfo o
1986).

Because such books are applicableirtually every creative endeavor, we should substitute desmenific
names for them, |l i ke é6sketchbooké (for wviswual art
Notebook of Creative Inquiry Leonar do d aote¥ddokmeepetfest exampies. lnshem, he uses
words, images, and symbols for various purposes: to conceptualize future works of art; record observations
from nature and images from imagination; work out mathematical formulae for optics, human proportions,

etc.; andnvent machines like airplanes and submarines that were far ahead of their time. Some pages of his
not ebooks contain finished drawings, masterpieces
figure with two sets of arms and legs, standing sguare surrounded by a circle. But many others show how

da Vinci used these books to exercise many of the creative habits discussed above: practicing skills,
gathering information, generating ideas, making mistakes and learning from them. One paguamilar

includes several of these activities (Hale, 1962, pf8130

The |l argest image is a rough sketch of a AMadonna
too big for the cranium. There are also a few small portraits with similaogirap problems, as well as an
imaginative study of a dragon at the bottom of the page. In other two places, the master practiced his
signature shading technique: repetitive hatching lines that start out thin, thicken slightly in the middle, and

end up thn . He used groupings of these mar ks to shade

Following Leonardo, students in every discipline can use time@bookgo practice skills and keep track of

observations made, while also recording creative theugyid ideas for inventive problems to solve. These
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books can also serve as fidata banks, 0 containing
and Afound objectso that inform and i nsquicesean Thi s
become the jumping off point for fAoriginalo creat
Equally importantnotebooksan serve as journals or diaries in which students seeking their own creative

niche can document their dreaior favorite activities, work out responses to personal issues and

uncertainties, and otherwise reflect on their lives as they are and as they might become.

Notes on TeachingTo help students develop the creative habit of keepMgtabook of Creativequiry,

teachers might initially require them to do formal notebook assignments, like beginning or ending each class

with a few moments of guided or open writing. Other assignments include:

Warmup sketches, notes, or schematic drawings, precedingf@assignments
Reflections on previous practices, performances, or projects, as well as notes for future ones

Response to works by others (professionals or peers)

To Io o Do

Collected resources, e.g., images, lyrics, recorded dialogues, programs fros) geyse

concerts, or art shows attended, with comments or pictorial responses

A Records of sensory experiences, e.g., a moon journal where students each night describe or
illustrate the changing appear arReserZaodfow,t hat A
Chancer, 1997

Assignments like these can be valuable aspects of a curriculum while at the same time giving students ideas
about what they can do on their own with their persblwbook of Creative Inquiryhis is key, because

the ultimate gal of keeping such books and for teaching creativity in general is to help students become
increasingly seldirected. As they do, their books will become increasingly individualized, based on

personal experience, interests, goals, and values.

Notes on AsessmentEven as this individuation and selétermination will make these books uniquely

creative and meaningful for the students themselves, the fact that each one is different, combined with the
fact that the material might be quite personal, can reakh books a challenge to assign and assess. Indeed,
teachers may be t e mpadebodkanalh in ortlento ajlowaymbater feeedondamadh t s 6
encourage more honest sekpression. Unfortunately, however, students may not take-graded

assignment seriously, at least at first. With such concerns in mind, teachers might introdécebook of

Creative Inquiryas a graded assignment by showing examples of successful books that demonstrate different

ways of working on both assigned and mgsded entries (see Section 1V below). Teachers can then explain
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how entries will be graded. For example, assigned entries can be graded as usual, based on the level of
accomplishment according to the assignment. Personal entries might be evaluaté@mgtemtity,
regularity, variety, development of an idea over time, making unusual connections, and showing a proclivity

for envisioning future works.

Other ConsiderationsAnother challenge occurs when students start to include entries so personal or

disturbing that teachers may not be comfortable seeing or reading them (Henley, 1998; Duncum, 2008). In
opening the door to creative inquiry, we can never really know what to expect. And, of course, certain
students, when allowed for the first time to eeqa what they wish, may test that liberty by being

purposefully provocative, but most will eventually stop if teachers do not overtly react. On the other hand,
some students will at first be afraid to make entries of a personal nature. In this casepmg itesite them

to do so and insure them that their thoughts and visions are welcome and their expression will be respected.
One way to ensure a feeling of safety is to allow students to tape off sections they do not want to be read.

Also, for personal®ries, grammar, spelling, mechanics, and even sentence structure should not be graded.

One reason why sketchbooks are so important to artists and other creators is that they bring together
in one place professional and personal dimensions of lifeitédiciy both the creation of new

works and the resolution of personal challenges related to the creative life. Considering both of
these dimensions leads to the next topic, the myth of creativity as suffering. As we will see, this

myth, too, contains elemis of fact and fiction, as well as possibilities for creative development

through arts education.

SECTION 1I: CREATIVITY AS SUFFERING:
THE TORMENTED ARTIST VS. POSING PROVOCATIVE PROBLEMS

Like the myth of #Acr eat i vwderycreatisity and suffeiing mdy seenymode t h e
like reality than myth. Here, however, the reason depends, not on dictionary definitions, but rather on public
knowledge about creative individuals whose lives have been marked by physical, emotional, mental,

financial, social, and/or spiritual affliction, with some, like Vincent Van Gogh, suffering in nearly every way.
Indeed, Van Gogh perfectly fits the familiar stereotype of the tormented artist, one for whom creativity

serves largely as a means to expressitiffiering of body, mind, or soul. The ongoing popularity of this
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myth is evident in the innumerable films about tormented artists. Along with fictional tales like the classic,
ASunset Boul e@varsd,ithcdardley HiLaust fBdorhieaboabolta
Duncan, a seminal figure in modern dance; and AAmM
Mozart. In each film, the great creator is depicted as one who lives a difficult life and dies a tragic death.

More recent films in the sangenre have targeted visual artists Amadeo Modigliani, Jackson Poallack, Pablo
Picasso, Frida Kahlo, and Andy Warhol, as well as musicians Ray Charles, Loretta Lynn, Cole Porter, Billy
Holliday, Jim Morrison, Johnny Cash, and Edith Pidie myth is also glarly reiterated in fan magazines

accounts of the unhappy (though often extravagant) lives of actors and pop stars. On a more persdnal plane,
expect that most of us have known creative pebpéspected mentors, valued friends, or promising students

T who fell victim to suffering of one kind or another.

Section 11.2: Roots and Attributes

Pain and suffering can, of course, affect creators in any profession or walk of life. Nonetheless, as suggested
above, the most prominent examples seem to come fremrts. This association has been true especially

since the Romantic Era, when selfpression was affirmed as thiee qua nomwf artistic creativity, and

creative individuals like Chopin, Keats, and Bronte were assumed to be unusually sensitive ared so m

prone to suffer than ordinary people. It is also possible to find earlier instances of this myth, notably during

t he Renaissance with figures | ike Michelangel o wh
and professional problems, led Ingi Stone to title his fictionalized biography of the arfi$te Agony and

the Ecstasy1961).

Similarly, Mi chel angel o6s northern coWMeanagholijmart , A
imaginatively illustrating an emotional state considetemmon to creative types. Such characterizations,

though evidently negative, actually reflected a positive shift in the status of artists at the time. As noted

earlier, it was during the Renaissance that artists finally set themselves apart fromatiesfismen with

whom they had been grouped from antiquity through the Middle Ages and first put on the mantel of genius,

accepting as they did the suffering associated with that title (Wittkower, 2006).

Ultimately, however, Renaissance and Romantitudes associating creativity with suffering are

themselves echoes of a far more fundamental source, one that can be traced to the earliest human
civilizations. Here, as Karen Armstrong (2006) suggests, daily experience raising plants and hunting animals
taught our earliest ancestors that death and sacrifice were necessary precursors of new life. This idea is also
found in the Christian Gospels where it serves as a metaphor for spiritual development, for example in John

12:24, which readsTruly, truly, | say to you, unless a grain of wheat falls into the earth and dies, it remains
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al one; but i f it NewAmericaniStanddrceBa)ilParadoxicallyy anbtmeuinstante of
creation emerging from an experience of suffering is that of ghimiy, an association often explicitly
evoked when creative people use terms |ike Al abor

new work into existence.

Speaking practically, there are good reasons to link artistic creativity #adrsg Most evident is the fact

that the arts frequently focus on the difficulties of human life, whether they derive from personal causes
(childhood trauma, unrequited love, loss of family or friends) or laogée factors (war, poverty, or
environmersa | devastation). For the viewer, witnessing
fipurifying of the emotions that is brought about in the audience of a tragic drama through the evocation of

i nt ense f étpr/en@mmadnsnpcont/dictionaly 1861595482/catharsig.Hemd the society, these

expressions can foster cultural continuity by passing on the heroic, but harrowing, experiences of previous

generationsand in so doing, help those that follow to endure their own difficulties. Looking across cultures,
works of expressive art can also help us understand and empathize with those who may differ from us due to

race or ethnicity, showing that we are reallytb# same.

The capacity of the arts to express universal human suffering is perhaps most easily recognized in famous
wor ks of the past, |like the tr&gedMast bEbhutAses hgbil
universal sufferingcanequallybeound i n moder n f or mdamerdgatiomHowaads Mar t |

Gardner (1993) describes this fimost haunting of t

A solitary, grieving woman was encased in a tube of stretch jersey, with only hands, feet,
and facevisible. Seated on a low platform throughout, the muntikg/figure rocked with
anguish from side to side, plunging her hand deep into the dark fabric. Barely perceptible,
the body writhed as if attempting to break out of its habit. As the body moveadpthe

formed diagonals across the center of the body. The movements, created through the
changing forms of the costume, were prayerful and beseeching, not so memieatiosn of

grief as its embodiment. (p. 273)

Works of art can also embody more p@aized forms of suffering, as in the late gadirtraits of Rembrandt

or the autobiographical poet ry AnhaKannihawhose openiagt h. A
sentence captures the power of the arts to illuminate the distinct difficofljpeple who might otherwise

be just | i ke everyone el se: AHappy families are a

(Tolstoy, 2003, p. 1). But masterpieces like these are only the tip of the iceberg in terms of creative
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expressions gbersonal suffering. A far more abundant source is provided by popular culture, which is
somehow able to generate an endless stream of dis
flicks, and romance novels with sad endings. The music indoagjts own rich repertoire, ranging from

sorrowful countrywestern songs to violenthipop t o A Deat h Met al 06 whi ch, as
specialize in the most disturbing topics imaginable, 8igd Torture KillandEntrails of Youby the

contemporary grougsuffocation(New Yorker, July 714, 2008). Considering the plethora of sounds, words,
gestures, and images that have been devoted to the subject of suffering, it may sometimes seem that the
primary purpose of the arts is to express painraiséry, and more depressing, that human life is

fundamentally a series of tragedies. Whether or not this is true for us as individuals, we evidently enjoy
watching and listening to tales of woe, and the media is more than eager to provide them. laffanorg s

sells!

There are, of course, other reasons to associate creativity and suffering. One is that artists often draw upon

personal difficulties of their own to produce tru
TearsinHeaven based on the accidental death of the sing
creativity necessarily reflects personal experien

sing the blues. 0 |t al snorespauteon thjessseetswimless thay hape livedthel c i a
hard life of the ghetto. One who did live that life was hip hop artist, actor, and activist, Tupac Shakur, who

was killed in a drive by shooting at the age of 25, an almost inevitable outcome of tieeléited and the

values he espoused. As reflected both in their music and their lifestyles, Clapton and Shakur exemplify many
of the personal qualities commonly attributed to creative individuals, which, as previously mentioned, could
make them prone to far more than others. Like the afflictions affecting creative people also mentioned

earlier, these traits, too, span the spectrum.

On the physical plane, creative people may be exceptionally perceptive, seeing problems that provoke them
to respond. Butgoing so, they might be perfectionists, driving themselves beyond their limits, or becoming
disappointed by their own faults, or the failure ofworkers to live up to expectations. In the emotional
realm, creative peopl etdesxpesiancesnore intensely their mindeklingsend a b | e
those of other people, but may also make them susceptible to excessive mood swings or bouts of depression
leading to substance abuse and suicidal impulses. In terms of intellectual attributes, creglivenpg be

great problem solvers or even visionaries, able to see new possibilities for the future; but they may also suffer
from an uncontrolled imagination or lose themselves in dreams. On the social plane, creative people can

often imagine wonderful wes to improve the world, but may become so caught up in the problems they are
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compelled to solve that they ignore and estrange those around them. On the spiritual level, creative people
may be given to revelations, but may also be subject to existeigied that can lead to despair.

Beyond such personal difficulties, creative people may suffer because of negative reactions to their work.

This can take the form of disinterest and neglect, as was the case for Van Gogh who sold only one painting
duringhs | i f et i me. It can also emerge in outright hos
which, accompanied by dance choreographed by Nijinsky, provoked a riot when first performed in Paris
(Gardner, 1993, p. 204). Aside from the arts, iratmn in any field can incite hostile reactions. The

Womends Movement , the Civil Rights Movement, and
been met with widespread anger and acts of violence. Sometimes, however, fear of new ideas is actually
warranted because creativity can, itself, be the cause of suffering. Consider the ruthless inventiveness of the
Nazis in their attempted genocide of the Jews, the problem solving required to build the atom bomb, and the

imaginative use of airplanes to degttbe World Trade Center on September 11, 2001.

Speaking more broadly, the relationship between creativity and suffering reflects the fact that creativity
typically arises in response to genuine problems, ones that cannot be solved using ordinargithought

common means. As Csikszentmihalyi (1996) contends:

The creative process starts with a sense that there is a puzzle somewhere, or a task to be
accomplished. Perhaps something is not right, somewhere there is a conflict, a tension, a
need to be satisfik The problematic issue can be triggered by a personal experience, by a
lack of fit in the symbolic system [the domain in which the problem arises], by the

stimulation of colleagues, or by public needs. In any case, without such a felt tension that

attraas the psychic energy of the person, there is nho need for a new response. (p. 95)

Moreover, the author suggests that the absence of need or suffering can actually impede creativity. Those
who live in comfort with all they want have little reason to dgthimg new and may even see any change as
disruptive, threatening to alter their lives for the worse. This natural, conservative tendency serves a purpose,
giving order to life and stability to society. On the other hand, people faced with difficultieahagually

natural inclination to relieve their suffering and restore a sense of equilibrium through a creative act, whether

self-expression or problemsolving

Even so, there are reasons to doubn#messityf tying creativity to suffering, keeping mind its more

positive attributes such as those noted by Breard
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more alive than when we are engaged in creative p
successful possibleutcome, a positive attitude should be part of the process from the beginning. Research

by psychologistésen, Daubman, and Nowicki (198F¢monstrated that participants who werbaappy

moodswere more successful at tasks that required a creativeosahein those who felt neutral or negative.

Dr. Barbara Frederikson (n.d.) goes still further, suggesting that positive emotions are evolutionarily adaptive
because they stimulate a fibroadeningo -nejouwnalr ment
Scienceand SpiriEr edr i cksondés fA6broaden and buil délivedheory
expand our emotional reserve and help sustain us
such attitudes would hawhelped our early ancestors face the daily threats to their survival. Moreover,
studies show that positive emotions continue to s
creatively, bounce back more quickly from adversity, and strengthemmaurrce ct i ons t o ot her

(http://www.sciencespirit.org/article_detail.php?article_id=457)

Positive emotional and mental conditions emerge most fully during creative work when the creator achieves
that state of optimal functioning defined by Csikszentmihalya s i f | o w.the author €1890)dfiowvn g t o
isal hol i st i ¢hatpeogledfaeliwbem they act with total involvenddpt 36). In his book on

Creativity (1996) Csikszentmihalyi elaborates on the characteristics of flow, saying:

Therearedar goals every step of the way

.. there is balance between challenges and skills . . . action and awareness are merged,
distractions are excluded from consciousness, there is no worry of failurepsstiousness

di sappear s . : . the sense of time becomes
itself, worth doing for its own sake as opposed to a means to an end or something we do for

extrinsic reward. (pp. 12113)

According to Betty Edwardsl079), these conditions have been associated with the functions of the right

side of the brain that are engaged when drawing from observation, thereby explaining one of the satisfactions
we find in making visual art. Csikszentmihalyi, however, would say ¢heative people iaveryfield are

motivated by the achievement of this state of enjoyment, which can make them feel like the trials and
tribulations that come before, during, or after are all worth the effort. Inhiswoldse opl e [i n t he
flow] are so involved in an activity that nothing else seems to matter; the experience itself is so enjoyable

t hat people will do it even t36)great cost, for th
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Addressing this topic from the holistic, studeoinnected pepective introduced in the preface, it could be

said that another aspect of Aflowd is a sense of
between ourselves and the work, without. Whereas often in life we feel somewhat conflicted abaut wh

are doing at a given momeinbne part of us wants to do the work at hand but another wants to take it easy,

one part feels creative and optimistic about the work while another part is critical and discouriagilogy,

these conflicts areresode and we are focused, or fAcentered, 0 in
way or the other. The term, fAcentered, o0 is used i
in her book,Centering in pottery, poetry and the perg@864). There, she applies the term to a specific
activity: the actual act of centering a ball of ¢
reasons why, as Breard (2008) says, we are never more alive than when we are creating is tbeause, at

moment we feel unified and connected.

Part I1.3: Educational Implications

As suggested above, the myth of the suffering artist has obvious limitations, especially in an
educational setting. Nonetheless, many instructional implications canvee filcen various facets
of the myth. These implications have to do with the need for creative)xgelession through the

arts and an emphasis on solving genuine problems within a domain.

Creativity in the Arts as SeléxpressionThis section began by regnizing the vital role the arts play as

avenues forselt x pr essi on, while the discussion of nfl owo
expression can bring about. Together, these concerns have motivated creativity in the arts throughout history
and still bring people to the arts today. If anything, the need feexptiession and the personal satisfaction

that it, and other creative activities, can bring are growing as children and adolescents face increasingly
difficult personal and family cres along with daunting social, economic, and/or environmental challenges.
School personnel may recognize the import of such
academic$ that is, until personal/social pressures explode in violdiven many arts classes seem to

expect students to check their feelings at the door (Hallquist, 2008). But outside the counseling office, where

else can troubling issues be addressed in a constructive manner?

In I'ight of the abrmema:sondioCthedaartmajoreategoxigs mIbatls Camlma
Visual and Performing Arts Standar993) This standard is covered Treaching for Creativity Using SC
Standardg€2008), for examplewi t h | essons i n whi ch sdingttlecemotisnsdéfc r e at
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happiness, sadness, anger, excitement, and fear. The students will match their facial expression and body

l anguage to the emotions they are trying to conve
danceasawayto@d e and communi cate meani n-gxpressiangegknsttbe t hat
confined to creating.

Studying Fine Arts as Seléxpression:Creative selexpression should thus apply to the several

Adisciplinesodo wit hi nngstadents toareate thieioowmexpressive wokbapdte na b |
understand such works created by others. In terms of aesthetics, students can learn about expressionism as
one of the main aesthetic theories, along with formalism and realism. We can also hekgctigmize the

expressive quality found in works of art and show them how elements in these works contribute to their
expressiveness. Althouse, Johnson, and Mitchell (2003) demonstrate that expressive concerns can even be
addressed in this way with preschaoblldren (pp. 128.29). Complementing such analysis, arts history

l essons could contextualize the work to help stud
they were based on life issues. In arts criticism, students could study wodtedsbeevoke particular

feelings or raise significant issues; then, they can write or speak about the works, drawing upon personal
experience. Strategies like this also work across disciplines, as reported by psychiatrist Robert Coles who
showedslidesadir t wor k | i ke Edward Hopperés #fANight hawkso
school children (Esterow, 1993).

All these arts disciplinesnreoatl adddvoarke dtoigwed hperr o jaesc
of personal or social concefi.l ong with studentsodé own reflectivele
works with similar expressive aims could serve immediately as references and sources of inspiration
(Zessoules, Wolf, and Gardner, 1988). Guided examination of these work frdvetizesritical, and

historical perspectives could then help students grasp the universality and complexity of their issues of

concern, while enlightening them about the diverse ways these issues have been and can be addressed.

Studying Popular Arts as $eexpressionlessons like these raise an important question: should we restrict

t he works studied by students only to those categ
forms of expression, with which students are probably already mniéer and to which they may already

f eel a personal connection? I n the visual arts, S
(Sturken & Cartwright, 2009) or, more generally,
breaks dwn distinctions between high and low art while also framing the field of visual arts to encompass a
wide range of media, including movies, television, video games, graphic novels, advertising, etc. Research

reported by Duncum shows that the study of papallture can contribute to the creation of new art
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through, for example, fiparodies of cultural genre
critical thinking skills to analyze popular images and reflect on the power of thesesimapeir lives.
Similar studies can be applied to popular music, dance, etc.

In addition to helping young people become critical consumers of contemporary culture, lessons based on
more common arts experiences could lead otherwise resistant studemstd nt er est i n study
forms of the arts. In fact, many of the activitiesTegaching Creativity Using SC Standaf@908) could be
equally applied to fine arts or popular art f or ms
dramatic structure within a script (e.g., plot development, rising action, foreshadowing, crisis, catharsis,

denouement), using theatre vocabularyo (p. 464).

While praising the benefits of studying and creating works of personal expression, includiciglsihose
derived from popular culture, we must also acknowledge the risks involved, namely that the subject matter
addressed in such works may be disturbing to some students and/or may raise concerns among parents or

administrators. Paul Duncum (20(&)ses the problem in this way:

In many countries over the past decade, including the United States, proposals to include
popular culture as art educational content have become common, but what happens when
teachers attempt to put these proposals irdotfme? What happens when teachers deal with
widely favored cultural forms produced by global corporations that involve the pleasures and
complexi and often contradictorly values and beliefs of mainstream society? What

happens when teachers acknowledgeisd e nt s 6 own, often subver si

Considering the cautious climate in schools today, arts educators must do all they can to head off these
problems before they arise. One way is to explain to panetids,to a potentially risky asgnment, why the
activity is educationally significant, as well as what makes it developmentally appropriate. Teachers should
also talk with counselors and principals about proper procedures for responding to disturbing student work.
Finally, they can disas censorship and freedom of expression with students to establish a reasonably open
atmosphere in the classroom while still maintaining safeguards to prevent abuse of the privilege (Hallquist,
2008; Henley, 1996).

Assessing Seléxpression Another prollem with assignments that call for sepression is assessing them

fairly and sensitively, while taking into account the subjective qualities of the work and the personal feelings

being expressed. Assessment gets even trickier when what we see irsstudemtor Kk r ai ses worr
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what they may be doing outside of class, and/or concerns for their generakingll Evidently, potential

problems must be addressed in the proper manner. But, ultimately our job is to foster creative development,
not to acias therapists or counselors (even if we are trained to do so). This means that we must look at even
worrisome work as objectively as possible by applying standard criteria to it, like skill and the relation of

form to function. Assessment would thus foauspt on t he wor kdéds content or m

but on the degree to which the technical and formal means support the expressive message.

Reaching Out to Suffering ArtistsConstructive opportunities for satikpression are potentially vahia to

all students, but they are especially important for those who identify themselves with the tormented artist
stereotype. Teachers in high schools and college art programs will almost certainly have had such students,
often including those who are theost gifted and serious. Getting to know these students, we find that some
have real reasons to suffer, whether because of personal difficulties or because of their commitment to urgent
social, political, or environmental causes. We might also find tteskents tend to identify with wekinown

suffering artists, living or dead. They, therefore, might assume it is acceptable, even noble and necessary, to
intensify their suffering by indulging in nihilistic thinking, wallowing in negative emotions, or mgaki

unhealthy lifestyle choices, including drug and alcohol abuse.

Reaching out to these students, we may want to tell them about other artists like Goya or Beethoven, both of
whom went deaf, yet were able to convert the suffering this caused into teomaéve energy. Doing so,

however, we must take care not to reinforce accidentally the myth that creaipiiyessuffering. If we

did, we would be breaking the first rule of morality in teaching: to do no harm. Encouragement of

stereotyping is alwasyeducationally inappropriateall the more so when the stereotype is associated with
self-destructive behavior. Considering the impressionability of young people, especially artistic types, the
results can be devast at i ThgSorroawvsof Yoang Wértharvwhiztstree o f Go e
fictional suicide of the protagonist prompted a rash of actual suicides among youthful German Romantics.
More recently, a film entitledhe Hoursaddressed the issue of impressionability by portraying how the

suicide of English writer, Virginia Wolff, affected other women at different times up to the present.

Debunking the Myth:Tales recounting suffering creators are hard to escape. Looking back to ancient

Greece, most people knew the story of Daedalus, thdarsghlptor and architect, who, after murdering an
apprentice in a jealous rage, was forced to build King Minos a Labyrinth to house the horrid Minotaur, half
man and hatbull. Daedalus was then trapped in the Labyrinth for helping Theseus slay thébtast,

escaped on waxen wings, only to lose his son Icarus, who flew too close to the sun, melted his wings, and fell

into the sea@harmandaris, 2006(http://galev06.physics.uoc.gr/daedalus.htrl similarly unfortunate
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story about a real artist is the one about Van Gogh cutting off his ear (actually, just part of it), which is
common knowledge today, even to people who know |

At least the Greeks dnea valuable message from the story of the temperamental Daedalus and his impulsive
son: Beware the ambitions of the ego and the prideyloris t hat fAgoet hé. before a f
What are we supposed to learn from modern tales of creatsviuféering? Often, it seems like the message

is: fABeware a career in the arts. Even if you are
an early gravel!o I f such accoun tdestrictive imitdtnahey vi ty a
might dissuade those with budding creative impulses from developing their potential, or lead parents to

discourage their children from seriously pursuing an art they really love.

Let us consider the situation from another perspective. If tlyenevs we heard about athletics featured the
trials of O. J. Simpson and Michael Vick, people might assume that all athletes were criminals. Such
assumptions could either discourage aspiring young athletes from pursuing sports for fear that they would
land in jail, or else make them think that it is acceptable, even expected, for them to behave in lawless ways.
With so many more negative examples from the arts, arts educators must make special efforts to provide

students susceptible to the myth in questigth alternative arguments, such as the following:

A The majority of creative people throughout history, artists included, lived lives not much
different from the rest of the population. We do not hear much about them because their stories
are not thainteresting and/or wellocumented.

A Novelists and filmmakers romanticize the misery that may accompany a career in the creative
arts, more so than that associated with other professions (with notable exceptions, like Arthur
Mi | | Deathboba Salesman

A There are many periods in history, such as the Renaissance, when suffering among creative
people was lessened because of support and appreciation from the government, the church,
private patrons, and/or the general public.

A Many artists today, espetiathose in the fields of popular music and film, live otherwise
normal lives but still enjoy fame and fortune, or at least have some financial security. Creative
people in fields like higltech may not be famous but still may be very well paid.

A Even atists who suffer are still motivated more by the joy and satisfaction they derive from their
creative work than from the relief it may provide them. Along with recounting his difficulties,
Van Gogh himself documented many of these joys in letters tadtisdn, Theo

(http://www.vggallery.com/letters/main.htm).
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Research done by Csikszentmihalyi (1996, ppr6Balso calls into question the negative personality traits
often attributed to creative people. Instead, it comes closer to the holistic, cdnvrieat®f arts education
introduced in this paper by suggesting that a majority of creative people are fairly well balanced in regard to
qualities, attitudes, and activities. Among these, they:

Have a great deal of physical energy, but are also qftin and at rest

Tend to be smart, yet also naive

Combine playfulness and discipline, responsibility and irresponsibility

Alternate between imagination and fantasy at one end, and a rooted sense of reality at the other
Harbor opposite tendensi®n the continuum between extroversion and introversion

Are remarkably humble and proud at the same time.

Combine both masculine and feminine tendencies

To To o I To T To I

Are rebellious and independent, but must also believe in the importance of masteringstbé rule
their domain

A Are passionate about their work but also objective about it as well.

Whether or not such a balanced personality is there to begin with, creative people may seek and achieve it
through the very act of creativity. This, at least, isgbsition taken by psychologists like Abraham Mazlow

and Roll o May. Mazlow (1943) identi-Acedatreatient
hi ghest category in his #fhi eiffheCautagetocCfeatdOudintakesan e e d s
similar stance, disputing psychoanalytical models that define creativity in negative terms like regression,
subl i mation of unconscious i mpul ses, or the need
creative process must be explored as the product of sickness, but as representing the highest degree of

emotional health, as the expression of nor mal peo

Practical Procedure for Cultivating Creativity Il: Shaping Creative Problems

In celebrating the positive sides of creativity and debunking myths that accentuate the negative, we must

avoid the opposite extreme: the popular presentation of creativity as all fun and games. Instead, we must

admit that creativity (especially witha capita i C60) poses two significant c¢ch
concepts necessary for the field in which we hope to create, and engaging creative/critical thinking to push

the field in new directions. Patricia Stokes (2006) says the same thing, usingtheguage of ficons
her words, creativity involves fAimastering the con

constraints that expand ito (p. xiv). Stokes admi
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faced popul ar ideas about dAartistic freedom,d but s
anything, most of wus do whatodés worked best, what
definition of an operant: a behavior that increasdssiquency because it has been successful. Successful

solutions are reliable, not surprising, predictahb
Stokes argues that, ithe more const eacativettie t he s ol
problem solverso (p. xii).

This theory brings us back to the idea mentioned earlier that creativity begins with a genuine
problem, one that calls for a creative solution simply because it cannot be handled in the usual

ways. I neftmeskes hhese - probt¢t emsedy estruitarédl ear . Wel
problems are the ones we often find in math books; they have one correct answer and a
predetermined way to get to that answer. The

n u mb e it. dllestructured problems are the ones artists choose for themselves, like the

Cubi stsdé problem of how to show objects from
Ai-dtlructuredod because they have no egdspogsése coOrr
that all could be correct. Other c o-persgectival r esp
Egyptian or medieval art, multi-view design drawings, as well as the inventive spatial
solutions of children in Lew#dei5Bl ddés nAschemat

The freedom to come up with multiple correct resp
requires constraints. Instead, Stokes shows that even the rstaidtured problems still involve constraints

such as: the go&b be accomplished, the medium to be used, and the form or style in which the work is to be
producedAccording to Steven Harnad, Stravinsky emphasized the function of constraints when explaining
why he continued to compose tonal music after most conpbaerabandoned the tonal system, saying that,
"6You cannot create against a yielding medium. & H
could exercise creativityo

(http://www.psych.utoronto.ca/users/reingold/courses/ai/cache/harnaditydatl#FN2).

Most important in this regard, creative problems must incorporate pairs of related constraints, in which one
constraint precludes or blocks the habitual response, while the other promotes a novel or surprising one. In
Cubism, according tBatricia Stokes (2006), one set of constraints blocked traditional representational
painting techniques where the goal was to paint what the satisT his required painting the subject from a
single point of view, using local color, and creating thesibn of depth. The other set of constraints

promoted nostraditional responses in which the goal was to paint what the laxést. To the Cubists, this

meant depicting at once multiple points of views of the subject matter. That first constrainttteen le
additional constraints, such as using a monochromatic palette which would make the fragmented object

easi er to Aread, 06 and creatibng a Afl at, patterned
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The concept of #Acreativity from eweyl902)\ggotskys, 0 co
(1978), Winner (1993), and Berger (2003) can be translated into guidelines arts teachers can
follow to develop problems that engage creative responses, while challenging students, and
facilitating the |ikelihood of Afl owo:

A The prollem must be ilistructured, with no single correct answer, inviting varied responses

which could all be correct.

A The problem is fAauthentico in that it is tru
that would interest a professional in theld.

A The problem engages studentsod6 personal inter
what they already know, while at the same time pushing them to learn more.

A The problem is age/stage appropriate, allowing accommodations for diferemgths,
weaknesses, learning styles, intelligences, and interests.

A The problem has paired constraints: some blocking habitual response and others inviting

inventive, individual solutions.

The problem is neither too hard, leading to frustratiam,too easy, leading to boredom.

Vygotskybés fizone of proxi mal devel opment o i s

The problem involves processes that can be applied to similar problems.

o To o Do

Assessment should be integrated into the process, not just at the enec(geel8, PPCC).

Arts educators have a vast repertoire of both-gtelictured and Hstructured problems from which to

choose. In selecting appropriate ones, we naturally try to avoid frustration when the problem is too difficult,
and boredom when th@roblem is too simple or familiar. But this is not always easy to do in light of the

varying levels of ability and interest among our students. A general formula from a developmental standpoint
might be to start with weltructured problems for beginnexsd students who are slower to catch on,

moving toward more opeended problems for intermediates, eventually allowing advanced students to
determine their own problems. Another strategy would be to imbeebskitling tasks as preliminary

activities formore involved creative projects (such as in the examples cited eafereven by themselves,

skill-building assignments can provide opportunities for creative exploration.

SECTION 1ll: CREATIVITY AS IRRATIONALITY:
THE MAD SCIENTIST VS . THE CREATIVE PROCESS

Defining creativity as fimerelyo a matter of sol vi

out of the process. Problesolving sounds more like an intellectual effort or a practical procedure, with
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solutions coming from stepy-step nethods and logical sequences, as in the case of mathematical word
problems. By contrast, real creativity is more often characterized by feelings or intuitions, with solutions
emerging suddenly out of nowhéréia bol t fr om t he b lpodem&olvBrsani | ar | vy,
engineers with calculators or consultants sporting briefcases and flowcharts. When we picture creative
people, we instead envision eccentrics who dress oddly, behave in unconventional ways, and make
statements that are totally off thallv These assumptions are associated with a third myth about creativity,

in which it is identified with irrationality.

Along with inspiration and eccentricity, another aspect of the myth of creativity as irrationality follows
inevitably from the previoumyth relating creativity to suffering. That is the lesiginding view that creative

people are prone to emotional instability or just plain insanity. The stereotype associated with this myth is the
mad scientist, exempl i f iicodFrabkgnstdiratheyobs8skee tHocta wio soughth a r
the secret of life and, in the process, created a monster. An actual, and far more benign, example is John
Nash, the Nobel Prizeqinning mathematician portrayed in the fild,Beautiful Mindas a paranoigenius

haunted by hallucinations, who chased pigeons around the Princeton campus, and wrote formulas on window

panes.

Creative irrationality in the arts is equally familiar. Early examples include the Dionysian revels that gave

birth to the theatre arttie hallucinatory imagery of Hieronymus Bosch. Later on, we have the visionary

poetry of William Blake and the fantasy tales of Lewis Carroll. Despite, or perhaps because of, the modern
erads emphasis on Ycerausybroughd wit iallsnariner of aratipnality in¢he &rts,
including Dadai s m, Surrealism, the Theatre of the

Recent examples of artistic irr &dmmemahihsiituitions i ncl ude

(http://www.artandculture.com/cgiin/WebObjects/ACLive.woa/wa/movement?id=1046 popular
culture, the myth of creativity as irrationality inspires movies like treeraantioned above, but it also
becomes a reality in rock concerts, which, like the ancient Dionysian festivals, involve both performers and

audience members in a kind of collective creative madness, frequently enhanced by alcohol or drugs.

Section IIl.1: Roots and Attributes:

As suggested above, the myth of creativity as irrationality is as old as the myths previously
considered. In this case, its roots can be traced thigt@ric, as well as to living prexodern,
cultures where creativity was (andisa r gel y i n t he hands of nAshama

at once, spiritual leaders, healers, and magicians. Although religious in intent, shamanistic rituals
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resemble both Dionysian revels and rock concerts in that they also use the arts typidaityedom
with drugs or other mindltering methods to produce ecstatic states. Recent research suggests that
such rituals may even have been the source of the first known paintings on the walls of Neolithic

caves (LewisWilliams, 2002).

Australian Aborigine today still consider painting to be a ritual act, in which their imagery comes
from a sacred source called AThe Dreamti me. 0
is the period in which creative acts were performed by the first ancestors ofgpeits, heroes,

and heroines who established the pattern of n
Dreamtime is a process as well as a period: it had its beginning when the world was young and
unformed, but it has never ceased. The ancedto established law and patterns of behavior is as

alive today as when he performed his original creative acts. The sacred past, the Dreamtime, is for

Aborigines also the sacred present, The Etern

Divine inspiration and communicati with gods and ancestors, often through dreams, plays a
prominent role in African art as well (Hackett, 1996), but, it would be a mistake to assume such
attitudes are found only in traditional, namestern cultures. Plato similarly cited a divine sowfte
creative inspiration and believed it was accessible to humans only when in an ecstatic and irrational
state, a kind of divine madness. In this regard, Plato (trans., 1956) particularly targeted the poet,
descr i bialghtdndwngedand holyitly, and there is no invention in him until he has

been inspired and is out of his senses, and the mind is no longeind{yb34b). Such a claim

was in part borne out by the poets themselves, who, from Homer through Dante and Milton, began

their epicworks with invocations to the musenot only a prayer for inspiration, but a request that
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the divine creator speak through them. Homer
Peleusdéd son, Achill eséo (-Muwistiandraditioh,9Abr&ham Avni 1) .
(1996) cites a possible connection between creative inspiration and divine madness among the

Hebrew prophets.

Although on a less dramatic scale, this kind of experience is actually far more common than one
might think, for rearly everyone experiences creative irrationality, and sometimes the prophetic
truths that come with it, in dreams. Sigmund Freud (1958) recognized this fact, but sought a mental,
rather than a mystical, explanation for the insights that emerge in poeiphecy, dreams, and
daydreams. He found their common source in the unconscious mind, which, he discovered, could
infuse even the illogical events recounted in fairy tales with symbolic significance §8R).76

More recently, connections between cregyiand irrationality have been supported by research

that distinguishes the logical, linear functions of the left side of the brain from the intuitive, holistic

aspects of the right (Pink, 2006, Edwards, 1979).

Considering all of the above, there ar¢hopositive and negative reasons to associate creativity
with irrationality. Positive ones include the recognition that creativity involves attributes like
intuition and inspiration that are hard to explain in rational terms. Negative ones include
associabns between creativity and insanity, eccentricity, and substance abuse. All these factors

need a critical review before considering their implications for education.

Irrational Creativity from a Positive Perspectivé®n the positive side, we must begiyecognizing that,

despite our deepening understanding of right brain functions and the creative process as a whole, many
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aspects of creativity remain a mystery. lllustrator Maurice Sendak (2008) auihitreoé the Wild Things
Are, puts it this way:

That will be the mystery that will haunt me until the day of my death: What is that thing that
comes into the work that iIs not premeditat
bel ongs there but you dondét know hoed, it go
deeper in myself than | know what it is. (p. 32)

According to Brewster Ghiselin (1952), irrational/a@tional elements like those alluded to by Sendak are

not limited to creativity in the arts, but are found in every discipline, even supposédiyaliekd fields like

science and math. Based on his review of the working methods of noteworthy creators from across the
spectr um, Ghiselin claims that, AiProduction by a
occur 0-15).mpactGh4sel i nds subjects describe sever al k
endeavors, which can occur at any point along the route. Speaking of the first phase of the creative process,
Ghiselin highlights théntuition that often initiates thequest sayi ng: A Cr eati on begin
even a confused excitement, some sort of yearning, hunch or other preverbal intuition of approaching or

potenti al resolutiono (p. 14) . Mary Wi gman descr.i

Any creation arises in or, rather, out of me as a completely independent dance theme. This
theme, however primitive or obscure at first, already contains its own development and alone
dictates its singular and | ogi cadtatesocfguenceé
being, different stages of vitality which release in me a varying play of the emotions and in

themselves dictate the distinguishing atmosphere of the dances. (p. 78)

Albert Einstein describes another kind of Aaional process: the work ohaginationthat characterized

his thinking throughout the various phases of his work:

The words or the language, as they are written or spoken, do not seem to play any role in my
mechanisms of thought. The psychical entities which seem to serve as slantbatight

are certain signs and more or |l ess clear in
combined. (p. 43)

One remarkable instance of this kind of thinking occurred when Einstein, at the age of sixteen, tried to
imagine whatitwouldbell&k t o ri de al ongside a |light wave and w

the | ight wave?0 (Gardner, 1993, p . 88) I maginat.
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|l ed to his #Atheory of r el prompting Eingteirdlateato ekplaintthate r r e v o
AWhen | examine myself and my met hods of thought
meant more to me than my talent for absorbing pos

beenpopul arized in a possibly misleading way, as: i
(http://www.quotationspage.com/quotes/Albert_Eins)eM/hile Einstein in these two statents apparently

conflates fantasy and imagination, some writers distinguish the two in important ways. For Coleridge, as well
as for others of his period, fantasy was a matter of the wandering mind, of dreaming-anekcaiaiyng. By
contrast, the imaginatiowas like another sensea vehicle for resolving reatorld problems and for

reconciling Aopposite or discordant qualitiesodo in

Insightis a different kind of nomational function in that it arrives unexpectedly at the afj¢kecreative

process, usually following a Il ong and | aborious p
moments, when the seeker suddenly fiseeso0 the solu
recognizes it as being right. Theten, feur eka, 06 comes from the prover.!l

mathematician, Archimedes, who realized while bathing how to calculate the volume of an object by

measuring how much water it would displace. At that point, he leapt from his bath and ran natkgid tive

streets of Syracuse, shoutibgcur eRad! dave found it! o Neuroscientist
located regions of the brain associated with insight (the prefrontal lobe amotéhier superior temporal

gyrusof the right hemisphereand are coming to recognize what activities support and impede it. Still, these
researchers say there is much they still do not understand about the process, and go on to admit that insight

wi || fal ways be a |ittle unknowabled (p. 45).

Equally unknowal# is the nature and sourcei$piration. Although, today, the term is applied to even the
simplest small Afchacr aatsipeeiadt siigmspi canicen when

Creativity, as in this letter attributed to Mozart:

Whenl am, as it wer e, compl etely myself, ent
occasions that my ideas flow best and most abundatitignceandhowthey come, | know

not : nor can | force theméAl Il thigsmyfires my
subject enlarges itself, becomes methodized and defined, and the whole, though it be long,
stands almost complete and finished in my mind, so that | can survey it, like a fine picture or

a beautiful statue, at a glance. Nor do | hear in my imagindt®partsuccessivelhjut |

hear them, as it were, all at once. What a delight this is | cannot tell! All this inventing, this

producing, takes place in a pleasing living dream. Still the actual hearingtofithe
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ensemblés after all the best. Whatk been thus produced | do not easily forget, and this is
perhaps the best gift | have my Divine Maker to thank for. (Ghiselin, 1952, pib)44

Such phenomena exemplify Aflow, 0 or that sense of
common, states like this have also been reported by other great creators, including some contemporary ones.
For example, the Beatle, John Lennon, wrote about his inspirations in much the same terms as Mozart:
"When real music comes to méhe music of thegheres, the music that surpasseth understandirag has

nothing to do with me, cause I'm just the channel. The only joy for me is for it to be given to me, and to
transcribe it like a medium...those moments are what | live for." (http://www.quotediuates/2005)

Finally, there is the creatiiepulseg itself: the unaccountable, yet urgent, need that compels certain

individuals to create time and again. For some, this impulse emerges in early childhood and lasts a lifetime,
as with Mozart and Picasdeor others, it arrives unanticipated in the midst of life. This was the case with

Tony Cicoria, a 4/earold orthopedic surgeon who was the subject of an article by the neurologist, Oliver
Sacks (2007), entitled AA B,hdrditisfmeantrto bt taken ligdally,e. 06 Us
because€icoriawas actually struck by lightening. As a consequence, he had-aeehr ouf-body

experience, but somehow survived, and then, for no apparent reason, became obsessed with music. First, he
wantedto listen to it all the time; next he taught himself to play the piano; then he started hearing music all

the time in his head, leading him finally to start composirthodgh a man of science, Cicoria used
religious |l anguage modéé 1 0k dis mdefaundrpasBian fomamusic abhddon n o
its relationship to his Bicodaggtew tewthinkihe hhebhad ansortofAs S a c k
reincarnati on, had been transfor med musidthaglieven a s

call ed, hal f metaphori(p.89).ly, O6the music from heav

Irrational Creativity From a Negative Perspectiv&xuberant as are these descriptions of the positive side

of creative irrationality, the negative side can be no less compéllitis involves associations between

creativity and psychological problems includischizophrenia, depression;fmlar disorder, and arsiocial
behavior.Psychologist Louis A. Sass, authofidness and Modernism: Insanity in the Light of Modern

Art, Literature and Thought1992),ad dr essed t hi s topic on a radio bro

The transcript readss follows:
Dr. Sass tells us that poets like William Blake, Lord Byron, Shelly and Keats all suffered

from manicdepressive illnegsmor e recently the poet Robert

William Styron have been linked to depressive illness. Most often, artists who focus on
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emotions and feelings in their work are madépressive whereas artists who remove
themselves from the world areone often associated with schizophrenia. Creative people

with schizophrenia often experience a sense of alienation from the self, from their bodies and
from the world. They become hypeelf-conscious but are able to step outside themselves,
allowing a moe cerebral form of creativity. Examples of this include philosophers like

Ludwig Wittgenstein, who was a schizoid individual and the mathematician, economist, and
Nobel Laureate John Nash.

Such statements could be interpreted to imply that certain nuéstatiers actually benefit creativity, as

when the manic side of the-polar disorder provides the energy, enthusiasm, and optimism needed to work
through difficult problems, while the depressive side and depression itself yields a depth of feelinlg valua

for selfexpression. Paranoia, schizophrenia, and certain forms of neurosis are also associated with
hyperactive imaginations and so could potentially produce inventive ideas and original ways of seeing things.
Whether or not these benefits are reahmgined, creative people with genuine mental problems are
sometimes known to resist treatment for fear that, once cured, they will cease being creative (Kramer, 1993;
Miller, 2005).

Even when creative people are not mentally deranged, they may seendt ho their eccentric appearance

and behavior. Think of Salvador Dali with his pointed, upturned mustaches and hisyeitistare, or

Albert Einstein, with his unkempt white hair flying as he rides around in circles on his bicycle. Despite such
exampes, Csikszentmihalyi (1996) claims that most creative people appear quite ordinary in daily life. He

then describes some of the greatest drlemonardo da Vinci, Isaac Newton, Thomas Edis@s
ireclusive, 0 Aobsessive, acandCB8cabaerehems hal $pealkly
at a cocktail party, you would have thought that he was a tiresome bore and would have left him standing in a
corner as s 00 n-28.Nonptlekss,imary goang peppbe.confis the two forms of

creativity, putting more imagination into the way they dress and act than in the more demanding work of

creativity in a particular artistic discipline.

Far more disturbing and dangerous is the attempt to enhance creativity through chemical means. This
tencency may seem like a modern phenomenon, but it probably dates back to prehistoric times. In addition to
the suspected use of drugs by cave painters noted earlier, Karen Armstrong (2006) cites archeological
evidence that indicates Induropean poets neardgven thousand years ago sought inspiration from a plant
calledsoma(p. 6) Continuing in the same tradition, Samuel Taylor Coleridge claimed to be on opium when

he wrote his famous poem, iKubl a KahnousédGrabusedi n ,
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a range of substances, from marijuana and heroin during th&\pgHtBeatnik era, to hallucinogenic drugs

|l i ke LSD among the Hippies in the 196006s, to coca
today. Awareof such drug usagemong famous creators, past and present, young people seeking to be

creative in the arts may follow the same path, assuming drugs and creativity are necessarily linked.

Creativity from a Holistic Perspectivdi Posi t i ve psychol ogldlgkdys, 06 on

dispute any claim that creativity benefits in the long run from either insanity or drugs, linking it
instead to a high degree of mental health. In this paper, | join other arts educators (e.g., Campbell,
2006) to extend the idea still furtherysay that creativity requires more than just a healthy mind,

but should engage the whole person, integrating mental, emotional, physical/sensory, and even
spiritual functions. F.M. Cornford (1950) speaks of this integrated condition when describing the
intuition the ancient Greek mathematician, philosopher, and musician, Pythagoras, must have had in
suddenly realizing that #Aall things are Numbe

mathematical physics, up to and including the work of Einstein:

Whenl speak of intuition, | by no means exclude intellect and feeling, or even sense
perception. The total state of our consci ou
return to Pythagorasod discovery: irthofars cert
intuition such as this, which suddenly sees widely scattered patches of knowledge as

significant parts of a coherent picture. | suspect that, in approaching the moment of

illumination, the soul must have reached out with every power intent; arebkrer, that

such phases of enhanced activity have alternated with other phases of passive acceptance,
where thought was merged in feeling and strength was drawn from the humblest roots of
being.(p. 25)

According to Cornford, Pythagoras grasped thiag@pile, not by thinking about math, physics, or even

philosophy. Instead, the realization emerged in a alsssplinary leap while he was reflecting on the

harmonic nature of music. Cornford therefore entitled the article from which the quote wagitdkéne
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Har mony of the Spheres, o recalling John Lennonés
Efland has indicated, this capacity to make such connections, whether metaphorical or actual, is a key to
creative work at any level and in any fieRBl the same token, holistic processing can be key both to
recognizing creative connections, and bringing new connections into being in some tangible and practical
way. On the physical plane, creative ideas must be tied to skills that can give themdotineyieemain

merely ideas. Emotions play their part in providing the motive force behind the creative effort, whether it is
love of truth (Scheffler, 1991), the passionate desire to solve a problem, an empathetic response to another
per sonds theoneed ® express oneself. The intellectual component is typically the idea or
intention guiding the effort, while the spiritual component lies in the inspiration, or the personal values
(Campbell, 2006) embodied in the effort. As already mentioneticatngagement also contributes to the
sense of Afl owd we get when working on a particul

can help forge an integrated personality, necessary for a life of creativity, fulfilment, and meaning.

Sedion I11.3: Educational Implications

Even as mainstream education increasingly appreciates the value of holistic development, it still places
primary emphasis on the cognitive domain. As a result, handgtivities, as well as those that engage the
emotions and the spirit, are still relative rarities, especially in academic courses. It would be all the more
unusual to find educators (at least those outside the arts) who feel comfortable doing activities associated
with irrationality. Therefore, the presemyth, like the previous one, must be handled with care when

working in schools.

Safeguarding the MysteryArts educators who are concerned to foster creativity in the fullest sense possible

have a challenge before them. On the one hand, they do niotoygesent this most essential aspect of their

field as something outside of, or antithetical to, the fundamental academic concern to teach students to think.
On the other hand, they cannot pretend that creativity can be reduced merely to an intatiteityadr a

set of concrete testable tasks, especially when its mysteries have been so well documented by psychologists

and creators, alike. One way to sidestep the controversy, as indicated above, is to call these mysterious

procesgead imearkhdi onal , 0 as opposed to #Airrational,
Another way is to link creativitytorighir ai n functions that at | east hayv
approval.

Dichotomies between right and left are useful, esfigarahelping to justify a role for the arts in schools as

firi-bgrhai no ¢ o mp kbernaeinntos atcoa diel mei fcts . Yet , al | such div
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creativity, which, in any field, cannot be reduced to half a brain or any limited etabions, mental or

ot her wi se. In fact, recent research (Schiferl, 20
claim that observational drawing is rigitained. Thus, we reaffirm a holistic approach in which creativity is

a matter of tk whole mind (including some aspects that are logical and rational as well as others that are
harder to pin down) and where mental functions are fully intertwined with emotions, perceptions, and

actions.

Besides its oveemphasis on intellect, contempgraducation fails to support creativity in other ways. First,

with its push to leave no child behind in terms of achieving glexkd competencies, it allows little time for
Awonder . 0 Second, with standar di zoe dc htaensctes. oa |Yveay, s W
chance are essential components of creativity. Th
educationally appropriate ways. In this regard, a remark from the famous French scientist, Louis Pasteur
provides ae cclouneees fAothhlaynct o t he prepared mindod (Harr
this phrase may be adapted to provide a formula for cultivating creativity in schools. The part about

preparation recalls the need to develop skills and knowledge essetiialdomain being studied. The

reference to chance, however, reminds us that preparation, though necessary, is never sufficient. Even the

bestt r ai ned mind must stild]l be | eft open enough to

In bringing both parts of the equatitogether, the West has something to learn from the East. There,
practitioners of traditional Asian arts spend years preparing themselves by copying and following precisely

the directions of their masters, while simultaneously practicing meditation teebnimhelp them remain

receptive to inspiration. Western creators have often been inspired by Eastern practices and ideas such as
those of Zen Buddhism. Among these, composer, John Cage, and choreographer, Merce Cunningham sought
t o take t hlieeir drtdygcoeatingomarks inavhichtmuch of what happened was left to chance.

Contemporary composer, John Adams (2008), recently wrote this about Cage:

Cage advocated an open acceptance of Ano ma
fegoditarsd ed out of the creative act, he de

using maps of stellar constellations to derive pitches, dynamics, and durations. (p. 36)

Thomas Edison, inventor of the electric light, the phonograph, and other moderresninacl his own way
of opening up his mind as reported by Twyla Tharp
a 6thinking chair"”™ holding a met al ball bearing i

under his hands, eve two metal pie pans. Edison would close his eyes and allow his body to relax.
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Somewhere between consciousness and dreaming his hands would relax and open without effort, letting the
ball bearing fall noi si |y i ntupandwnite dopn whatgvesides wasT h a t
in his head at that moment. It was his way of coming up with ideas without his conscious mind censoring
themo (p. 101).

Such practices have been reported by and about creative people for centuries. Now their efficacy ca

confirmed andalmostexplained by research about one creative function that does seem housed mostly in the
right-brain: insight. According to researchers Mark J&sgman and John Kounios in the article cited above
(Lehrer, 2008)t,e imasligmdi ng acthadebetcmween effort anct
lavishes the scarce resource of attention on a single problem. But, once the brain is sufficiently focused, the
cortex needs to relax in order to seek out the more remote asswiattbe right hemisphere, which will

provide the insighto (p. 43).

The relaxation stage is also crucial because it allows the brain to produce Alpha waves, which are known to
accompany the arrival of insight. This helps explain why insights happearin baths, as in the case of
Archimedes, as well as right after waking, while walking in the country, or following meditation. By

contrast, activities commonly used to facilitate learning and problem solving, like focusing on the problem,
minimizing distrations, and paying attention only to relevant details, can actually impede insights. As the
article states, this nclenched state of mi nd may
breakthrougho (p. 43).

Inviting the Non-rational: Since napping, meditating, taking warm showers, and going for long walks are

neither practical nor appropriate as classroom activities, we must find other ways to invite-thgamath

when teaching the arts in public schools. Examples from the sectmmigorality were improvisation and

theatre games. Others, which can be done ilNtiebook of Creative Inquirynclude the psychoanalytic
practice of recording dr e-brarsdraaimgekxemises, tikg blittldomtaurscis 6  (
upsided own dr awings. We can also take advantage of a

and artists of the Surrealist movement, André Breton, René Magritte, Max Ernst, and others, for this exact

pur pose, i.e., Ato brteadknd hbehaghi convenai deapett htol
Among these Asurreal iagtomatgaritiigs , 06 t he most f amous
Sit at a table with pen and paper, put yourse

writing. Continue writing without thinking about what is appearing beneath your pen.
Write as fast as you can. If, for some reason, the flow stops, leave a space and
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immediately begin again by writing down the first letter of the next sentence. Choose
this letter at random before you begin, forist ance a @At 6, and al way
sentence with a 6td. (p. 17) .

Inventive activities can also be related to the academic aspects of arts eduaastmetics, criticism, and
history. One such activity, derived from the Rorschach test used ihgleygy, is giving students abstract

art, wordless music, or modern dance to study and interpret in any imaginative way they choose. Once the
interpretation is made, however, students would be required to defend and explain their perspectives by

referring b elements and principles in the discipline.

Safe Havens for Creative Eccentricity and S&kploration: Other educational considerations derived from

the myth of creativity as irrationality are of a more personal nature. Initially, there is the tagldab

above of helping students distinguish eccentricity in dress and behavior from creativity, itself. This task, like
others previously considered, is a matter of balance. On one side of the scale is our concern to provide safe
havens for students wlomme to an arts classroom in part because it is the one secure place in schools where
they can be different and be appreciated for their differences. On the other side of the scale is our

professional responsibility to teach them how to turn their unigusopal qualities into unique works of art,

music, dance, or drama. Balancing the two, we can help students stand up to peer pressure and other arbitrary
societal constraints, while enabling them to conform intentionally to the constraints essentieddos $ni

our arts discipline.

Related to this is yet another balancing act: helping students with mild to severe psychological problems
constructively channel their otherwise troubling
students to uncar and utilize unconscious parts of themselves that they would otherwise deny. Finally,

there is the challenge for ourselves as teachers when working with all these populations, of, at least to some
extent, giving up control. For, if the creative processii n any way #fAirrational b6 0 t
direct the process or predict in advance what the outcome will be. In other words, when we issue an

invitation to our students to be creative, we must be prepared for the unexpected, and eveplitablaex

Practical Procedures for Cultivating Creativity Ill: The Creative Process

Fortunately, there are established structures for cultivating creativity in various fields that balance discipline

and freedom, method and madness, right and left bwagtibns, as well as teaching and letting go. One

such structure is the fAiscientific methodd and r el
ireflective thinkingdo (1910). Designers ansdsdr chi
(Lawson, 1997) . The generic name in our case is i

68



in the terms used by various authors who write about the process, the stages and sequence are largely
consistentThe Creative Spiri(1992), byDaniel Golemeret al, provides a succinct formulation of the
common steps. As discussed above, this formulation assumes there is already a problem to be solved:

Step 1: Paving the Way

The first step is a matter of preparation and research into threedssand. According to Golemah
al(1992) this stage requires that we fAi mmerse [
information that might be relevant. |1to6s when
to anything that is evewvaguely relevant to the problem. The idea is to gather a broad range of data

so that unusual and unlikely elements can begin to juxtapose themselves. Being receptive, being able
to Iisten openly and well, i s avouddmpaintautahlat, s ki | |

here, we also reflect on what wkeadyknow about the situation.

Step 2: Incubation

After actively accumulating all the data we can, and reflecting on our prior knowledge and past
experience, we go into a more passive mode wheallex our mind to process the material we
have gathered. Though hard to define precisely, this stage calls forth a number of evocative

metaphors. Golemagt almi x many of them. They begin by call

say this is the pointwhn we | et the problem fAsi mmerd so t ha
i n. Continuing, they explain that, AWhereas pr
goes on in this stage occurs outsi deesdyioppcused a
goes, you Osleep on itdédo (p. 20).

This last phrase is actually more than just a metaphor, because the mind does do creative work

during sleep. It also does it, as noted earlier, during other seemingly unrelated activities like

meditation, joggig, daydreaming, and taking a bath. While Goleiaal and Freud locate the

processing that occurs in this phase in the unconscious mind, Lawrence Kubie (1958) places it in
what he calls the Apreconsci ous, Ofrealtythatui d f unc
constrain the conscious mind, as well as the neuroses and fixations that are features of the Freudian
unconsci ou sconsckusiminag thaighpntroeluced half a century earlier, evokes

contemporary neur osciipernefirsanstéa Id ecsocrrtiepxt.icon of t

According to researchers Earl Miller and Jonathan Cohen (Lehrer, 2008), the prefrontal cortex is like

the Aconductor of an orchestra, 06 where the pla
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part t hat emosonlyifor osuping orsthe bask at hand but for figuring out what other
areas need to be engaged in order to solve a p
appropriately draw upon and bring together unconscious and conscious thoughtsngadieg

right and leftbrain functions. The prefrontal cortex also lights up when insights occur, so it

somehow knows when the right answer has been found.

Step 3: lllumination

Regarding the next st ageetalstahyat tha Momdit thdtspeopilenat i o
sweat and | ong for, the feeling é6This is it!o6o
Ainspiration, o is used metaphorically in all Kk

genuine insightiEua®kiah oAAckiomaddegdto Lehrer (2

by something |Iike a flash of light in the brai
el ectrical frequency generated by thecdneain. o
from the é6bindingé of neurons, as cells distri
new network, which is then able to enter consc

43), This internal illumination is also accpanied by an unshakable certainty that the right answer
has, indeed, been found. Sometimes, of course, the feeling that we have the answer turns out to be

wrong. But surprisingly often, the light of insight reveals a genuine truth.

This factraisesseverl as yet unanswerable questions about
recognize what the conscious mind cannot, 6 and
produce the epiphanyo (Lehrer, 200 8teriespsmalld5) . W
wonder creators like Homer and Milton, Mozart and Cicoria evoke divine provenance when

speaking of inspiration and illumination. But even when creative inspirations do seem to come from
some higher source, they may not arrive as instarmglitssiOn the contrary, some emerge slowly

and painfully over a long stretch of time, as was purportedly the case for the Prophet Muhammad

who, according to Islamic tradition, received the Koran in a series of angelic revelations (Armstrong,
1993). In addibn, with the exception of those rare recipients of genuine insight and divine

revelation, the creative process does not stop with the illumination. On the contrary, most creators

cannot be certain of what they have found until they put it to the test.
Step 4: Translation

This leads to the final stage when, according to Golezhah( 1 9 9 2 ) , i [éur] jnsightlandt a k e

transform it into actionodo (p.22). John Dewey (
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researchers attempt to prove (or dispjdtreir hypothesis through experimentation. Speaking more
generally, he explains that problems of all ki
Afunder goingd the consequences of our aolvihgi ons.
the problem or i f , i nstead, we hav¥et dvenwlieg aur insightsk t o
or hypotheses turn out right, itdés not necessa
action, they may open up a whole new set of goest

The creative process, so described, can be directly applied to fragssd learning using the principles of
problemformulation listed in the previous section, while employingNlséebook of Creative Inquirty

record initial research, emergimdeas, and ongoing reflections. When setting up such projects, however, we
must watch out for what Golemanal( 1 992) <cal |l t he i GCod)elheseiineludey Ki || e
pedagogical practices like surveillance, evaluation, andaserol, as welhs seemingly practical matters

like time constraints: holding to a strict deadline without allowing sufficient opportunity for each essential

step.

Here, too, a balance must be struck since most students need deadlines to keep them focused on the task at
hand. Ot her potenti al ACreativity Killerso can be
supposed to be an automatic inhibitor of creative impulses, but this may apply mostly to the initial
brainstorming stage, since, as noted abimess and even insights must eventually be tested to see if

answers found are right and if standards of quality have been met. Similar ambiguities apply to systems of
rewards, restrictions of choice, and the role of competition. Depending on the sttidepteplem at hand,

and the way each element is employed, these may be either harmful or helpful.

Golemaret al (1992) also list attributes that are almost universally helpful. Among these are attitudes, such
as keeping fait h thercoumgedoGake chahcied, dating te lse,positive, walumgintuition,
and sustaining the spirit of caring (pp. 1285). Others mentioned throughout the book are more procedural,
like making precise observations, asking penetrating questions, and erigagftegtive listening. Finally,

the authors list qualities of character, including the compassion that enables us to empathize with others
while forgiving our own mistakes. Most important, Golenedal recall what was said above about the

importanceot onsci ous perception. Th¥y). cal l it Abeing a\

SECTION 1V: CREATIVITY AS ALIENATION :
THE UNAPPRECIATED VISIONARY VS. A CULTURE OF CREATIVITY
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The fourth myth equates creativity with alienation, picturing the creative person as areaizeg

visionary, or else as a rebel against the establishment. Elements of truth here stem, in part, from the fact that
alienation may naturally follow from the previous myths. In reference to the first myth, creative people may

be criticized, ostracizk or worse, when their original ideas threaten established ways of life, or oppose
established beliefs and values. A prime example of this was Charles Darwin, Misosg of Evolution

called into question biblical traditions and religious dogma aboutahge and purpose of human life,

thereby challenging the supreme authority of the Church. At the time, Darwin was deeply concerned about
the danger of such an affront, and as a result did not publish or make public his findings for many years, until
circumstances forced him to do so (Quammen, 2006). More than a century later, Darwin and his ideas remain
the subject of vehement controversy. In reference to the second myth, personal suffering or professional
difficulties may cause some creators to interaltynset themselves apart from society and go to isolated
locations where they can pursue their purposes unconstrained. Visual artists are particularly famous for this.
They include Gaugin, who abandoned a career and family for Tahiti; Cezanne, whaiied Baclude

hi mself in Provence, in the south of France; and
New Mexico desert. Regarding the third myth, the fact that creative people think differently from others can
mean that they are misundawod or doubted by their peers, even if they eventually emerge as prophets. In
this case, the example comes from politics: Will:@
ifSewardbés Folly, o0 until gol d and edeapanses. Even giverwer e f
these welknown examples, however, the validity of connecting creativity with alienation must itself be

called into question, especially in the context of education and the widespread problem of alienation among

contemporary youth.

Section IV.1: Roots and attributes:

The myth of creativity as alienation is grounded in tales of heroes and heroines who speak truth to power,
take things into their own hands, refuse to sell out, stand up to authority, or outsmart the estabiihment,

for a good cause, but who then are spurned or punished by society for their efforts. Two examples from
ancient Greece illustrate the different aspects of the myth. The archetype of the unappreciated visionary is
Cassandra, the prophetess who foresanrdgic outcome of the Trojan War, but who had been cursed by

the gods so that no one would believe her. The archetypal rebel was the titan, Prometheus, the divine artist
who first formed human beings out of clay, then stole fire from the gods to ge lifis creations. This

brought on the wrath of Zeus, chief of the gods, who had Prometheus eternally chained to a rock, then sent an
eagle each day to peck out his liver, only to have it grow back the next day to be pecked out again. Humans
continue to bnor Prometheus with works of art that tell his tale. Among these are a play (or a trilogy of

plays) by Aeschylus, a painting by Rubens, and a composition by Beethoven.
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Promet heus is also honored by t he wslikethethfepjuso met he
i sted. It means fAboldly creative; defiantly orig
translation of the Greek wordrometheus i s equally significant. 't mea
visionary role of creats in foreseeing future needs. Interestingly, Prometheus had a brother, Epimetheus,

who created the beasts, but is best known for ope
the world. In Greek, the worépimetheusme a n's A h i okihgthe ginfareseén negative

consequences ofitlonceived creative efforts, another reason why creators may be spurned by society

(file:///Users/admin/Desktop/prometheus_myth.htm).

In ordinary human experience, the myth of the creative person as edienditvidualist is reenacted in the

form of adolescent rebellion. Alienation during the teenage years has several causes. One is an idealistic
vision of how the world should be, combined with anger at the way it really is. Another is the need teenagers
have to forge their own values and sense of identity, which often requires them to break away from the

control imposed on them by parents, schools, and society. As a result, many young people feel isolated not
only from family and community, but also fromeihpeers. These feelings, in turn, may lead to behavior that

only alienates them further, e.g., deviating from the norm in dress or behavior, breaking the law, or directly
confronting authority with rebellious act€ertain adult creators similarly pite ms el ves agai nst
establishmento and some actually break the | aw. Y

Twyla Tharp (2003) says there is always some element of rebellion:

Creativity is an act ofleflanceYou 6 r e c haltluesn ggunog. tYhoeu Gsrtea q u e ¢

accepted truths and principles. Youdbre aski
conventional wisdom: O6Why do | have to obey
canét | do it my way?d alltbtreativepeaple whethentheyi mp ul s

admit it or not. Every act of creation is also an action of destruction or abandonment.

Something has to be cast aside to make way for the new. (p. 133)

For Albert Einstein, as portrayed by Walter Isaacson (2007), ctgatias clearly intertwined with
a sense of rebelliousness, which led him to challenge the dominant paradigms of physics, as well as

to stand up to Senator Joseph McCarthy and the Hougenénican Activities Committee during
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the ARed Scarkrar pds th20A3)B5 0sxempl ar from the

Beethoven:

Beethoven, the most truculent of artists, not only picked fights with musical forms,
reinventing our notions of the shape and scope of symphonies and sonatas, he
reinvented howaiety regarded composers and musicians. Before Beethoven,
composers were treated like skilled servants; they were paid whatever their rich and
royal patrons wanted to pay. Beethoven changed all that. He demanded and got
lucrative fees for his services,dmwas one of the first composers to dine with his
hosts rather than with the help when he

Reading between the lines, however, it is clear that Beethoven, even at his most rebellious, maintained a
close connectiowith his patrons, who paid for his compositions, and who alone could assure that his music
would continue to be performed. In fact, all successful creators must have support of various kinds if they are
to fulfill the promise of their genius. Speaking abthis topic, Csikszentmihalyi (1996) claims that

creativity isneverj ust a matter of what goes on in an indiuvi
of a complex system involving thiedividual, adomain,and afield. Domains consist di aet of symbolic

rules and procedures, (p. 27)0 which are used and
work. Among the domains considered here are the visual arts, music, theatre, and dance; others include
science, mathematics, pbslophy, and literature. Csikszentmihalyi (1996) further explains that such domains
ffare in turn nested in what we wusually call cul tu
or by humanity as a whol eidbdal s 28ho dhrer éntel y ©taao
domai n. It is their job to decide if a new idea o
vi sual arts, Ai[t] he field consists of,andrt teacher
administrators of foundations and government agencies that deal with culture. It is this field that selects what

new works deserve to be recognized, preserved and

The third component, the individual, is only able to succegstudlate by interacting with the other two
components. Writing about science, Csikszent mi hal
discoveries would be inconceivable without the prior knowledge, without the intellectual and social networks
thatstimulated their thinking, and without the social mechanisms that recognized and spread their
inventionso (p. 7). The same could be said of Pic

dances, and Samuel Becket ds pl ays.
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The fAsyst ereativityiillestrades aocbncrete way to understand creativity, mentioned at the

beginning of the paper, in which the question iswlaatit is, butwhenit is. Csikszentmihalyi (1996)

answers that question by s ug goaading thegsymbblsaofagivenr eat i v
domain . .. has a new idea or sees a new pattern, and when this novelty is selected by the appropriate field
for inclusion in the relevant dhenmsalocoselytedtothe8) . So
guestion ofwhere for certain social environments tend to be more conducive to cultivating and supporting
creativity than others. In the past, these cultures have prominently included Greece in the Golden Age,
Renaissance Florence, and t8émntury Paris. Acording to Csikszentmihalyi (1996), each of these cultures
combined widespread wealthwhich allowed leisure time for learning and experimentingith

opportunities to bring together people with different backgrounds who have different beliefdebfesnd

knowl edge, thus enabling Aindividuals to see new
conditions exist in society at a given time, they might still serve as guidelines for cultivating a creative

culture in the arts classroom. Tlalowing examples focus on fostering a sense of outer connectedness to

compl ement the holistic, centered, inner connecte

Part 1V.2: Educational Implications

An arts classroom that supports creativity combines many ohther§ addressed in the previous sections,
while providing a safe haven for alienated studen
way it does this is by allowing young people to think differently and try out new ways of doing things.

Another way is by welcoming diversity since, as noted above, the mingling of people with different
backgrounds and experiences can enhance the creativity of all. But arts classrooms can still go further to

address alienation aedls.t o meet studentsd creative

A first step in combating alienation is to build
helping them take on challenging and authentic problems within the given domain, using reliable methods

like keeping a\otebook of Creative jury, and f ol |l owi ng a fAcreative proc
connect their students with others in the school through collaborative;ctnogsilar projects involving

other arts specialists and academic teachers, thus eventually involving tné ve s ¢ h o o | in all
creative development. Next, they can break down barriers between school and community, connecting
students to available resources and experts, while opening up opportunities for students to make creative
community contributionsvhile still in school. Only through meeting all these conditions can we fully

counter the myth of creativity as alienation. The following sections will elaborate upon each of the topics just

noted, while also considering some reasons why arts educasgalson&orry about alienation to begin with.
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Countering social and academic alienatiolit is safe to say that most arts teachers, especially those

teaching at the high school level or higher education, know some students who fit the description of
ialaiteed youth. o Moreover, it is also Iikely that s
be the most talented and creative. This, at any rate, was one of the findings of a study on creativity among
students at the Art Institute of Chicadone by Getzels and Csikszentmihalyi (1976) in the 1970s.
Describing the population as a whole, they confir
introspective, independent, imaginative, unpredictable, and alienated from communitytexpeidanot far

of f the ma9ko OQOfppcowlBBse, given the social and pol.i
felt alienated; it was not just art students. Alienation among youth today has other causes and takes on
different forms. Morewer, the problem may be affecting an even wider spectrum of students than in the past,

including those at increasingly younger ages.

One aspect of alienation in contemporary society comes from technology, as mentioned previously. In this
case, it involve substituting direct human interactions for those mediated by the intemeil(e
ifiFacebooko) . I f such modern modes of communicatio
create distances at another, more authentic, level. At its worstngootary disconnectedness contributes to

the tragic trail of teenage suicides, school shootings, and runaways. Even when matters do not go that far,
results appear in a general sense of boredom and a need for excessive stimulation, both of which can
diminish creativity. Arts education can counter these tendencies by providing students with more creative
means to express themselves and communicate with others, sometimes using the same media with which
they now distract themselves. In addition, arts clases apportunities for direct and meaningful

engagement with others through collaboration on creative performances and other types of projects.

Feelings of alienation among students today could also derive from academic issues, such as failure to meet
gradelevel academic expectations, a problem not uncommon to students who are strong in the arts.

Arts educators can help counter these studentsé f
of Multiple I ntell i ge rkaoers @arguésihat®edple caniMe intelligeatinimany n o w
different ways, including those intimately related to the arts. Ml also opposes the elitist aspect of IQ tests that
foll ows from the fAbell cur veo s u-schrestatahe topandneanyer at e
more near or at the bottom (Gardner, 1999, g). Tnstead, Ml theory promotes a more democratic and
comprehensive view of intelligence by asserting that everyone has a distinct intelligence profile with both
strengthsandweaknesss. Equally important, while 1Q is assumed to be innate and fixed for life, MI

supports the work of schools by assuming intelligences change over time through education and experience.

Finally, and most relevant to the concerns of this essay arehithirg for Creativity Using SC Standards
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(2008) MI supports teaching for creativity by defini
ability to solve problems, or to create prggucts,

X).

Connecting t o :SAhothererobles @ith Caditiohalll® &eHs is that they tend to be biased

toward people from Aprivileged backgroundso (Gard
more common among those who aisedfranchised, whether because they speak another language at home,

or are otherwise outside the mainstream, due to race, ethnicity, oresotiomic status. Arts classes can

help such students feel mor e fAat badversecultltmrgs st udyi n
represented in the class. They can then help foster creativity by having all students create new work inspired
by the work of the selected cultures. One of several activities Teanhing for Creativity Using SC

Standardq2008) thatouldh el p connect students to one another 6s
contrasting fithe various roles ofZ musdlk iwintsh i imf a ot

the |Iives and works of musicians from a variety o

Connecting to the EnvironmentAnother form of connectedness that is urgently important today is

connecting to the natural environment. Not so long ago, when most people lived in rural regions and

supported themselves as farmers, ranchers, herdsmearshumtfishermen, connection with the

environment was a simple fact of life. Over the past 100 years, this connectedness has largely been lost, to
the pointthat manycitd we |l | er s suf fer from what David Orr (20(
Woody All en, as quoted by Orr, puts it this way,

t hings, he is being funny and he sounds urbane. B
at all, having contributed to the degrtida of land, air, and water that now threatens all life on our planet.

Also, as noted earlier, environmental degradation is actually the byproduct of creativity: the unprecedented
progress of the industrial revolution, which sought to control nature akd ihwork for man. Equal or

greater creativity will be needed to restore the environment while sustaining the standard of living to which

we, in the western world, have grown accustomed while also improving life in less advanced cultures. Young
people, prhaps more than older ones, have become increasingly aware of these issues. On the one hand, they
realize that unchecked environmental degradation may cause devastating consequences during their

lifetimes. On the other hand, they are also aware that shase problems offer the possibility for new
careers in Agreend ener gy, wihnature ratkecthan aganstit.eEacd oft e ¢ h

these fields provides the possibility of wedding creative engagement and social responsibility.
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Along with such practical and ethical concerns, creative connection to the environment can feed the human
spirit (Bodian, 1995). Ordinary people get spiritual nourishment from mountain hikes, cultivating a garden,
or caring for pets. Visual artists do it tlughplein air painting or constructing sitgpecific outdoor

sculptures or installations. Performing artists do so by composing music, dance, or drama in response to
natur al t he méempesttMikdessypneme re 6Nsiarg exanipkes from taemtriviusical
examples includéppalachian Springpy Aaron Copeland,a Merb 'y De b u s s yqur Séasonsaridd i 0 s
Ho | sThedPtanets

Just as it has done for professional artists, playwrights and composers, connecting to nature can help young
people hal the pain of alienation, while also providing them with an endless source of creative ideas. This is
especially evident in the imaginative play of young children, who seem to find inspiration for creativity
everywhere they look, whether at bugs on theigd or clouds in the sky. Daniel Golenetral (1992)

describe how this innate fascination is encouraged and deepened at the farscheg@rprogram in Reggio

Emel i a, ltaly: AChildren there are g¢gi vespenémuohr mous
time out of doors, visiting a variety of place§ r om f ar mer s 6 f iieahddheyhtvearchm ci e n |
set of materials in the school itsel fo dthe 81) . G
atalierista,whosejob t i s t o fAmobil i ze cd&adhildenrobserdesandenteact\gith a nd
a wide range of natural objects, trees, shadows, shells, and colored stones. In the process, they learn a
Afhundred | anguageso t o c¢ o mndangingcseding, andhotirig (Edwardyp er i e n
Gandini, & Forman, 1998).

Creating Continuities across Discipline¥ et another way arts educators can combat feelings of alienation

within their school is to bring arts and academic students together to worlerisaiplinary creative
projects. This occurs on a schaalle basis aGouth Carolina Arts in the Basic CurriculuPnoject (ABC)
sites. Even on a small scale, however, cdissiplinary team experiences can teach students to value each

ot her 6 s whiehelpng thnemhlezarn to work together in creative ways, as they may do in the future.

Teaching for Creativity Using SC Standa(@908) supportsrosscurricular learning through sections
entitled: fAConnections. Ma ksicni o | d onren] e catnido nost hkeat wld es
these connections link arts and academics while others link one art area to another. An example of the latter
has students choreograph dance sequences based on the artwork ofAkfrezanan artist, Jacob Lawresc

(p- 12). Such activities can help prepare students to go into established interdisciplinary art forms like theatre,
film, and television as well as relatively new ones such as performance art, computer animation, and video

game design. In general,*2dentury creativity seems to happen increasingly at the intersections where fields
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overlap more than in their traditional centers. Arts educators can addresdiscgdmary creativity in an

historical context when teaching about the role of mathematitseimusic of J. S. Bach and the art of M. C.
Escher, as well as the union of science and the arts in acoustics and optics. They can then engage students in
making similar or different types of connections in their own creative work. Arts teachers ittaiddabe

search for crosdisciplinary connections through collaborations with their academic colleagues or with
classroom teachers, also using such occasions to help infuse new forms of creativity across the disciplines.

Connecting Creatively to the @nmunity: Creative connections can also happen between schools and

communities. The most familiar forms are children
performances done in public venues. Ron Berger (2003), a former sixth grade teachersiouBhute

Massachusetts, describes in his bowk Ethic of Excellence: Building a Culture of Craftsmanship with
Studentshow he took schoetommunity connections even further by building into his curriculum a variety

of multidisciplinary projects thatinnele s ome ki nd of community involvenmn
community connections was a science project where students collected and tested water samples from all the
wells in town, then published the results in a local newspaper. Another projecedgoiirs of students to

research, plan, and then construct a talieensional model of a public institution (e.g., a pizza parlor, an

airport, a small liberal arts college). The research component required students to contact local businesses,
airports, ., to find out how things were done. The creative component was coming up with their own

inventive versions of these institutions.

Connecting to the DomainA final way to fight alienation among arts students is by helping them connect

professionally taheir chosen field and teaching them what it takes to succeed in the arts as a career, and.

This is especially important for high school and college students since, for them, failing to connect to their
respective domains in this practical way can meaatore involvement will end when schooling ends and

the pressures of #freal |l ifed begin to take their
reflected in early research on creativity by Getzels and Csikszentmihalyi (1976), whichiHattithse

students considered by their teachers to be the most creative were also the most reclusive and alienated. As a
result, after graduation, they were unwilling or unable to get their work noticed in the art world, as opposed

to their possiblyless r eat i ve but more outgoing peers, who kne
support students make connections to their field include: resume writing, portfolio building, as well as

helping them find internships, mentors, and opportunities to merdorexhibit work in public. In all these

areas, community connections are obviously important.
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Debunking the Myth:If we are not comfortable teaching marketing and-gedimotional skills, we can use

arts history to encourage students in the right doeavhile, at the same time, debunking the myth of the
alienated creator. For exampl e, i f visual arts st
Leonardo and Raphael, and so assume that success in the field is necessarily a matter of eoegseditic
individual genius, we can teach them about the collaborative nature of art in the Renaissance ateliers and also
about the Renaissance academies that brought together creative minds from every discipline, thus
contributing to the multgifted figure of the Renaissance Man (Pevsner, 1972). If they tell us about
Rembrandtdés |l ater |life of isolation and despair,
highly paid, highs oci ety portraitist. We can da,lPstey Paul&®lbens,t h e m
who not only was the Aprince of painters and the
music students talk about alienated rappers or rock stars, we can remind them of the public role played by
folk musiciansike Woodie Guthrie, Pete Seeger, Odetta, and Joan Baez in supporting the great social and
political movements of the last century, not to mention the role contemporary celebrities like Bono and
Angelina Joli are playing in addressing current social, palitand environmental issues. Encouraged by
these examples, todaybdés students could Il earn to s

positive creative roles in the society of tomorrow.

PPCC IV: Constructing a Creative Classroom Culture through Authentic Assessment

As we have seen, arts programs that promote creative connectivity have many ways to break dowin barriers
between students and students, students and schools, students and community, studentsiatichhbsade

to alienaton One way we havenot menti oned, however, i s
Normally, assessment is not generally thought of as a means to break down barriers, and may even seem
antithetical to such aims. After all, are not most assessmeritsel | Q t ests and SATOSs, (
to divide students into winners and losers, successes and failures? This divisiveness may be one reason why
many arts educators are averse to assessment. Another is that the differences among individual §tuden
creative work can impede evaluation, which normally assumes comparison among common efforts, and

adherence to standards that typically reward conformity.

Looked at from this point of view, the idea of connecting creativity to standards]eacdhirg for
Creativity Using SC Standard2008), may seem like a contradiction in terms., Btandards need
not be equated with standardization (Wiggins, 1998). This is evidenced by the fact, implied by

Perkinsd (1984), that d¢reatsi we ipe@amldaridol d oc w
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aspire. Similarly, arts educators who value ¢
distinct category on their project rubrics (Winner, 1998)re than that, arts educators and other
teachers Wwo value creativity have found ways to use the assessment process itself to cultivate
creativity along with other aspects of learning (Wolf, 1993). These assessments differ significantly
from typical school evaluations, reflecting instead the ways profeaisi in the arts and other areas
employ self and peervaluation to foster the development of their own creative ideaghis
reason, the arts have | ong been recogni-zed as
based assessment methodshsagthe use of rehearsal critiques and portfolios that document

process as well as product are now being widely adopted in other arenas includisgddege

assessment (LeMahieu, 1995) and vocational education (Wagner, 1998).

Along with their authentity, such assessments, properly handled, can serve as antidotes to

alienation by helping bring students together in a creative community where excellence is expected;
where students ffeel responsible for one anoth
combine to prepare students as citizens in a free society. Our model for this complex and

chall enging task comes again from Ron Berger
background as a carpenter and magnatisreandaui | der h
craftsmands c¢ o mmi-2)nreadditiont he intgguates sighificant(apsmctivitiés as
central components in every project (pp-88. Finally, he is guided in his approach by an

egalitarian vision to which many arts edigra adhere, where learning is a matter of cooperation,

not competition, and where every student 1is e
excellence for t hat -teenrhgodl dhich hight be Guds)as welBisaonga r 6 s

stucent transformation. By showing students that they can do excellent work, he says, their self
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image and seléxpectations will never be the same. Similarly, attitudes of alienation are
undermined as students see themselves as integral parts of a leanmingnity, where they each
contribute to one anotherdds achievement s. I n
i mpact on society, as citizens who value and

and hard worko (p. 52)

After 25 years of teaching, Berger now works with the Expeditionary Learning Outward Bound school
networks, the Carnegie Foundation for the Advancement of Teaching, and Harvard Projeshg2ezdis

approach to assessmaetved as a model for the Arts PRORgtbject (Winner, 1993)This approach was
summarizedim paper ent i FdrledrningifiKaysStrategiasnteitique Protocols and Models

of Work.o (Berger, date unknown). The paper is ba
Assessmerntraining Institute (now a subsidiary of the Educational Testing Service which also produces the
SAT) . Berger6s paper applies ATI strategies to te

creativity in any subject. Among them, teachers khou

Provide a clear and understandable vision of the learning target
Use examples and models of strong work and weak work
Design lessons to focus on one aspect of quality at a time

Teach students focused revision

® o 0o T P

Engage students in seklflection (pagesinmarked)

These same principles ar eAnEthi@obbExeellenc@D3), whecethealsm Ber g
presents his teaching philosophy and describes hi

6critigues dndpregsiestans pdisanf student wor k, 6 as

Powerful Projects:Berger, like all public elementary school teachers, was responsible to teach a

comprehensive curriculum made up of disciplapecific skills and concepts as required by state and

national standards. However, he, along with other teachers at his school, rarely taught these skills and
concepts as staralone lessons. Instead, they were embedded into projects such as those described earlier.
These projects were, in turn, embeddedotogoi ng units based on Amul tidi ¢
amphi bians, ancient Gr eece, and so on).o0 Unlike o

extensions of the Areal curriculum, 0 Mseuchgtkey 6s pr o
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were creative, but also rigorous, requiring fArese
mat hemati cal or scientific skills. o These skills
project with high studentine st me nt . 0 -6%) Zhe Ke® tp high pmvestnéedt, as well as to high

quality work, Berger says, is to assign projects students find both inspiring and challenging.

Models of Work Once projects were assigneldyvisiosdfthedent s got

|l earning targetodo by discussing examples of strong
critical discussion, the students themselves constructed a set of criteria, eventually written up as a rubric by
which their finisted work would be evaluated (but not graded). Following the work of Stigyamg2004),

Berger started the discussion of criteria by showing students two very different, but equally successful,
examples of strong work to suggest that there was, indeddeaange of correct answers possible. This

work also set a high standard toward which students were to strive. He then showed one example with clear,
significant, and relatively common weaknesses, so that students would know what to watch out foghAltho
hardcore Lowenfeldians might fear that showing work by others might intimidate students or encourage
imitation, Berger did this to get students involved in their own assessment. Toward that end, he writes,
students need firstl ookskhblwewbHKbhogwuwhéetg twbekdr e
fibe able to compare their workoTbittde shanpdanedd ( K
store of tactics to make their work better based on their observations (Know how tdhhobosed a p ) . 0

(Assessmertfor Learning, page numbers unmarked).

Ongoing Critique and RevisionsSt udent s | earn tactics to Acl ose t he

multiple drafts and revisions of their work. For example, in a project where stulbsigs a house for an

imaginary family, they are required to draft four sets of blueprints, but most do more. Normally, drafts and
revision focus on resolving specific problems or developing specific possibilities, which have been identified
during one okeveral critiques led largely by the students, themselves. Instead of the brutal bashing many of
us have come to identify with critiques in art sc
constructive. They are guided by three rules: be kad;pecific, and be helpful (p. 93). Some critiques

involve the whole class, but more often they are intimate matters involving small groups or pairs of students.

Berger describes four critique procedures, to be held at particular points in the prajesspro
e As anintroductory TeacheFacilitated Lessonysing previously collected models of work, to

set a high standard for quality, and to construct with students a framework of criteria for what

constitutes good work in that domain or product format.

83



e In Procesdduring the creation of the work, to support the focused revision of the student work.
This is useful to clarify and tune the student efforts to apply criteria for quality, to refocus
student concentration and momentum, and also to introduce neeptsmor next steps.

e Just before Final Exhibition of Wotk fine tune the quality of the presentation, display or
performance for an audience. Often final details and touches make a major difference in quality
and pride.

e After Completiorio reflect on quiity and learning and to set goals and next steps. (Assessment
For Learning)

The critique process not only provides students with frequent feedback, it also enables them to learn from
each otherds creative i deas. ctéddhnstead ewny studeni comesaupt c o
with his or her own solutions and all students achieve much stronger work than they normally would, had

they been working alone.

Public PresentationsEven after seeing samples of exceptional student work at the, getsaving regular

rounds of feedback, and doing multiple revisions, some students might still not feel the need to do the best
work of which they are capable. This is where the final exhibition, performance, or presentation comes in.
Here, for each anevery project, students are required to put their work before the public. So doing, students
may also have to explain to curious visitors what it was they were trying to accomplish. As Berger asserts,
public exhibirmdsatne darl estdentfhkddmehat their finished work will be

displayed, presented, appreciated, and judg&bether by the whole class, other classes, families, or the
communityiwor k takes on a different meaningo (d. 100) .

preparation for these public presentations and the results are impressive.

Admittedly Berger works in a unigue environment, a school where all the teachers, as well as the
administration, share the same philosophy; where prbpstd learning supportbg constructive critique

and authentic assessment begins in kindergarten; where students keep portfolios throughout their school
career; where the clodait local community serves as a ready resource for expertise and material support.

My art educationtsidents frequently bring these facts to my attention when | introduce them to Berger and
his studentso6 wor k, assuming that such conditions
argue that arts educators can, and do, set up simildivereavironments in their own classrooms, whether

or not the school or community play supportive roles.
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Henry Lasker, a music teacher in the Newton (MA) Public Schools describes just such a classroom in his

book, Teaching creative music in secondaryaus( 19 7 1) . I n his chapter, enti
climate, 0 Lasker describes Theory of Music | and
the same types of el ements outl i nedsabpgctsBfenusicer . L a

theoryi the chromatic scale, major and minor scales and modes, chord progressions sung and played on the
piano, counterpoint, harmonization, etc. The rigor of the class is indicated as Lasker listed the following:

i Anal ys i s ammtonstructioe of imtervdals above and below a given note, significance of

consonance and dissonance in relation to intervals and chord construction are gradually taught. Ear training,
melodic, rhythmic, and harmonic dictation are an important pateft cour se t ooo ( p. 52)
outset, Laskerodés courses focused explicitly on cr
to give the students a fundamental concept and secure understanding of the construction of music per se,

whi ¢ h, in itself, is an inducement to creativityo

It is also worth noting that this was not necessarily a class for advanced students, those with strong traditional
musical training. Just as Ber ge wvdsofintetest,dtedentss ar r i v
entered Laskero6s class with widely varying musi ca
ot hers were already proficient instrumentalists o
creatingtherwn compositions from fithe f i rendedmoaresssmde, sc ho
as Lasker said, fino demands are made on [students
on the basis of past experience and exposure, tieestyin  whi ch t hey f eel most co
Mor eover, as they composed, istudents are urged t
or the manner in which a piece wild/l be reessi vedo

students received regular constructive critiques

we |l | as strengt hs; not hing is berated, even i f it
same time, high standardereultimately expected and achieved as students learned to apply the theory they

had been studying throughout the course to their own original works. Echoing Berger, Lasker said of this:

ifiDespite inevitable errors, i high. If & greatmgalasrexpacted from h a t
these young people, they wil/l produce; it is the
53) . Al s o, |l i ke Berger 6s, Lasker s student sthewer e

course, there would be a public performance of the pieces they had not only created, but also orchestrated

and arranged (pp. 567).

Clearly, grading such creative works can be a

classes with suctiifferent levels of ability, but also because their compositions were so varied in
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style. Unlike Lasker, Berger could avoid this issue since, as he says, his school has not assigned
grades in twentfive years. Berger makes no apology for this discrep&ocy common public

policy. On the contrary, he refutes the arguments underlying contemporasstalkgs assessment,

that they are necessary to insure educational quality, claiming instead that the very lack of grades
Ahas contri but eod 0gsr]e aetflfye cttoi v[ehniess ss.cohol f t he sc
Berger says, fAdit would have to be described a
Done. Work goes through many drafts aduityi snot
work for that child. o0 The same for tests: Alf
until you do well o (p. 105). The schools with
grades. Hi s advi ce t osatekeemby stiwents a&sManieteingshayrearn t h e
rat her than the arbitrary decision of a teach

themselves. Allow students to redo work and retake tests until they earn a good grade rather than be

brandedbw bad oneo (p. 106) .

Both in Laskerés and Bergerds classes, the es
structured knowledge base which is appliedtoepend ed pr oj ect s t hat all o
own way within particular parameteWork on these projects is then supported by constructive

critigues and ongoing encouragement to excel. There is also a balance between individual effort and
coll aboration that, together, contribute to e
belonging. If classrooms such as these cannot entirely overcome the causes of alienation today, they

at least suggest ways this can be done.

SECTION V: CONCLUSION
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In conclusion, let us first acknowledge, with Perkins (1984), that creaBuitging taughin schools today,

and may even be the major focus of education across the curricelumat i s, Creativity w
Whatever the subject, whether in the arts or academics, students spend much of their time in school studying
and being testednathe creative accomplishments of the past. In math, they master theorems discovered by
Euclid and Pythagoras. |In science, they | earn abo
theories. In language arts, they read poems by Emily Dgtkeor Maya Angelou and novels by Jane Austen

or Isabel Allende. In social studies, they become familiar with great creative epochs like Elizabethan

England, the Industrial Revolution, and the Harlem Renaissance, as well as examining key creative

endeavos like the formation of the American democratic system of government and the struggle for

womenoés suffrage.

This is largely as it should be because, as Bl oom
accomplishments like those just listed have drtigally shaped human civilization in the past and have

brought us to where we are today. Teaching such facts, however, we might neglect to teach students the

fdesigno behind the product, the purposen@gas t hat

Perkins (1984) has described. Mor eover, by focusi
made them happen, we might fail to mention the sm
that paved the way for such achieverme s . Similarly, we might forget th
students today could |l ay the groundwork for the b
I f for no ot her reason, this interdependence betw

want to address both levels in a more balanced way, and in every subject. Whatever the discipline, learning
about examples of big ACO Creativity can help stu
appreciate the heights of human potenflthe same time, probleimased projects and other means cited in
this paper can develop studentsd small Afcd creat.
years ahead. Unfortunately, however, educational policies and priorities aftenstznools to avoid time

consuming and unpredictable activities associated with creativity in favor of those more easily taught and

tested.

As a result, the arts remain the one subject left in many schools where performance and production take
precedencever information acquisition; where childlike awe and imagination are expected to thrive through
adolescence and beyond; and where, until now at least, creativity is not constrained by standardized tests.
Yet, as was said at the beginning and as we heare throughout this paper, creativity in arts education, even

under these fortunate conditions, cannot be taken for granted. To cultivate it in our students, we must
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intentionally address it in our classes using methods such as those described abavg.thett, ave must

also practice what we preach! First, we need to i
differently than the way we were taught, the way we learned to teach, or the way we have been teaching.
Second, we needtogetoditot he Acomfort zoned of our own cl assr
with colleagues from other disciplines, within and outside of the arts. Third, as exemplary creators, we will
need to fAistretch the envel ogngmordcyeativtgto @pschoals@ndl e a d e

communities.

Along with Teaching for Creativity Using SC Standa(@908) | hope the guidelines, principles, and

practices included in this essay will contribute to that effort, helping us initially to fostévityedrough

holistic, studentonnected teaching in our classes, then to transmit what we know to others. In both cases,
however, a note of caution is required. Ellen Winner and Lois Hetland (2000) have convincingly
demonstrated that, much as we hopsilithappen, arts teachers can never assume that knowledge or

abilities acquired in their domains automatically transfer to academic areas. For any such transfer to occur,
teachers must make explicit connections between domains and demonstrate cgnitheitiethey are
genuine. This is what Perkins and Saloman (1988)

explains:
Knowledge tends to get glued to the narrow circumstances of initial acquisition. If
we want transfer of learning fronuslents-and we certainly do, because we want
them to be putting to work in diverse settings the understandings they acgelire
need to teach explicitly for transfer, helping students to make the connections they

otherwise might not make, and helping thencultivate mental habits of

connectioamaking. (page numbers not given)

As noted at the beginning, the APractical “4fr ocedu
this paper are designed to address problems in any disciplinedooffittivity, not just the arts. Given the
appropriate adaptations, and presenting them in such a way that connections across disciplines are made
explicit as Perkins suggests, these procedures could readily be shared with others in the school or

communiy.
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Yet, even with such support materials, and the encouragement of experts like Daniel Pink, some of us might
wonder i f we really want to be Acreativity | eader
there on the margins of educatioa,r her t han at iits fAcenter stage. o0 A
take heart, we might recall the unprecedented challenges our students will face when they go into the world,
armed only with their creativity and the other abilities they learn ina@chVe might then reflect on these

two questions from traditional 'wisdom: f@Alf not wus
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Dance
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Grades Prek

|. TECHNIQUE. Identifying and demonstrating movement elements and skills in performing
dance.

A. Demonstrate nonlocomotor movements (e.g., bend, twist, stretch, swing).

Creative Strategy
e Brainstorming
e Problemsolving

Activity
Students will create body shape#h a partner by going over, under, around, and
through one another without touching.

Resources

B. Demonstrate basic locomotor movements (e.g., walk, run, hop, jump).

Creative Strategy
e Structuring the activity to teach the process
Activity
Studentwwill travel in a circular pathway by walking, jogging, hopping, skipping,
galloping, and jumping at a moderate speed.

Resources

D. Use their bodies to create shapes at low, middle, and high levels.

Creative Strategy
e Problemsolving
e Exploring change
e Structuring the activity to teach the process

Activity

The student will reenact the life of a seed. At low level, the student will pretend he or
she is a seed that is planted in the soil. At middle level, the student will pretend to grow
from underneath thsoil with small leaves after being nurtured by water and sunlight. At
high level, the student has fully grown into a beautiful flower with blossoms and leaves
outreached.

Resources
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E. Create, demonstrate, and imitate straight and curved pathways usinlocomotor and
nonlocomotor movements.

Creative Strategy

e Problemsolving
e Brainstorming
e Structuring the activity to teach the process
Activity
Using their bodies, students will create a giant number line by making the nurrhers 0

For each number formethe students will trace it by walking its path. Finally, the
students will tell whether the number had a straight pathway, curved pathway, or both

Resources

F. Safelymaintain personal and general space while moving.

Creative Strategy
e Problemsolving
e Brainstorming
e Structuring the activity to teach the process
Activity
Students are to imagine they are trapped in bubble. The students are to move around the
room in their personal space bubble, making sure not to pop their bubble or someone
e | s e 0 shy detiirg bob dose. After a few tries, the students are to imagine their

bubble has been popped and they are free to move about the space using the entire
general space.

Resources

G. Start, change, and stop movement in response to a rhythm.

Creative Strategy
e Problemsolving
e Making choices

Activity
Students will walk throughout the dance space and will start, stop, and change to a
rhythm clapped by the instructor. Two claps mean start walking. One clap means change

walking direction. When isolating loy parts students will slowly move using a special
signal. Four claps mean freeze.

Resources
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|. Demonstrate kinesthetic awareness by moving body parts in isolation.
Creative Strategy

Activity

Students are to imagine they have a ball of moving en&vgwatever body parts the

energy ball comes in contact with moves about excitedly. The energy starts in the right
hand then travels to the left hand. From the left hand the energy ball travels to the head,
then shoulders followed by the rib cage. From thieeenergy ball migrates to the hips

and on to the right leg then left leg. Finally, the energy passes through the entire body,
causing the body to move enthusiastically.

Resources

II. CHOREOGRAPHY. Understanding choreographic principles, processesnd
structures

A. Use improvisation to discover and invent movement and to solve movement
problems

Creative Strategy
e Assuming alternative points of view
e Communicating to an audience
Activity
Using classic nursery rhymes, the students will illustrate dleeng using creative
movement.

Resources

B. Improvise, compose, and perform dance phrases based on a variety of stimuli (e.g.,
sensory cues, ideas, moods).

Creative Strategy
e Personalizing
e Communicating to an audience
Activity
Students will create feelings dance using the emotions of happiness, sadness, anger,

excitement, and fear. The students will match their facial expressions and body language
to the emotions they are trying to convey.

Resources
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C. Create and repeat a simple sequence withkeeginning, middle, and end, both with and
without rhythmic accompaniment; identify each of the parts of the sequence.

Creative Strategy
e Communicating to an audience
e Establishing constraints from which to begin

Activity
The students will performa simpleo ve ment phrase using an ABC
the beginning of the phrase, ABO0O represent

The movement sequence will be performed with and without musical accompaniment.
Resources

H. Demonstrate the followng partnering skills: copying, leading, following, and mirroring.

Creative Strategy
e Problemsolving
e Making choices

Activity

Shadowing: In pairs, one student is the leader while the other is the follower. The leader
stands in the front while the followetasids behind him/her, as if standing in a straight

line. The leader will slowly move his/her body, changing levels, without turning around

or disengaging his/ her focus from the fron
movement. The students may switctes then repeat the exerciddirroring: In pairs,

one student is the leader while the other is the follower. Facing each other the leader will
slowly move his/her body, changing levels, without disengaging his/her focus from the
front. The followeris o copy the | eader6és movement
roles then repeat the exercise.

) e X i

Resources
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J. Translate simple motif writing into movement.

Creative Strategy
e Problemsolving
e Deductive reasoning
e Making choices

Activity
Cued by thecorresponding motif symbol, the students will create a shape on the
appropriate |l evel that matches the problem

hill to fetch a pale of water. (Students should create a shape on a high level after seeing
the maif symbol for high). Jack fell down and broke his crown and Jill cam tumbling

after.o (Students should create a shape on
low).

Resources

[l. NONVERBAL COMMUNICATION. Understanding dance as a way to create and
communicate meaning.

A. Describe how dance is different from other forms of human movement (e.g., sports
maneuvers, everyday gestures).

Creative Strategy
e Brainstorming
e Problemsolving
e Making choices

Activity

Literal Movement: Students may simulabe tappropriate movements to the following
gestures: shake hands, wave hello, wave goodbye, beckon to come here, gesture to back
up, gesture to move to the side, and signhal to sédystract Movement: Students may

use different body parts in isolation terdonstrate an example of the above gestures. The
students will discuss the difference between the two variations.

Resources
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B. Participate in class discussions about interpretations of and responses to dances.

Creative Strategy
e Deductive reasoning
e Justifying with reason

Activity
Students will watch a brief excerpt of the ballet Sleeping Beauty performed by the Royal
Ballet and discuss the significance of costuming, music, and choreographic meaning.

Resources

E. Improvise, create, and perform déinces that communicate feelings and ideas.

Creative Strategy
e Personalizing
e Communicating to an audience
Activity
Students will create a feelings dance using the emotions of happiness, sadness, anger,

excitement, and fear. The students will match theiafaxpressions and body language
to the emotions they are trying to convey.

Resources

IV. CRITICAL AND CREATIVE THINKING. Applying and demonstrating critical and
creative thinking skills in dance.

A. Generate multiple solutions to a simple movement @blem (e.g., creating rounded
shapes); then identify their favorite solution and defend their choice.

Creative Strategy
e Brainstorming

e Problemsolving

e Deductive reasoning

e Justifying with reason

e Communicating with an audience
Activity

Each student wiltreate rounded shapes, squared shapes, and triangular shapes with his
or her body. Each student will share his or her shape with the class and explain how he or
she created it by telling what body parts he or she used.

Resources
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C. Describe the techrsal and artistic components of various forms of dance.

Creative Strategy
e Communicating to an audience
e Comparing and contrasting concepts
Activity
Students will identify and tell about tap dancer Savion Glover and modern dancer Pearl
Primus through dramand dancing, in monologue form.

Resources

E. Demonstrate appropriate audience behavior while watching and responding to dance
performances.

Creative Strategy
e Problemsolving
e Making choices
e Justifying with reasons

Activity
Students will focus on beingspectful during peer performances. Respect means sitting
still and remaining seated, paying attent:i

clapping at the end of the performance (not shouting). If a student disengages from a
respect tactic theeacher will use a hand signal to reengage the student. For example,
pointer finger held at the | ips means fbe

seated. Pointing to the eyes and then to t
attentiiforcw saro

Resources

V. HISTORY AND CULTURE. Demonstrating and understanding dance in various
cultures and historical periods.

A. Perform simple folk dances from various cultures.

Creative Strategy
e Assuming alternative points of view
Activity
Students Wl watch a video of traditional Native American dance to understand its
meaning and demonstrate movement inspired by the video.

Resources
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C. Explain some of the reasons why people dance (e.g., entertainment, recreation, religious
expression).
Creative Strategy
e Comparing and contrasting concepts
e Assuming alternative points of view
Activity
Students will watch volume 1 of the Dancing: AiP8rt Series on the Pleasure, Power,

and Art of Movement video series and discuss the different reason for dascing
suggested from the video.

Resources

E Identify contemporary Western theatrical dance forms (e.g., ballet, modern, tap, jazz).
Creative Strategy
e Comparing and contrasting concepts
e Assuming alternative points of view
e Developing fluencygenerating idas
Activity
Students will distinguish the differences between ballet and modern dance based on
dancer attire, footwear, how the dancers move, and musical accompaniment.

Resources

F. Identify some of the dance artists (e.g., performers, teachers, akographers) associated
with Western theatrical dance forms.
Creative Strategy
e Problemsolving
e Questioning
Activity
Students will recognize tap dancer Peg Leg and modern dancer Katheryn Dunham
through a game of jeopardy.

Resources
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VI. HEALTHFUL LIVING. Making connections between dance and healthful living.

A.Give examples of how healthy practices enhan

Creative Strategy
e Comparing and contrasting concepts
e Assuming alternative points of view
e Developing fluencygeneratingdeas
Activity
Students will compare the performance abilities of a dancer that smokes to a non

smoking dancer. The student will also compare the performance abilities of a dancer that
attends dance classes regularly to a dancer that does not atteactldases regularly.

Resources

VII. CONNECTIONS. Making connections between dance and other disciplines.

A. Respond to a dance by using another art form (e.g., drawing, painting, singing).

Creative Strategy
e Comparing and contrasting concepts

e Assumingalternative points of view
e Developing fluencygenerating ideas
e Questioning

Activity

Students will create a movement phrase inspired by the artwork of Jacob Lawrence. The
students will be introduced to the artist through class notes. As a practicisthavill
choreograph the meaning of a Apracticeo pi
the students questions based on analysis: are their people in the picture? If so, how many?
What are they doing? etc. The class will choreograph accomlitgit responses to

coincide with the artwork inspired by Jacob Lawrence.

Resources
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Grades 12

|. TECHNIQUE. Identifying and demonstrating movement elements and skills in
performing dance.

A. Demonstrate nonlocomotor movements (e.g., bend, twistyastch, swing).

Creative Strategy
e Making choices
e Problemsolving

Activity

Students will name objects that bend, twist, stretch, rise, fall, swing, and circle about. For
example, benda book; twist a pretzel ; stretchrubber band; risea balloon ; faH

leaves; swinga swing; and circle aboua lasso. Students will create movement using

the action words of bend, twist, stretch, rise, fall, swing, and circle about. As the teacher
calls out each word the students will execute his or her rendition ati@nstry space.

Resources

B. Demonstrate basic locomotor movements (e.g., walk, run, hop, jump).

Creative Strategy
e Structuring the activity to teach the process
Activity
Students will travel in a circular pathway by walking, jogging, hopping, skippin
galloping, and jumping at a moderate speed.

Resources

D. Use their bodies to create shapes at low, middle, and high levels.

Creative Strategy
e Problemsolving
e Exploring change
e Structuring the activity to teach the process

Activity

The student will &-enact the life of a seed. At low level, the student will pretend he or
she is a seed that is planted in the soil. At middle level, the student will pretend to grow
from underneath the soil with small leaves after being nurtured by water and sunlight. At

high level, the student has fully grown into a beautiful flower with blossoms and leaves
outreached.

Resources
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