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Musical Creativity Revisited

How is creativity understood and facilitated across music education settings? What is the power of creativity in enhancing individual and group learning? How is musical creativity used as a tool for cross-community integration? How can we research the interactions of those engaged in musical activities aimed at creative development? These are just some of the questions addressed in this fascinating new monograph. Musical Creativity Revisited is an authoritative volume of insights from theory, practice-based research and methodological analyses. Its chapters celebrate the diversity of the many different ways in which young and adult learners develop musical creativity. Following on from Musical Creativity: Insights from Music Education Research (Ashgate, 2012) Odena offers novel examples from practice and precise suggestions on how to research it. This book will be an essential point of reference for students, researchers, practitioners and practitioner-researchers interested in music education and creativity across the arts and social sciences. The chapters have been organized into three sections – Foundations, Practices and Research – including examples from in-depth studies focussed on a secondary school in England, higher music education in Spain and out-of-school settings in Northern Ireland. This is a book that will fascinate readers, inspiring them to think deeply about the many different ways in which musical creativity can be developed, its purposes and how to research it.

Oscar Odena is Reader at the School of Education and the School of Interdisciplinary Studies, University of Glasgow, UK. He has a doctorate from UCL Institute of Education and has held posts at universities in Spain, England and Northern Ireland. His areas of expertise comprise music education, creativity, qualitative research approaches, social inclusion and professional learning. He was Co-Chair of the Research Commission of the International Society for Music Education (2012–2014) and serves on the boards of leading journals and the review colleges of the UK Arts and Humanities Research Council and the Irish Research Council. Publications number over 70 peer-reviewed articles and chapters, including the edited book Musical Creativity. He holds dual Spanish and British citizenship and lives in Edinburgh with his wife and two daughters.
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The enormous growth of research that has been evidenced over the past three decades continues into the many different phenomena that are embraced under the psychology of music ‘umbrella’. Growth is evidenced in new journals, books, media interest, an expansion of professional associations (regionally and nationally, such as in Southern Europe, Latin America, Asia), and with increasing and diverse opportunities for formal study, including within non-English-speaking countries. Such growth of interest is not only from psychologists and musicians, but also from colleagues working in the clinical sciences, neurosciences, therapies, in the lifelong health and well-being communities, philosophy, musicology, social psychology, ethnomusicology and education across the lifespan. As part of this global community, the Society for Education, Music and Psychology Research (SEMPRE), celebrating its 45th Anniversary in 2015, continues to be one of the world’s leading and longstanding professional associations in the field. SEMPRE is the only international society that embraces formally an interest in the psychology of music, research and education, seeking to promote knowledge at the interface between the twin social sciences of psychology and education with one of the world’s most pervasive art forms, music. SEMPRE was founded in 1972 and has published the journals Psychology of Music since 1973 and Research Studies in Music Education since 2008, both now produced in partnership with SAGE (see www.sempre.org.uk) and we continue to seek new ways to reach out globally, both in print and online. This includes the launch of a new online journal, Music and Science, in early 2018. We recognise that there is an ongoing need to promote the latest research findings to the widest possible audience. Through more extended publication formats, especially books, we believe that we are more likely to fulfil a key component of our distinctive mission, which is to have a positive impact on individual and collective understanding, as well as on policy and practice internationally, both within and across our disciplinary boundaries. Hence, we welcome the strong collaborative partnership between SEMPRE and Routledge (formerly Ashgate Publishing).
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The SEMPRE Studies in The Psychology of Music series has been designed to address this international need since its inception in 2007. The theme for the series is the psychology of music, broadly defined. Topics include (amongst others): musical development and learning at different ages; musical cognition and context; culture, mind and music; creativity, composition and collaboration; micro to macro perspectives on the impact of music on the individual (from neurological studies through to social psychology); the development of advanced performance skills; musical behaviour and development in the context of special educational needs; music education; and affective perspectives on musical learning. The series seeks to present the implications of research findings for a wide readership, including user-groups (music teachers, policy makers, parents and carers, music professionals working in a range of formal, non-formal and informal settings), as well as the international academic teaching and research communities and their students. A key distinguishing feature of the series is its broad focus that draws on basic and applied research from across the globe under the umbrella of SEMPRE’s distinctive mission, which is to promote and ensure coherent and symbiotic links between education, music and psychology research.
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We are delighted to include Oscar Odena’s new single authored text Musical Creativity Revisited within the SEMPRE series which builds on, updates and extends his earlier edited text in the same series (2012), and which also complements the series book by Haddon and Burnard (2016). Oscar has an extensive published academic biography concerning research into creativity and music. This new text draws on a rich array of findings gathered from his research across Europe over several decades, including England, Spain, Northern Ireland and now Scotland. The book is organised in three sections – Foundations, Practices and Research – that build on an initial clarification of the concept of creativity and subsequently extend this clarification into formal educational settings and also community music. Overall, the book’s eight chapters offer a coherent, cohesive and contemporary understanding of what should be covered in the discussion of creativity as applied to music. The narrative draws on Oscar’s own research and this is contextualised by broader reference to existing literature across diverse disciplines, including neuroscience, psychology, education and music. As well as providing an important overview of both the nature and implications of research findings into musical creativity, the book also offers important applications for nurturing creative practice for parents, teachers and lecturers, as well as policy makers. The new book is an excellent addition to the series.

Professor Graham Welch

UCL Institute of Education, London, UK


p.xv

Acknowledgements

I take this opportunity to thank the editors of the book series and the various representatives of Routledge with whom I came in contact during the long process from proposal submission to publication. I especially thank Graham Welch for his helpful advice and the commissioning editors Emma Gallon and Heidi Bishop for their support. I am grateful to the colleagues and students I worked with or supervised in the past, whose inspired work features in some of the discussion sections. External funders of particular research projects are acknowledged at the end of relevant chapters. Finally, I am grateful to all research participants for generously giving their time, to Peter and Maureen Young for the writing space, to Penny Enslin for feedback on writing style, and to my own supervisors, colleagues and students from whom I have been fortunate to learn over the last two decades. Responsibility for any errors or omissions in this book remains mine alone.

Oscar Odena

October 2017


p.1

Introduction

This short introduction gives an overview of the aim, origin, and structure of the book, as well as an indication of the contents of each chapter. The steady number of research-based publications focussed on musical creativity evidence the topic’s constant relevance. However, this increase in publications does not seem to provide a clearer understanding of how musical creativity develops or of its value across settings. How is musical creativity understood and facilitated in diverse contexts? What is the power of creativity in enhancing individual and group music learning? How is musical creativity used as a tool for cross-community integration? How can we research the interactions of those engaged in musical activities aimed at creative development? These are just some of the questions addressed in this monograph, aimed at offering fresh insights from theory, practice-based research and methodological analyses, drawing on meticulous investigations focussed on secondary schools, higher music education and out-of-schools settings.

Although there are studies on the creative process of adults improvising, for example in jazz ensembles, the study of musical creativity has traditionally focussed on the compositions and biographies of long-deceased musicians. This has reinforced the view that creativity in music is an inherited gift, which is restricted to genius. This view is unfortunately still prevalent amongst the general public and is often reinforced in academic publications that focus on the mysterious, romantic or even supernatural aspects of creativity. This book challenges this view by offering new empirical investigations and methodological analyses that will advance our understanding of musical creativity development. More thorough analyses of this topic are required if the public perceptions of and academic approaches to musical creativity are to change. The chapters in this book shed light on young and adult learners’ inspirational dynamics and creative processes, which are assuming increasing importance in the field of music learning and teaching. This field includes researchers in psychology, music, education and the performing arts with an interest on musical development, including in schools, post-compulsory education and out-of-school settings. The methodical investigations and analyses offered in this volume, such as the research of music teachers’ perceptions of creativity using video-elicitation techniques and specialist analysis software in Chapters 3 and 7, are innovative because for the first time social methods are applied to interrogate an arts phenomenon in need of interdisciplinary work. I hope this research will increase our understanding of musical creativity and its development, contributing a primary reference in the field.
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The book’s eight chapters celebrate the diversity of the many different ways in which young and adult learners develop musical creativity. The book’s research examples and suggestions will be of value to students, researchers, and practitioner-researchers interested in musical creativity across disciplines. The origin of the examples comes from my recent investigations in the UK and Spain. Nevertheless, interest in musical creativity started much earlier, probably as a child singing invented melodies copying the styles heard on the TV and radio, learning music formally and informally, and then playing with semi-professional groups as a teenager. The academic fascination with this topic, though, started with the introduction of ‘musical creativity’ in the reformed curriculum of Catalonia in the 1990s, while studying for degrees in music teaching and psychopedagogy in Lleida. How music teachers perceived creativity was the focus of postgraduate degrees in the UK, including a doctorate on musical creativity in schools in England. On its completion, I took up lecturer positions at the new conservatoire and at the university in Barcelona, where I worked with performance students, and with specialist and generalist student teachers, catering for and learning from their diverse needs. After three years, I moved to Belfast as a researcher, where, amongst other things, I investigated the uses of music in post-conflict settings and taught music psychology to general education Masters students. It was in Northern Ireland that my interest in music and musical creativity for other-than-musical purposes deepened. I then moved to England, where teaching research methods and supervising research students increased my commitment to helping others develop their investigations. In my current post at Glasgow, I work across the departments of Education and Interdisciplinary Studies, supervising music, inclusion, creativity and learning topics. The privilege of having all these experiences continues to shape my thinking and, combined with a sustained fascination with musical creativity, resulted in this book.

A number of the ideas discussed in some of the chapters develop new analytical angles on recent papers reporting funded research that appeared in peer-reviewed journals and edited volumes. The provenance and funders of such examples are disclosed when relevant in the chapter’s endnote. Chapters have been organized into three parts, Foundations, Practices and Research, and can be read consecutively or accessed on their own, depending on interest. Following the editor’s advice, all chapters include a References section, to allow for separate use.
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Part I, Foundations, includes two chapters that examine the contested meaning of ‘creativity’ in music education and related disciplines, such as cognitive sciences and neurobiology. I look at how musical creativity is understood in different contexts and discuss an original fourfold framework focussed on the characteristics of the creative person, the creative process, an environment conducive to creativity, and the assessment of its resulting products. The opening chapter is devoted to conceptualizing creativity in musical development. In the first half of the chapter, I examine some of the meanings of creativity, drawing on aesthetics, musicology, psychology and education. The second half considers musical creativity in education and outlines some promising practices. In Chapter 2, I discuss key trends in the neuroscience of musical creativity, including brain imaging techniques and the ‘location’ of creativity in the brain. The conclusions present fresh implications for enhancing musical creativity practices, and outline how brain plasticity allows for musical creativity development throughout the lifespan. Undergraduate and postgraduate students, as well as specialist readers, will benefit from the ideas discussed and the novel theoretical frame provided in Part I.

Part II, Practices, comprises three chapters that build on the framework from Part I and offer unique insights into systematic investigations of practice in a state school in England, a conservatoire in Catalonia, and out-of-school settings in Northern Ireland. Chapter 3 discusses the pedagogy of creative collaboration with a study of a group composition project in a secondary school in England, in which I employed video-elicitation and narrative techniques. Chapter 4 outlines a student-led action research project on the use of drama to reduce performance anxiety in a competitive advanced learning environment, and offers ten innovative building blocks to facilitate the development of students’ creativities in higher music education. In Chapter 5, I consider the impacts that participation in musical creativity activities can bring as a tool for social and ethnic inclusion, and discuss an example from an interpretive enquiry carried out in Northern Ireland. The research-based chapters in this part provide current and future practitioners and practitioner-researchers with precise suggestions and examples on ways to enhance their practice.

Part III, Research, includes three chapters that consider the issues faced by individuals involved in investigating musical creativity, including the multidisciplinary nature of the approaches used, and some recent advances in social research. Chapter 6 presents an analysis of contemporary methodologies used in researching musical creativity and its development, including case studies, action research and quasi-experimental designs. Three examples are examined in detail, before I discuss the concepts of appropriateness and validity in research, and the particular challenges of practice-centred investigations. In Chapter 7, I consider the potential of using specialist software for qualitative analysis in musical creativity research, putting forward an original model of knowledge development and some possibilities to assist researchers in their work. Chapter 8 concludes the book with an examination of a number of issues emerging from its three parts, Foundations, Practices and Research. The importance of context in assessing musical creativity is outlined, and I advocate universalizing musical creativity, regardless of the individual’s age and background. Key issues discussed include the role of emotion, and the environment and pedagogical strategies conducive to developing musical creativity. In light of the emerging issues, I suggest a number of particular paths that would need further research and propose ideas for future projects. Practitioners interested in engaging in professional enquiry as well as experienced and less experienced researchers should find Part III valuable for their own investigations.
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I hope this book is of interest to a wide range of readers, including students, practitioners, researchers and practitioner-researchers across the arts and social sciences, inspiring them to think deeply about the many different ways in which musical creativity can be developed, its purposes and how to research it.
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Part I

Foundations
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1    Conceptualizing creativity in musical development

Introduction

The purpose of this chapter is to review key research in, and practices of, creativity in music and music education in order to assist the reader to better understand what is known about the development of musical creativity.1 The chapter aims to support interested readers in promoting musical creativity across diverse contexts. The choice of studies reviewed focuses on key research-based publications, mostly based in education settings, and embraces all types of methodological approaches. More extensive literature reviews are available elsewhere (Burnard, 2007; Haddon & Burnard, 2016; Odena, 2012a; Webster, 2009).

‘Creativity’ is a complex and fairly vague term, and in order to think about creativity in music and music education, it is necessary to look at the concept of creativity itself. The current wide use of the word in many fields, including arts and science, has arguably led to confusion about the different uses of the term. The first part of the chapter is devoted to an examination of some of the meanings attached to the word ‘creativity’, drawing on aesthetics, musicology, psychology, and education. The second part focuses on a conceptualization of musical creativity for educational settings, incorporating a cross-cultural perspective. The chapter concludes with a discussion of promising practices and some final considerations.

Unveiling its complexity: how is ‘creativity’ identified in different research traditions?

A review of the ever-expanding academic literature on general creativity reveals four distinct but closely related main study themes: the characteristics of the creative person, the facilitating environment for creativity, the creative process, and the assessment of creative products (Odena, 2001; Odena & Welch, 2009). The proportion of enquiries focussed on creativity in music and music education is small when compared with the investigations on general creativity, but its total number is nevertheless considerable. Hickey (2002) reviewed over 170 creativity research studies in music and arts education published since the 1940s, and came up with a similar categorization comprising four main themes: studies describing what students of different ages do when they are described as creative (developmental studies), enquiries focussing on the elements that appear to converge for creativity to occur (confluence studies), explorations of the thought processes of people engaged in creative activity (cognitive studies), and studies centred on the evaluation of creativity in musical outputs (assessment studies).
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Intermingled with these themes are two versions of creativity, which have been called the traditional and the new. The traditional, which is implanted in the uses of our ordinary language, refers to people who bring new things into being, such as professional sculptors or composers, and who are recognized by the community. This type of creativity has also been called historical creativity or Creativity with a capital C. In contrast, the new concept (in the sense of being contrasted to the traditional) is related to the psychological notion of imaginative thinking and can be displayed in any valued pursuit. It is a thinking style manifested in actions. This latter concept has broad applications in the school context, but confusion is likely to arise ‘when accounts of the new concept are presented as if they were characterizations of the traditional one’, for instance when we try to evaluate the students’ work using historical creativity criteria (Odena & Welch, 2009, p. 417). For instance, a pop song by a group of students aged 12 may do poorly if compared with the song that is at number 1 in the pop charts, but for the students the process of composing it may have been an outstanding creative achievement in its own right.

In generalist education the word ‘creativity’ has been largely associated with progressive and reconstructivist movements, where there is an emphasis on the interests of the students and democratic ways of behaving. Progressive education was widespread at the beginning of the twentieth century, and terms such as ‘problem-centred enquiry’ and ‘growth’ were used for defining education by Dewey (1938) and his contemporaries. After the Second World War, the rapid development of science and industry shifted the emphasis of many scholars to the production of materials for developing ‘creative ability’. Research in the field grew rapidly, and a turning point is acknowledged to be Guilford’s (1950) presidential address to the American Psychological Association. In the 1960s and 1970s research programmes multiplied, for example under the headships of Barron and Torrance in the USA. The Journal of Creative Behavior was established (1967) and a great deal of research on general creativity has been carried out since then, as evidenced with the establishment of other journals such as Creativity Research Journal (1988) and Thinking Skills and Creativity (2006). For the interested reader, Kaufman and Sternberg’s volumes (2006, 2010) offer comprehensive reviews on creativity research and its worldwide development.
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Contemporary Western education scholars seem to agree that creativity should be seen as a universal potential, a view that relates to the concept of creativity defined as a thinking style manifested in actions. In psychology the word ‘creativity’ is an umbrella label encompassing different aspects of personality, ability, and motivation. In education, the interest in creativity has been strong in the perspective of informal and student-centred teaching methods, where the same term carries different connotations, which are linked to creative teaching (Savage & Fautley, 2007; Haddon & Burnard, 2016). Research into creativity, thus, is pursued from several disciplines and may be approached from the four different themes named above: person, environment, process, and product. In the following sections further consideration is given to these four themes. In spite of the confusion over its meanings, at least two concepts of creativity, traditional and new, continue to permeate thinking on the topic.

Creative learners

Psychological studies approach creativity focussing on the individual. Main areas of research include cognitive styles and personality characteristics (Feist, Reiter-Palmon, & Kaufman, 2017). The assumption here is that it is possible to identify a range of attitudes and behaviours that are indicative of a creative learner. Some researchers study those human beings assumed to have creative ability in an attempt to identify particular personality traits. Research in this area has tended to view creativity as a normally distributed trait, and there have been attempts to correlate creative ability with intelligence, although they have been inconclusive (not least because of the difficulty in agreeing what factors to measure for ‘intelligence’ and ‘creativity ability’). Personal skills facilitating creativity would include sensitivity to pinpoint and restate problems in ways that provide new insights; fluency to generate large numbers of relevant ideas; flexibility to switch to a new approach; originality to generate unusual ideas; analysis to break down a problem into its constituent parts; and synthesis to see connections between its parts and other areas of experience (Cropley, 2001).

Some studies have concentrated their attention on the personality of adults deemed as creative. For example, Cropley (2001) argued that apart from special cognitive processes, creative individuals display similar personal traits. Descriptions of the creative personality reflect an impulsive, nonconformist, and intelligent individual capable of sustained hard work, coupled with a desire to seek change, and who may show a certain disregard for observing detailed plans and rules. In Western musicians, high levels of imagination and sensitivity have been linked to low self-esteem and increased anxiety (Gaunt & Hallam, 2009). A combination of these traits can lead to apparently disorganized behaviour, which would be linked with a romanticized or traditional view of creativity.
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Hickey (2002) outlines a discrepancy in the developmental models of creativity emerging from general creativity and music education studies. Researches in general creativity indicate a U-shaped development model. This ‘begins with a period of high creativity in early childhood (marked by play and freedom from conformity)’, which ‘is followed by a slump in the middle years, and then re-emerges in a more sophisticated form of creativity for some in adulthood’ (p. 400). In contrast, music education studies of creative development indicate that the model is progressive, and that children go through a sequence of different stages of mastery. It is nevertheless difficult to compare the models as they focus on the development of different skills. While the U-shaped model appears to measure complexity and originality, understood as novel to the professional field, the music education studies measure music mastery skills in the students’ compositions (metric regularity, phrase structure, completeness), embracing the new concept of creativity as imagination successfully manifested in a valued pursuit. What clearly emerges from the literature is that the personal abilities of the students will affect the way they approach any classroom activity with a degree of creativity (defined as a thinking style).

Environment: the context for creativity

While research into creativity during the 1960s was characterized by studies about cognitive processes and personality traits, the environment necessary for developing creativity was considered more deeply during the later decades of the last century. Csikszentmihalyi (1994), after spending 20 years studying the personality and thinking of creative people, came to the conclusion that to begin to figure out what creativity was, the context in which individuals operate was of paramount importance.

Several educators have given descriptions of the classroom environment or climate more conducive for the development of creativity (Odena, Plummeridge, & Welch, 2005; Savage & Fautley, 2007). Three main aspects appear to form the classroom climate: the physical climate, the intellectual climate, and the emotional climate. Some advice in order to enhance pupils’ originality or the ability to generate unusual ideas – which is seen as a major aspect of creativity – is with reference to the layout of the room for a range of activities (physical climate). Resources would need to be available to support problem-solving, group work, exploration, and aesthetic appreciation. Students would need to be encouraged to use the resources without strictly fixed boundaries. Concerning the intellectual climate, students would need to be challenged in order to stimulate their abilities, taking into account their capabilities. With regard to the last feature of the classroom climate, the emotional aspect, students would need to feel safe to take risks and to experiment without frequent fear of failure, and their efforts would have to be rewarded. Although the whole classroom is considered a resource for learning, in creating the right climate or ‘setting the stage’ the educators play a key role. Creativity, in the new sense of the term, starts with the teacher and not with the classroom setting. Teaching that encourages children to be creative may flourish whatever the physical resources.
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Cropley (2001) analyses the role of the teacher in fostering creativity in similar terms. He suggests that the educator’s role is to overcome stumbling blocks to the emergence of divergent thinking (understood as the ability to find multiple ways to solve a problem), which he sees as the main aspect of creativity. In doing this, teachers need to eliminate negative attitudes towards divergence, prevent contempt from peers, and reduce anxiety about correctness or incorrectness.

The creative process

As with the term ‘creativity’, there seem to be two opposing views of the creative process in the literature, the systematic and the romantic. The systematic view involves a good deal of hard work and persistence, and creativity is seen as an everyday affair. Creative work is rational and somehow ordinary. For example, many professional composers and songwriters timetable their work in a daily routine. This is in opposition to the romantic view, characterized by irrationality, mystery, unconsciousness, and even ideas such as ‘previous incarnations’ (see, for example, Deliège & Harvey, 2006). A good example of the romantic view is Mozart’s explanation of his own composing:

When I am . . . entirely alone, and of good cheer – say, travelling in a carriage, or walking after a good meal, or during the night when I cannot sleep; it is on such occasions that my ideas flow best and most abundantly. Whence and how they come, I know not; nor can I force them . . . my subject enlarges itself . . . and the whole stands almost complete and finished in my mind.

(quoted in Vernon, 1970, p. 55)

During the last century many researchers tried to describe the creative process through examining the stages in which individuals were involved throughout. A widely accepted theory by Wallas (1926) illustrated four different stages in the formation of a new individual’s thought:
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•    Preparation: the stage during which the problem is investigated in all directions;

•    Incubation: the stage during which the individual is not consciously thinking about the problem;

•    Illumination: the appearance of the ‘happy idea’ together with the psychological events that immediately precede and accompany that appearance;

•    Verification: closely resembles the first stage; fully conscious, the individual works out much the same series of logical rules for controlling verification as those used in the preparation stage.



Later in the twentieth century this model was developed to acknowledge better the individual’s systematic effort. For example, MacKinnon (1963) added a skills-acquisition stage at the start of the process that he called separation, in which individuals would develop the techniques and the elements of experience that make it possible for them to consider a problem. This stage would be followed by concentration (effort to solve the problem), withdrawal (going out of the field, recession from the problem), insight (the exhilarating ‘Aha’ experience) and verification. Finally, Abbs (1989) proposed a model without a withdrawal period that had the following five stages: the release of impulse, stirring the psyche; working in a medium or representative embodiment; realization of the final form using critical judgement; performance, taking the work into the community; and responses and evaluation by the community.

It is not difficult to see similarities between these models, outlined in Table 1.1, as well as a gradual shift towards the new definition of creativity. The first two stages of MacKinnon and Abbs could be placed within Wallas’s preparation first stage. His incubation would include MacKinnon’s period of withdrawal, but does not explicitly appear in Abbs’s model, where working in the medium is continuous. The illumination stage is named by MacKinnon as insight and may be compared to Abbs’s realization of the final form, although this realization is more of a logical work progression than a ‘Eureka’ moment. Finally, MacKinnon and Abbs’s final stages illustrate Wallas’s verification stage. Abbs incorporates the evaluation of the work by the community, acknowledging that what is produced will be assessed by a group of individuals according to their particular norms.

p.13

A relevant idea for any education setting emerging from the above theories is that a period of focussed effort is required in order to consider a problem. This is not acknowledged in romantic explanations of the process by successful musicians, who often omit any references to focussed study perhaps due to not seeing it as work. While working on something they like, their perception of time is minimized, a situation described as being in a state of flow (Csikszentmihalyi, 1996).

The creative product

There are writers who seek to identify creativity in terms of characteristics of the product.
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