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Series Editors’ Preface

The enormous growth of research that has been evidenced over the past three decades into the many different phenomena that are embraced under the psychology of music ‘umbrella’ continues, with new journals, books, media interest, an expansion of professional associations (regionally as well as nationally) and increasing and diverse opportunities for formal study, and not just in English-speaking countries. Such interest is not only from psychologists and musicians, but also from colleagues working in the clinical sciences, neurosciences, therapies, lifelong health and well-being, philosophy, musicology, social psychology, ethnomusicology and education across the lifespan. The Society for Education, Music and Psychology Research (SEMPRE) recently celebrated its 40th Anniversary (2012) as one of the world’s leading and longstanding professional associations in the field. SEMPRE continues to be the only international society that embraces an interest in the psychology of music, research and education, seeking to promote knowledge at the interface between the 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). Nevertheless, there is an ongoing need to promote the latest research findings to the widest possible audience through more extended publication formats, especially books, if we are to fulfil our mission of having a distinctive and positive impact on policy and practice internationally, within and across our disciplinary boundaries. Hence the emergence of the strong collaborative partnership between SEMPRE and Ashgate.

The Ashgate ‘SEMPRE Studies in The Psychology of Music’ 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 (such as from neurological studies through to social psychology); the development of advanced performance skills; musical behaviour and development in the context of special educational needs; 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), as well as the international academic teaching and research communities. 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.

It is with great pleasure that we include this text on Collaborative Creative Thought and Practice in Music in the SEMPRE series. The important contributions to this volume explore the ways in which collaborative creative practices underpin musical thought and activity across the disciplines of composition, musicology, performance and music education. The book extends and deepens our existing SEMPRE series publications on creativity (Collins, 2012; Odena, 2012), as well as complementing the text on collaboration in higher music education (Gaunt & Westerlund, 2013). The authors report new research and share new insights into how creativity in music is socially located. In her introduction to this volume, Barrett synthesizes the underlying philosophy of the narrative across chapters: ‘in recognizing the intersections between the social environment, motivating factors, and domain and creativity relevant skills, the collaborative possibilities of creative thought and practice are brought to the fore’. Thus the text is not merely reporting on recent discoveries, but can also be read as an agenda for understanding and promoting the social nurturing of creativity, including the possibilities that this conception offers for personal and social transformation within (and beyond) music.
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Chapter 1 Collaborative Creativity and Creative Collaboration: Troubling the Creative Imaginary

Margaret S. Barrett
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Introduction

Creative thought and practice in the domain of music has been the focus of research across diverse scholarly disciplines including those of musicology, music psychology, music education, music sociology and music philosophy. Investigations have sought to uncover historical perspectives of creative thought and practice (Nelson, 2010; Pope, 2005), to understand the characteristic features of eminent creative persons (Csikszentmihalyi, 1996, 1998; Gardner, 1993a, 1993b, 1995, 1997), creative processes (Bindeman, 1998; Sternberg, 1999), products (Runco, 2007), places (Florida, 2003, 2005, 2008) and ecologies (Barrett, 2012; Howkins, 2009), and to identify the teaching and learning processes that underpin expert creative thought and practice in music composition (Barrett, 2006; Barrett & Gromko, 2007). Much of this work has focused on the individual creator working in relative isolation, with less attention paid to those characteristic features of persons, processes, practices, places and ecologies that support collaborative creative thought and practice.

In recent years, the notion of the individual creator, a product in part of the Western Romantic ideal, has been troubled by accounts of creative thought and practice as a social construct (e.g. Burnard, 2012; Hennessey & Amabile, 2010). Even those who work seemingly in isolation build on the work of those who have gone before them. As noted by Galenson (2006), ‘artistic innovations are not made by isolated geniuses, but are usually based on the lessons of teachers and the collaboration of colleagues’ (p. 66). Recognition of the ways in which creativity emerges from joint effort has given rise to the investigation of creative collaborations and partnerships (Farrell, 2003; John-Steiner, 2000; Moran & John-Steiner, 2003, 2004) and the notion of group creativity (Sawyer, 2003a, 2003b, 2006, 2008).

The contributions to this volume explore the ways in which collaborative creative practices underpin musical thought and activity across the disciplines of composition, musicology, performance and music education. Whilst investigations of creativity in music have tended to focus on contemporary (popular, rather than Western classical) composition and improvisation practices as the location of creative thought and practice, these authors consider the ways in which collaborative creativity underpins thinking and practice in and across multiple musical practices. In doing so, the chapters contribute to discussions of the ‘creative imaginary’ in music (Barrett, 2012), and consideration of the role of collaborative practices within the domain. In this chapter I provide a summary of some of the key discussions in creativity research and consider the implications for collaborative creativity in musical thought and practice.1

1 As my intention is to signal directions rather than provide a definitive summary of the literature, key references are the focus.


Troubling the Creative Imaginary

The prevailing ‘creative imaginary’ (Barrett, 2012), that is, the set of propositions, beliefs, values and practices that shape our views of ‘where’ creativity occurs, how it is manifested, and ‘who’ and ‘what’ is creative is characterized by a number of tensions. These include but are not limited to those that hold between:


	general and domain-specific views of creativity;

	consideration of the defining dimensions of creativity and the role of novelty and value in definitions and descriptions;

	consideration of the parameters of creative thought and activity; and

	individual and social views of creativity (see also Sternberg & Kaufman, 2010).


Each of these tensions holds implications for our understanding of creativity as an individual and/or collaborative enterprise. In the following, I address each of these tensions in turn, briefly, as a means to outlining the collaborative creative possibilities within each ‘tension’.


General Versus Domain-Specific Views of Creativity

Advances in creative cognition in the 1990s presented the view that creativity arises from ordinary cognitive processes employed at an optimal level (e.g., Smith, Ward, & Finke, 1995). Such research presents creativity as a mental phenomenon or general capacity that can be developed through training and is therefore within the grasp of all. As the development of the capacity for creative thought and activity has come to be viewed as an essential component of school curricula in a number of countries, the cultivation of mental skills, habits and dispositions that are believed to support creativity has become a focus. These include the capacity to: collaborate with others (Craft, Cremin, & Burnard, 2008); to persist, be independent and self-reliant (Johnson, 2007); to engage in critical self-reflection and leverage failures to advantage (Gardner, 1997); to pay attention (Csikszentmihalyi, 1996); and to tolerate ambiguity (Csikszentmihalyi, 1996). In addition, curiosity and drive (Csikszentmihalyi, 1996; Kashdan & Fincham, 2002), and ideational fluency (Sawyer, 2003a), are viewed as important qualities to develop. Despite the recognition of these dimensions, the term ‘creativity’ rarely occurs without a modifier (e.g. musical creativity), and those skills, habits and dispositions identified above are only recognizable when implemented in a specific domain of practice.

Those researching the development of expertise – arguably a component of advanced creative thought and practice – have identified deep domain knowledge, coupled with supportive ‘environmental conditions’ and ‘appropriate training (deliberate practice)’ (Ericsson, Nandagopal, & Roring, 2005, p. 291), as being fundamental to the development of expert (creative) practice in any domain. More recently, Ericsson and colleagues comment:

The development of genuine expertise requires struggle, sacrifice, and honest, often painful self-assessment. There are no shortcuts. It will take you at least a decade to achieve expertise, and you will need to invest that time wisely, by engaging in ‘deliberate’ practice – practice that focuses on tasks beyond your current level of competence and comfort. You will need a well-informed coach not only to guide you through deliberate practice but also to help you learn how to coach yourself. (Ericsson, Prietula, & Cokely, 2007, p. 116)


Here Ericsson and colleagues emphasize the need for both domain knowledge and skills developed through ‘deliberate’ practice and the more general skills of being able to ‘coach yourself’.

Rather than categorize creativity as either a general mental capacity or a domain-specific capacity, Teresa Amabile (1983, 1996, 2013) brought together these two components of creative thought and activity in a social componential model of creativity. In this model Amabile identifies four components supporting creative thought and practice, those of: domain-relevant skills (skills and knowledge relevant to the discipline); creativity-relevant processes (including thinking styles that embrace complexity, ambiguity and focused effort); task motivation (including intrinsic and extrinsic motivators); and the social environment. This latter includes extrinsic motivators and deterrents, affordances and obstacles. As Simonton notes, investigations of the disciplinary environment (or domain) have ‘amply proven that creativity cannot be divorced from its disciplinary context’ (2000, p. 155).

In short, rather than view creativity as either a domain-specific or general mental capacity, these researchers emphasize the need to develop both advanced skills and knowledge in the domain, and the general mental capacities and behaviours to support the use of these skills and knowledge. Importantly, in recognizing the intersections between the social environment, motivating factors, and domain and creativity relevant skills, the collaborative possibilities of creative thought and practice are brought to the fore.


The Defining Dimensions of Creativity

Over the last several decades considerable attention has been given to the definition and measurement of creativity. E. Paul Torrance (1962) provided one of the earliest attempts to define and measure individual creativity. His initial description emphasized novelty of the product and the unique qualities of the individual creator as the defining characteristics: ‘The emergence of a novel relational product, growing out of the uniqueness of the individual on the one hand and materials, events, people and the circumstances of his life on the other’ (p. 139).

In subsequent definitions of creativity, novelty was viewed as an insufficient criterion, and the concepts of appropriateness or social value emerged as additional characteristics of creative products. For example, Amabile and Tighe (1993) suggested that ‘a product or response cannot merely be different for the sake of difference; it must also be appropriate, correct, useful, valuable, or expressive of meaning’ (p. 9). Others supported this notion, with Gardner (1993a) describing a creative individual as one who ‘regularly solves problems, fashions products, or defines new questions in a domain in a way that is initially considered novel but that ultimately becomes accepted in a particular cultural setting’ (p. 35). This view of creativity as the generation of ‘novel, socially valued products’ (Mumford, Reiter-Palmon, & Redmond, 1994, p. 3) was largely accepted and was reinforced in ensuing definitions such as the following: ‘Creativity is the ability to produce work that is both novel (i.e., original, unexpected) and appropriate (i.e., useful, adaptive concerning task constraints)’ (Sternberg & Lubart, 1999, p. 3).

The recognition of novelty and appropriateness – understood variously as appropriate, useful, socially valued – as defining features of creativity sat well with the development of ‘systems’ models of creativity, in particular as set out by Csikszentmihalyi (1996). For Csikszentmihalyi, creativity is evident in those products (or events) arising from the efforts of person(s) working in a specific domain of practice, which are judged to be innovative and appropriate by expert practitioners in the field. The consideration of the role of a field of domain experts in this model brought another consideration into the definition of creativity; that is, that in addition to being novel and appropriate, creative work must be recognized by others to effect significant change in a domain (Csikszentmihalyi, 1996, p. 8).

These views of the defining dimensions of creativity may be troubled on a number of levels (Gruys, Munshi & Dewett, 2011). Accounts of creativity that demand significant change to a domain as a defining feature would seem to relegate creative thought and practice to the work of very few. Further, within many domains, including Western Classical Music, radical domain-changing novelty is not necessarily a goal of creative practitioners. Sternberg addresses this issue through the propulsion theory of creativity, proposing three variants of creative work, specifically:

	paradigm preserving contributions that leave the field where it is through replication and/or re-definition;

	paradigm preserving contributions that move the field forward in the direction it is already going through forward incrementation and/or advanced forward incrementation; and

	paradigm-rejecting contributions that move the field in a new direction from an existing or pre-existing starting point through redirection, reconstruction/redirection, re-initiation, and/or integration. (Sternberg, 2003)


Within this model, the emphasis on appropriateness versus novelty changes in relation to the degree to which the work seeks to replicate, move the domain forward incrementally, or move the domain in a new direction. Sternberg (1999) suggests that the most common form of creative thought and activity is that of forward incrementation, occurring when a creative product or event moves a domain forward without changing its trajectory (p. 91).

More recently, others have suggested that the emphasis on novelty in definitions of creativity results in ‘compulsory individualism’, ‘compulsory innovation’ and ‘the compulsory valorisation of the putatively new’ (Osborne, 2003, p. 507) leading to an ineluctably individualist, modernist and teleological view of creativity (Rehn & De Cock, 2008). However, when we view creativity as a collaborative enterprise, individual ownership of ideas, practices and products, and the assignation of novelty and usefulness, becomes troubled.


The Parameters of Creative Thought and Practice

Whilst the dual characteristics of novelty and appropriateness have been viewed as key to any definition of a creative product, a number of researchers have posed the question: ‘Novel for whom?’ This has given rise to a view of creativity as occurring across a continuum ranging from small ‘c’ creativity, that which is personally meaningful but not domain changing, to Big “C” creativity, that which leads to a significant change in a domain of practice (Csikszentmihalyi, 1996, 1998). Exponents of little ‘c’, or everyday creativity (Richards, 2007), recognize the ways in which individuals engage in creative practice through fashioning products and events that require the exercise of imaginative capacities that transform aspects of their day-to-day existence (for example, undertaking home renovations, or cooking elaborate meals) but have no effect on the larger domain of practice. Margaret Boden (2004) describes such creative activity and the products that arise from this, as ‘P’ or ‘Psychological’ creativity; that is, creative thought and practice that is significant to the individual only. Boden contrasts this with ‘H’ or ‘Historical’ creativity, that creative thought and practice that effects significant change and endures over time. More recently, Kaufman and Beghetto (2009) have proposed intermediary levels of creative thought and practice including: mini-c, little-c, Pro-C, and Big-C creativity describing the differentiation between these levels as follows:


	mini-c ‘novel and personally meaningful interpretations of experiences, actions and events’ (2009, p. 3);

	little-c ‘everyday innovation’ (2009, p. 2);

	Pro-C ‘the developmental and effortful progression beyond little-c’ (2009, p. 5); and

	Big-C significant contribution to a domain leading to change.


These researchers suggest that creativity occurs across a continuum that ranges from personally meaningful but socially insignificant thought and practice to domain-changing and socially significant thought and practice. This account admits the possibility of young children undertaking creative thought and practice (mini-c) through engaging their ‘beginner’s mind’ aspects of creativity (e.g. ‘openness to new experiences, active observation, and willingness to be surprised and explore the unknown’ (Kaufman & Beghetto, 2009, p. 4). As domain knowledge and skills are acquired and consolidated (little-c), movement from little-c to Pro-C activity is characterized by informal and formal apprenticeships in which individuals ‘work with an older, more experienced colleague or mentor’ (2009, p. 7). An example of this latter is evidenced in the relationships that hold between advanced student-composers and composer-teachers working in a tertiary setting. Findings from a case-study investigation of the teaching and learning processes in this setting (Barrett & Gromko, 2007) suggest that collaborative processes support and sustain the development of the students’ work in what might be viewed as a form of collaborative creativity. Further examples of Pro-C activity might include those professionals contributing to the domain through paradigm-preserving (Sternberg, 2003) contributions rather than paradigm-rejecting contributions that move the field in a new direction. These latter might be viewed as examples of Big-C creativity.


Individual versus Social Views of Creativity

In the seminal text Creativity: Flow and the psychology of discovery and invention (1996), psychologist Mihalyi Csikszentmihalyi posed the question ‘where is creativity’ rather than ‘who’ or ‘what’ is creative. In doing so, Csikszentmihalyi reminded us that creative thought and practice does not rest solely in the individual as an attribute of mind and/or personality. Rather, for a product or event to be judged to be creative there must be recognition and agreement by knowledgeable others (the social field, comprised of other expert practitioners, critics, teachers, and institutional gate-keepers) that the contribution to the cultural domain of practice (music, for example) is innovative and advances the domain in some significant way. This view links the individual, the domain of practice and the field in a social system that, over time, makes judgments on what constitutes a contribution to the domain (and is therefore creative). ‘Systems’ views of creativity have demonstrated the ways in which social events external to the individual impact creative production. Dean Simonton (1991), for example, has illustrated the ways in which prevailing economic, political and social events are shaping factors in the development, recognition, and reception of creative works and their producers.

Despite the use of the term ‘social’ in the approaches outlined above, the focus in each of these is still largely individualistic. Whilst systems theories of creativity, such as Csikszentmihalyi’s (1996) individual-domain-field model, acknowledge the role of others in creative production, at heart these are still individual views of creativity in which the creative individual draws upon the work and/or resources of others rather than recognizing the mutually constitutive elements of social interactions through multiple dimensions, including those of domains, materials, time and space. Consequently, consideration of group creativity, that is, creative thought and practice that is collective and collaborative, has only recently become the focus of research (John-Steiner, 2000; Sawyer, 2003a, 2008), and provides further opportunity to trouble the ‘creative imaginary’ of creative thought and practice in music.


Collaborative Creativity

The human capacities to coordinate activities with others, to cooperate and to collaborate, emerge early in life. The phenomenon of ‘communicative musicality’ (Malloch & Trevarthen, 2009) illustrates the ways in which infants and care-givers interact, establish mutuality and create meaning through a shared musical ‘narrative’ constructed from the elements of ‘pulse’ and ‘quality’ (timbre, pitch, volume) (p. 4). Dissanayake (2012) suggests that infants teach us to cooperate and collaborate in the construction of these musical narratives through rewarding us with ‘smiles, wriggles, kicks and coos’ (p. 4). John-Steiner claims that ‘mutuality and interdependence are basic and necessary forms of human social life’ (2000, p. 106). In a similar vein, Dissanayake (2000) suggests that five psycho-social processes dominate our early relationships and are integral to human development and the development of artistic thought and practice: mutuality, belonging to, finding and making meaning, competence, and elaboration. In each of these, the capacity to cooperate, to collaborate and to learn from and with others is implicit. Sennett (2012) suggests that ‘cooperation is the foundation of human development, in that we learn how to be together before we learn how to stand apart’ (p. 13). These authors all point to the ways in which early experiences in cooperation and collaboration lay the foundations for later interactions and joint ventures with others.

Despite these affirmative views of collaboration it must be recognized that the term is not without its pejorative meanings. For example, within the contexts of war, to be identified as a ‘collaborator’ is to be identified as an individual who advances the cause of the ‘enemy’ through working actively against the interests of his/her own society. It may be speculated that this thought underpins Sennett’s preference for the term ‘cooperation’. Sennett (2012) defines cooperation ‘as an exchange from which the participants benefit from the encounter’ (p. 3), a behaviour that is ‘instantly recognizable, because mutual support is built into the genes of all social animals; they cooperate to do what they can’t do alone’ (p. 3).

Sennett (2012) examines the ways in which cooperation may be competitive, a self-standing value of rituals (sacred and secular), formal and informal, and inherently pleasurable. He also recognizes the possibilities for cooperation to be destructive, as in acts of collusion that seek to deprive or disadvantage others. In doing so, Sennett also draws our attention to the difficulties, moral, ethical, and practical, of engaging in cooperative acts. In short, whilst cooperation and collaboration seem to underpin human development and productive functioning, they are not necessarily an unalloyed good. Collaboration is not easy – it is fraught with disagreements, tensions and contradictions. The challenge is to be able to work productively with these features to advance rather than hinder creative thought and activity.

Collaborative work is characterized by a range of elements, including time and commitment to dialogue, extended time working together, mutual trust, shared ownership, the capacity to give and receive constructive critique, and complementarity rather than replication of skills and knowledge (John-Steiner, 2000; Sawyer, 2008). Rogoff (1990) reminds us that:

The mutual involvement of people working on similar issues is part of the social context of creativity. Dialogue, collaboration, and building from previous approaches often provide the catalyst for putting new ideas together that would not have occurred without the need for the individual thinker to carry out, explain, or improve on an approach. (p. 199)


Collaborations may occur on a number of levels and degrees of separation, including those of place, time and expertise. Collaborations are not necessarily physically proximate as evidenced increasingly in the use of digital technologies to link individuals and groups across vast distances of space and time as they engage in simultaneous and sequential work processes.

Collaborations over time may recognize the ways in which creative practitioners draw on the work of those who have preceded them in fashioning a creative product. The study of the work and lives of earlier creators provides opportunities to learn about habits of thought and practice, technical approaches, sources of inspiration, and to draw on this knowledge in subsequent work. For example, David Hockney’s study of the ‘lost’ techniques of the ‘Old Masters’ (2001) specifically the use of optical projections, provided new ways to view the work of these painters and informed and shaped his subsequent work and work practices. Extending such creative work into collaborative activity involves some form of ‘joint’ production. The recent trend of ‘homage recordings’ such as Natalie Cole’s duet recordings with her late father, Nat King Cole, may be considered as moving towards collaborative creativity across time and generations.

Collaborations have been described as a ‘marriage of insufficiencies’ (Shulman, 2004, p. 476), as each contributor brings a varied profile of skills, knowledge and expertise to the enterprise. Ideally, these are complementary, ensuring that across the participating members all of the necessary elements are available. John-Steiner (2000) describes this process as one of ‘mutual appropriation’ as ‘in collaborative work we learn from each other by teaching what we know’ (p. 3).

Creativity has been described as a ‘necessary virtue’ (Hakkarainen, 2012, p. 13) in order for individuals and groups to survive and thrive in twenty-first-century knowledge and innovation economies. Hakkarainen (2012) argues that the capacity to engage in creative thought and practice rests in ‘deliberately and systematically cultivated personal and collective expertise, embodied in expert cultures and networks’ (p. 14). He describes expert cultures as ‘cradles of collective creativity that crystallize … experiences to a gradually evolving and accumulating body of shared knowledge practices’ (p. 25). In this way, human cognition, and by extension human creativity, is distributed materially, socially and temporally, and rests in collective, collaborative practices. These are themes that are taken up by the authors who have contributed to this volume.


About this Volume

This volume seeks to question some of the assumptions that underpin notions of creativity, collaborative creativity and creative collaboration in music and to present alternative ways of thinking about these phenomena. The authors work largely within Western classical music cultural practices as composers, improvisors, performers, musicologists and educators. As noted above, investigation of collaborative creativity in music has been located largely in the practices of contemporary (popular) composition and improvisation. In these chapters the authors demonstrate the ways in which practices of the Western classical music tradition have incorporated collaborative creative thought and practice.

In Part II of this volume, ‘Collaborative Creativity in Compositional Thought and Practice’, authors consider the diverse ways in which creative collaboration may be manifested and understood when undertaking compositional thought and practice in the Western classical music genre; a genre which has been largely understood as the province of the ‘heroic’ individual composer (Burnard, 2012). Barrett and colleagues explore the complex and multi-faceted dimensions of collaborative creativity as it unfolds from the initiation of the commissioning process through to the premiere performance of a commissioned work for piano quartet. The chapter examines the collaborative creative relationships that pertain between commissioner and composer, composer and performers, and amongst performers themselves, and the varying affordances and constraints within each of these. The collaborative creative possibilities of composer workshops for advanced students of composition are the focus of the next two chapters, emphasizing respectively the collaborative possibilities of working with a contemporary vocal ensemble (Gyger) and the considerable constraints that are evident when working with more traditional ensembles such as the symphony orchestra (Love and Barrett). Composer Robert Davidson provides a personal account of learning to collaborate across style boundaries in the multiple roles of composer and performer. His account identifies both the benefits and strategies that underpin successful collaborative creativity in these contexts. MacDonald works from the premise that we are all musical to explore the collaborative creative outcomes (musical and extra-musical) evident when working with non-professional musicians in therapeutic settings. These collaborations draw variously on Western classical, jazz and popular music genres as a means to counter an ‘elitist’ view of musicians and the benefits of engaging in musical practice. Finally in Part II, Perry challenges our notions of collaborations across time through a careful investigation of the ‘posthumous collaboration’ undertaken between Musorgsky and his former pupil Rimsky-Korsakov.

Part III of the volume, ‘Collaborative Creativity as Boundary Crossing: Perspectives from Music Performance and Musicology’, provides opportunity to explore the collaborative creative possibilities of boundary crossing through investigations in musicology and performance practice. Collins’ investigation of the Renaissance compositional form of ‘puzzle canons’ introduces the notion of composers writing for a highly skilled and sophisticated audience of fellow musicians whose collaboration was essential to the successful resolution of the puzzles set within the works and their subsequent performance. Leong draws on the long history of Confucian thought and practice to explore the implications for collaborative creativity in two forms of contemporary Chinese music practice. Returning to Western classical music practice, Owens traces the collaborative creativity inherent in the work of composer, choreographer, librettist and stage designer in theatrical dance music in the early modern German Court. The following two chapters reveal some of the tensions that exist in collaborative creative performance when working respectively in a contemporary piano duo (Viney and Grinberg) and the production of Monteverdi’s Orfeo (Jane Davidson). Finally, Zhukov considers the ways in which performance interpretation might change when collaborating with composers in preparation for recording processes.

Part IV, ‘Emergent Creativity in Collaborative Thought and Practice: Perspectives from Music Education’, explores the ways in which collaborative creativity emerges in educational contexts involving participants of varying levels of expertise and multiple genres. Partti’s account of the web-based http://operabyyou.com project provides insights into the ways in which musical identities are built in and through communities of practice and the consequent reification of the products and processes of collaborative creativity. Mota explores the ‘thorns and joys’ of creative collaboration when groups of tertiary teacher education students who are relatively unfamiliar with each other and their respective domains of practice (music, drama, visual art) work together on a creative project for assessment. Her account identifies the difficulties of such encounters and issues of ownership and responsibility in such endeavours. Odena provides an account of the ways in which a teacher’s personal history of collaborative creative practice shapes the ways in which she engages her students in such practices in the classroom. The milieu of the school is also the focus of the final chapter in this section (Saunders et al., this volume) in which the collaborative creative practices that underpin the use of music in a literacy setting are explored.

The volume concludes with a ‘Postlude’ in which Keith Sawyer provides a personal response to the research presented and considers the implications, individually and collectively, for further research and practice in his chapter ‘Musical Performance as Collaborative Practice’.

We undertake collaborations to expand our possibilities; it is in this spirit that the contributors to this volume invite readers to engage with the ideas presented and consider further collaborative creative possibilities.
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Introduction

In creating a new work, a commissioned composer works within a range of affordances and constraints, including the musical (the instrumentation, the traditions associated with the ensemble, perhaps even the musical personalities of the group) and the extra-musical (the reasons for the commission, the wishes of the commissioner and the occasion of the first performance). The relationship between the composer and commissioner may be viewed as one form of creative collaboration, with the commissioner instigating the commission and establishing the initial focus of the work to be created. Subsequent to this activity, the commissioner takes a more peripheral role in the collaborative process. In some instances there is significant interaction between the composer and performers for whom the work has been composed, interactions which may transform both the composer’s and the performers’ understandings and interpretations of the work, and subsequent processes of compositional editing and performance. Such interactions may be viewed as a form of collaborative creativity as both composers and performers strive to shape the musical intentions of the work. This chapter explores these issues through an analysis of the commissioning, composing, rehearsal and performance processes of a work for piano quartet, The Scattering of Light. Data are drawn from initial communications between the composer and commissioner, composer notes and reflections on the composition process, and extended reflective conversations between the composer and members of the piano quartet following performance and recording of the final work. Analysis of these data casts some light on the mercurial nature of creative collaboration.


Theoretical Framework


Collaborative Creative Thought and Practice

In recent years there has been growing recognition that creative thought and practice is not the sole province of the individual ‘genius’ working in isolation from the world; rather, it is shaped in part through interaction between a range of social and cultural factors. These include individual family history and background (Amabile, 1996), social and cultural institutions such as the domain of practice (e.g. music), the ‘artworlds’ (Becker, 1982) or field (Csikszentmihalyi, 1996), and the support of colleagues in the domain of practice (Gardner, 1993; John-Steiner, 1997, 2000). Even in contexts where creative practices seemingly arise from the efforts of one individual, for example, the composer working alone in his studio, consideration of such factors as the constraints provided by the commissioning body, the traditions of the genre within which the composer works, knowledge of the individual characteristics of the performers who will premiere the work, and, the nature and location of the premiere performance illustrate the ways in which individual creative thought and practice are shaped by social and cultural factors beyond the individual.

Investigations of the role of the group in creative thought and practice have emphasized the collaborative nature of group processes and the role of improvisation, emergence and interaction in fostering group creativity (Sawyer, 2003, 2006, 2008; Sawyer & DeZutter, 2009). In recent work, Sawyer and DeZutter (2009) have identified the phenomenon of ‘distributed creativity’, that is, creativity that occurs in ‘situations where collaborating groups of individuals collectively generate a shared creative product’ (p. 82). In drawing from the notion of distributed cognition (Greeno, 2006), acknowledgement is given to the different knowledges, skills and affordances that each individual brings to the activity. Within a chamber music ensemble such as a piano quartet, each instrumentalist contributes a different voice, character, and quality to the joint endeavour of producing a shared creative product, the musical performance. Sawyer and DeZutter’s work focuses specifically on ‘unconstrained creativity’ where the activity has ‘an unpredictable outcome, rather than a scripted, known endpoint’ (p. 82). Whilst rehearsing and performing a piano quartet might appear to be highly scripted and lacking in improvisational qualities, we suggest that when ensembles are preparing a score for a premiere performance, the activity has an ‘unpredictable outcome’ in that there are no precedents for the performance of the work and the work itself might well challenge performance traditions of the genre for individuals and the group. In such settings the development processes include improvisational qualities as the group works collaboratively towards a novel and appropriate performance of the composer’s intentions as outlined in the score; a process that might be viewed as a form of ‘collaborative emergence’ (Sawyer & DeZutter, 2009).

John-Steiner (2000) makes a careful distinction between cooperative and collaborative endeavour. For her, whilst ‘participants in cooperative endeavours each make specific contributions to a shared task … their level of involvement may differ, as well as their sense of intellectual ownership of the resulting product’ (p. 13). By contrast, in collaborative activities, participants bring a similar level of involvement to a task and share ownership of the final product. This does not mean that participants replicate each others’ contributions; rather, their contributions are complementary as each brings to the task skills, knowledge and understandings that are essential to the fulfilment of the task, and complementary to those of their working partner(s). In collaborating on a task, not only do we increase the range of possibilities available to us, we also share the burden of work, the attendant risks, and, in that process, open ourselves up to the possibilities of engaging in challenges we would be unprepared to take on alone (Wallace & Gruber, 1989).

John-Steiner (2000) identifies a number of forms of collaboration that involve differing levels of joint working and shared outputs. These include: distributed collaboration (informal and voluntary collaborations that rest in similar interests and shared conversations); complementary collaboration (collaborations characterized by ‘a division of labour based on complementary expertise, disciplinary knowledge, roles, and temperament’ (p. 198); familial collaboration (collaborations between family members – husband and wife; parent and child – characterized by mutual appropriation that features cognitive and emotional features, and mutual care-taking); and integrative collaboration (collaborations where a new mode of thought or art-form is developed). Of this latter, John-Steiner suggests that ‘these partnerships require a prolonged period of committed activity. They thrive on dialogue, risk-taking and a shared vision … integrative partnerships are motivated by a desire to transform existing knowledge, thought styles, or artistic approaches into new visions’ (p. 203).

For John-Steiner (2000), integrative collaborations require the participants to ‘suspend’ their differences in order to create something new (p. 70). She makes a distinction between artistic and scientific collaborations in that the former retain a greater emphasis on individuality, and the need to maintain a ‘recognizable style’ (p. 70). This may be true of a collaboration between visual artists, but is perhaps less true in collaborations such as those of ensemble music-making where the aim is to create a musical outcome that presents the work of another (the composer) in a manner which may be viewed as a shared vision between all participants (players and composer) that draws on, but does not amplify, the individual characteristics of individual players.


Collaborative Creative Thought and Practice in Music

In a study of the communication processes of a professional string quartet (Seddon & Biasutti, 2009), the distinctions between cooperative and collaborative communication strategies (both verbal and non-verbal) were found to rest in the degree to which these strategies facilitated cohesive performance (cooperative) or facilitated ‘creative developments in the interpretation of the music’ (collaborative) (p. 124). Examples of cooperative strategies included players’ discussions that focused on technical performance issues, including bowing, whilst examples of collaborative strategies included discussions of ‘remedial action … to develop interpretation and/or style in the piece’ (2009, p. 125). These researchers suggest that ‘cooperative modes are associated with lower level cohesive processes, and collaborative modes are associated with higher level creative processes’ (2009, p. 124). These distinctions might be very clear cut when the ensemble is rehearsing or performing a work that has a prior history of performance through which the model for a ‘cohesive’ performance is firmly established, and indeed reified, in particular prior performances and commentary. However, when the work in question is a completely new work that is being rehearsed for a premiere performance, such neat distinctions between issues of cohesiveness and creative interpretation might not be so readily apparent.

Writing on the topic of composer–performer collaborations, Sam Hayden and Luke Windsor (2007) identify three categories of collaboration, the directive, the interactive, and the collaborative. ‘Directive’ approaches to collaboration are focused on the score as the composer seeks to ‘completely determine the performance through the score’ with collaboration limited to ‘pragmatic issues in realisation’ (p. 33). Such collaborations are perhaps most evident in large-ensemble (orchestral) collaborations, in which the conductor mediates between composer and performers, and are less evident in chamber music settings, in which the individual musicians move beyond pragmatic issues of performance decision-making to joint consideration of interpretive possibilities. ‘Interactive’ collaborations are characterized by more discursive and reflective interchanges between composer and performer; however, the composer is still the ‘ultimate’ author of the work (Hayden & Windsor, 2007). ‘Collaborative’ collaborations are characterized by collective decision-making with no single author ‘or hierarchy of roles’. Within a chamber music ensemble, features of all three forms of collaboration may be present as performers work from the direction of the composer through the score, engage in discursive and reflective exchanges through the rehearsal process, and undertake collective decision-making in preparation for the premiere performance.


Cooperation

In his recent text Together: The Rituals, Pleasures and Politics of Cooperation (2012), sociologist Richard Sennett describes joint endeavours within the framework of cooperation rather than collaboration. For Sennett, cooperation is ‘an exchange in which the participants benefit from the encounter’ (p. 5). He goes on to outline the ways in which learning to live together is underpinned by cooperative rituals that transcend and/or negotiate racial, ethnic, and religious differences. Sennett draws on his experiences as a cellist and chamber musician to illustrate the cooperative practices that afford the rehearsal and performance processes of a chamber music ensemble. He emphasizes the role of rituals, ‘little dramas of deference and assertion’ (p. 15), in ensuring that ‘expressive cooperation’ works (p. 17). Writing of the rehearsal practices of a string quartet, Sennett suggests that rituals such as the ‘flagged passage’ enable a dialogic exchange between players that not only establishes the performance issues in relation to the expressive gesture under discussion, but also ‘conveys to other musicians what kind of player you are, how you tend to bow phrases or shape dynamics: colleagues will intuit what you are likely to do in other, un-flagged passages, which can remain unrehearsed’ (p. 17). Sympathy and empathy are also crucial in the rehearsal setting, illustrated as follows:

In a musical rehearsal, a string player may realize that his or her fellow musicians heard a musical phrase in an entirely different way and so phrase differently with their bows; he or she registers the difference. The sympathetic response would be to identify with and so imitate them. The empathic response is cooler: ‘You do an up-bow, I do a down-bow …’; the difference may be left hanging in the air but a sign of recognizing what you are doing has been given. (Sennett, 2012, p. 21)


This study builds on Sennett’s work and seeks to identify; those ‘rituals’ that underpin chamber music rehearsal and performance processes; the nature and contribution of dialogic exchange in facilitating expressive cooperation; and, the contributions and features of sympathetic and empathic discourse in the development and performance of a commissioned work.

The perspectives on creative collaboration and cooperation outlined above make evident the multi-faceted nature of collaborative work; ranging from distributive, complementary, familial and integrative (John-Steiner, 2000) to directive, interactive and collaborative collaborations (Hayden & Windsor, 2007). Creative collaborations occur in contexts that offer varying degrees of constraint and predictability of outcome (Sawyer & DeZutter, 2009),
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