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When the history of mudc educationin North Americais written many years from now, thetime
period represented by the end of the 20th century and the beginning of thenew millennium might well
beremembered as a critical point in the professon®@history. 1t will be noted tha practical, theoretical,
and research-based writingsfocused attention on both produd and process in the teaching and learning
of mudc. Inadditionto the nurturing of fine solo and ensemble performances, a more comprehensve
approach to musc education is now emerging which embraces the study of compostion, improvisation,
musc listening, cultural context, and relationshipsto other arts. Inthe United States, thistrend beganin
the sixties with the Comprehensve Mus cianship Project and the Manhatanville curriculum project and
continued with the Yale, Tanglewood,and Ann Arbor symposain following years’. In more recent
times, the Nationd Voluntary Standadsin the Arts (1994)have come to mark a more comprehensve
approach. In other countries such as the United Kingdomand Audralia, attention to musc compostion
and improvisation as curriculafod have been longestablished. Itisclearly the case tha nolonge can a
musc teacher expect to be successful by only teaching children howto peform the musc of others,
paying little attention to the development of aesthetic decision-making and muscal indgpendence of
students.

Within the scopeof educationd philosophy, congructionist views of teaching and learning prevail.
Althoughnotrealy new to educationd theory with roots tha can betraced to Piaget and Dewey,
condructionistic thinking has been given focusin writingson school reform (Gardner, 1991, 1999. The
basic god of condructionism isto place emphasis on creativity and to motivate learning through
activity. Learning is seen as more effective when approached as situated in adtivity rather than received
passively (Kafai and Resnick, 1996) At theheart of these ideas is the shift away from thinking about
education as begin centered solely in the mind of theteacher and more as partnership between teaching
and student with theteacher as the major architect of learning. Project-centered learning is celebrated
with students working to solve problems. Affect isseen as pat of and as an aidein thelearning
experience. Theteacher assumes more therole of a Quide on the sideOas oppo®d to a Gageon the
stageO

Anothe critical contextud issuein mudc education is the powerful presence of musc technology
as an aid to ingruction and the suppot given to musc teaching by Internet resources (Williams and

Webger, 1999) Notation, sequendng, and digital audio software running on powerful, affordeble

% For asummary of these everts, seeMark (1996).



persond computers provide important resources for musc education practice and research. Specialy
written software packages designed to encourage compostion and improvisation are now readily
available for usein schools and at all levels of indruction. Internet resources serve as an increasing rich
reservoir for teacheas to chdlengestudents to solve muscal problems and to distribute and gather

examples of creative produdsin musc.

Chapter Overview

It isin this context tha | offer theideasin this chgpter. Thework hereis based on my andysis of
recent research on thetopic of creative thinkingin musc for studentsin primary, seconday, and tertiary
education since my review of thisliterature earlier (Webger, 1992) A central mission of this chgpter
will beto present amore advanced modd of creative thinking in music based on this and the contextud
issues noted above | will begin with why the understanding of creative thinking is so important for
musc and specifically for music education. | will dothis by listing certain basic tenants aboutmusc,
relating them to the educationd climate today.

Next | will moveto theresearch base with a short accountof the study of QreativityOin thegeneral
psychology literature, focusng onthelast five decades. Thisisarich and complex literature and | have
gpace only to summarize the major categories of research in order to demongrate itsimportance for the
conceptud modd. | will follow thiswith areview of some of the mos important musc research in the
last five years.

In the conduding sections | will summarize traditiond aspects of a definition of QrreativityOand
suggest oneof my own that is drawn from theoretical and empirical work. | will present my revised
modd here and offer comment onits newer features. The chgpter endswith some speculation about
future studies.

Importance of Muscal Creativity for Musc Education

It is necessary to remind ourselves of why this whole topic is so important for our field. Music
educationQin its broadest sense is a sub-field of musc ultimately concerned with the mogt effective
teaching and learning of mudc asart. Mos muscianstoday teach; and, as aresult, are musc educators.
However, theterm Onusic educationChas come to mean the application of teaching and learning
techniques to primary and seconday school children. | want to make it clear, however, that concepts

developal here about creativeness and music education are applicable to thewider context than jud the



teaching of music to theyoung Themusicologist, theorist, studio teacher, condudorN these
professonds are dl in thistogeher.

At therisk of statingtheobvious there are three fundamental ways tha humansengagein muscal
behavior: (1) listening (by far the mog common of behaviors and the absolutely least studied as a
creative experience), (2) compostion (perhgpstheleast common, but mog studied), and (3)
performance. Listening exists as afocused experience with repeated listenings often resultingin a
formal andysistha might berepresented in some symbol system; or, more often, listeningis a single-
time, @n the momentOexperience in which the listener forms a sense of the music withoutthegod of a
forma andysis. Performanceisalso of two types. Onetypeisthereprodudion of musc written by
others and the other is the creation of music Gn themomentOwithin a contextN often referred to as
Omprovisation O Althoughthere are settingswhere teaching and learning is focused primarily on one or
the other, each behavior is mutudly suppotive of the other in our quest as musc educators to teach
aboutmudc. Goodmusc teachingusudly invdves all these types of behaviors.

Musc teachers design environments tha hdp learners congruct their persond undestanding of
musc. There are thousndsof ways to do this and our authentic assessment of learningis the gaugeof
our success. Oneobviousgaugeof how successful we are as teachers is the extent to which our students
can make aesthetic decisionsaboutmusc aslisteners, composrs, and peformer/improvisers andto
develop a sense of mudcal indgpendence. Such independent thinking does not hgppen if each decision
isdictated. Teachers mug teach for independent thought Thebest musc teachers are the ones tha are
not needed by the student when formal education has ended.

Mog music teachers agree tha student decision-making (perhapsall of GnusicianshipQ is
predicated on the ability to hear muscal possibilities withoutthe actud presence of the sound\ being
able to Qhink in soundO Active listeners need to hold musical structuresin memory as awork urfolds.
Composers need to imagine soundcombinaions Performers/improvisers mug have atarget
performance in mind. Musdc teachers mug hdp students gain this ability to hear musc in ther heads
and manipulate these soundsin increasingly more abgract ways.

All of thisis possible only if students are encouraged to GrreateOmusic throughall theavailable
behaviors. Some will be more successful with onetype of behavior over another, buteach is critical for
the development of musc cognitionin thegrandest sense. For al these reasons it makes sense to think

of creative experience in musc as a central focusof musc education.



Geneadl Literature

J. Paul Guildford® 1950keynote address to the American Psychological Assodation (Guilford,
1950)is a marker for the commencement of the modern-day study of this topic. Intheaddress, he noted
thelack of attention pad to divergent thinking' and called for more systematic study. Hiswork would
evolve into theformation of a factor-of-intellect modd of human intelligence tha celebrated the
intersection of produd, opeationsand content (Guilford, 1967) His subsequent factor andytic studies
broughtattentionin psychology to a multiple intelligence theory that was meaningful. Thespecific
modd proposd came unde fire by theresearch community dueto the problems inhaentin factor
andysis as an empirical methodobgy (Sternbag, 1999) butthe spirit and logic behind Guildford®
work livesonin many guises.

Since that time, thegrowth of formal study of creativity has been dow, at least until mog recently.
There are two edited volumes publshed in thelast few years tha are excellent compilationsonthe
subject of creativity. Thefirst isby Finke Ward, and Smith (1996) published by MIT Press. Thebook
has fourteen chapters aimed at offering a contemporary view of creativity in a cognition context. Topics
such asindght, problem-solving, memory, and incubaion are induded, as well as an interesting opening
chapter by the editors on cognitive processes in creative contexts. Thereis also attention pad to
machineintelligence and on connectionism and neural nes.

A more recent collection of writingswas published by CambridgeUniversity Press, edited by
Sternbeag (1999. Thisvolumeis perhgpsthe mog comprehensve and definitive, single volume in the
field of creativity and contains 22 chapters written by many notable scholarsin thefield today. Authors
indudeGardne, Csikszentmihdyi, Feldman, Weisbherg, Amabile, Runm, Simonton, and Grube, among
others. Thebookisimportant because it doauments the recent upturn in interest among cognitive
psychologists in the study of this difficult topic.

There are nowtwo major journds devoted to thetopic, Joumnal of Creative Behavior and the

Creativity Research Journal. Two bookson adult creativity, designed for thetrade press, have been

* The concepts of OdvergertOand OcavergertOthinking areatthe heat of much of my writing and thinking
about creativeness. Divergent thinking is simply that kind of thinking for which the reault hasno single goal
and anumber of products may resultN akind of personal brainstorming. Convergert thinking is work that
focuseson afinal reallt. Creatve work involvesboth kinds of thinking mary timesand in mary complex
ways.



writtenN oneby Gardne (1997)and the other by Csikszentmihayi (1997 and each applies recent

work to theexplanaion of genius

Despite these developments, creativity as a congruct (or as a set of complicated congructs) has been

avoided in moden psychology. Sternberg and Lubart (Sternberg, 1999)offer six possible reasons

#

mystic and spiritud roots of this topic which tendsto put off the more scientific community
its pragmatic, commercia naure exploited by those who offer populr accounts of the
creative thinking process which are not based on theory and research

early work onthe subject tha was not theoretically or methoddogically central to thefield of
psychology, and, as such, not respected

problems with definition and criteria tha Qout offOthe research who islooking for easier and
perhaps more conaeptudly undestoodtopics for tenure and promotion committees to
undestand

approaches tha have view creativity as an extraordinary part of an ordinary thing so as notto
really need separate study, and

unidisciplinary approachesto creativity that have tended to view a part of creativity asthe

whole phenomenon, trivializing or margindizing the study. (p. 4)

Asamusdcian, | would add a seventh reason and that is the shear nature of the musc experience

seemsto defy andysis. Thestudy of creativity in mudc involves a complex combination of cognitive

and affective variables, often executed at the highest levels of human thinking and feeling. It isfurther

complicated by ourinability to clarify from where theinspiration for creative ideas comes. Then, ontop

of tha, thereislittle evidence aboutthe development of these ideas to form afinished whole. Thisis

such acomplicated set of either longterm engagements (compostion, repeated musc listening, or

decisionsaboutpreviously composed musc in performance) or Gn the momentOengagements

(improvisation and onetime listening), tha only those professiondsin the creative field with degp

undestanding of musc have any hopeof untangling the complexity.



Those researchasin general psychology tha have been brave or ingired enoughto decongruct the
gened creative experience throughempirical study have taken thefollowing approaches (Mayer,
1999y:

¥ Psychonetric. Assessment work aimed at the creation of tools to measure specific traits or
evauae oveal creative ability (Guilford, Torrance, McKinnon)

¥ Expeaimental. Traditiond empirical paradigms designed to seek cause and effect
relationships (Sternberg & Davidson, Collins& Amabile)

¥ Biographical. Studiestha use historical datato understand the creative process and creative
thinking (Wallace and Grube, Gardner, Simonton)

¥ Psychodynanic. Writingsbased on clinical evidence and philosophical/psychological
gpeculation aboutcreativeness (Freud, Kris, Kubie)

¥ Biological. Dataderived from physological data (Martindde & Hines, Hudith)

¥ Computational. Conoeptud work based on mathematical and computer-based modds and
simulations(Boden, Shank)

¥ Contextual. More quditative work based ontherealities of socal context (Csikszentmihdyi)

Each approach has strengthsand inheent weakness. Selected reading of studies in each approach is
highly recommended to gan a sense of the contemporary scenein thegened literature. In designinga
modd of creative thinkingin musc, this literature hd psto bolster the aspects of enabling conditions
(both persond and culturally-based) and enabling skills (persond competence) tha are so critical for
creative thought Much of this literature, too, undescores thevital importance of divergency of thoudt

and imagindion in context with the more convegent thinking that often involves jug plain hard work.

Promising New Research in Musc Teaching and Learning
When comparing the approaches in the general literature to music on thistopic, the psychometric,
experimental, and contextud approaches are noticeable. A more QiescriptiveOapproach is emergingin
musc, too, which places emphasis on the content andyses of the creative musc experiences themsel ves.
Ten years ago, | published areview of theliterature on creative thinkingin musc education (Webder,
1992) | have continued to maintain an annotated bibliography tha attempts to cover thefield of music

®> Seethe Mayer source for amore detailed decription of each approach and for referencesto the scholarOsvork
whose namesappearin thislisting.



teaching and learning.® Thelatest organizationd modd for this literature is provided in Figure 1 and
indudes studies organized in three magjor categories. (1) theoretical, works based on philosophical or
psychological arguments as well asreview, standadsand historical writings (2) practical application,
literature designed to inform praxis but not derived fundamentally from empirical evidence; and (3)
empirical, work from numerical or observationd data. This empirical category isthemos complex,
with studies tha examineteaching strategies, assessment design, technology, relationship between
variablesin and outside musc, and the actud creative experience. The Conditionscategory within
Relationghip is amajor recent trend, with work on collaboration and soda context as mos important.

Work with technology and teaching strategies is growing quickly as well.

® For anoverview of the literaturein music and the most recernt amotated bibliography, consult the following
welbsite resource: http://pubweb.northwedernedu/~webster/creathink.html




Figure 1 Overall Literature Model
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Theearly literature modd (1992 was based on less than 200writings The current review of this

literature is based on an annotated bibliography over twice the size with much of the newly published

sources coming fromthe empirical and practical categories.

There are anumbe of trendstha can beseen in the literature in thelast 10 years. Hereisa

summary of themajor developments noted in this new literature:

K K K K K K K

#

Far wider array of methodobgies, especialy quditative approaches

Adopion of the pog-moden tendency to question the assumptionsmade by previousgenerations
and to be concerned more completely with sodal context. Many scholars have questioned older
theories and modds. (Barrett, Hargreaves, Burard’)

Heighten interest in theyoungchild@ work with invented music notation and the child@
discussion of the notation as awindowto undestanding knowledge (Barrett, Gromko, MacGregor)
New approaches to assessment, induding (1) consensud techniques (Hickey), (2) peer assessment
(Freed-Garrod), and (3) novice evauaion (Mellor)

Attention to therole of collaboration (Kashub, Wiggins MacDondd/Miell)

New speculation and experimentation ontherole of musc technology (Hickey, Stauffer, Ellis)
Emergent thinking on the pedagogy of compostion teaching (Odam)

New work on cause/effect and relationship (Auh, Hagen, Fung)

New work on compostiond strategies (Auh, Folkestad)

Thoughtprocesses, usng protocol andysis, while composng (Y ounkea/Smith, Kennedy)

New studies on how variousmuscal behaviors (compostionfimprovisationdistening) relate to one
another (Swanwick/Franca, Savage/Chdlis)

Study of developmental paternsof creative thinking (Marsh, Barrett, Y ounke, Swanwick)
Creative thinking in performance, aided by technology (Dalgarno)

Study of improvisation and compostion as connected experiences (Burnard, Hamilton, Wiggins)

Wha is Creative Thinkingin Musc and What is its Process?

Therecent study of creative thinking and thewhole notion of creativeness, both in and outside of

musc, have developal strongmomentum in education circles and much new information is now

" For reference to this literature, see the annotated bibliography noted earlier.
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available. Inthissection,| draw fromthis and earlier work in order to hdp definewha wereally mean
by creativity andits processin musc.

For many years| have maintained that Qereative thinkingGis really aterm that hasits base in what
mog of usundestand to be Qreativity.O QCreativityOis not a useful term because it is so misused. For
example, Mom and Dad may marvel at the QreativityOor their five-year-old daughter Maria because
shecan @eadOmusic. Unde Johnmightthink Maria has QereativityOfor musc because she can draw
perfectly propationed quater notes onadrawing pad. Maria@® piano teacher might condude (perhagps
mistakenly) that Maria exhibits QrreativityOfor music because of the flawless performance of her recital
piece on Sundg afternoon. Each of these achievements may beimpressive and of great importance to
themusdcal development of Maria, butnone of them inhaently has anything to do with wha creativity
inmudcredly is. theengagement of themindin theactive, structured process of thinking in soundfor
the purpo<e of produdng some produd thatis new for thecreator. Thisisclearly athoughtprocess and
we are chdlenga, as educators, to better undestand how the mind works in such mattersN hence the
term Qreative thinking. O(Webser, 1990)

Based on this working definition, | coninueto bdieve tha creative thinkingis a dynamic process
of alternaion beween convegent and divergent thinking, moving in stages over time, enabled by
certain skills (both innae and learned), and by certain conditions al resultingin afind product.
Nothing in the newest literature has suggested to me anything different. | bdieve tha creative thinking
isnotamysteriousprocess that is based on divineingiration or reserved only for those who are labded
as @iftedOor QyeniusO It can be defined and identified in usall. Creative thinking aso occurs at
variouslevels, from the spontaneoussongsof thevery youngchild to the produds of the greatest minds
in musc.

Over theyears, | havetried to maintain amodd of creative thinking process tha has anchored my
assessment work and my conaeptud writing. Theearly modd wasfirst published in 1987 (Webger,
1897) Figure 2 presents a new version of thismodd based on newer literature both in and outside of

musc.



Figure 2 Model of Creative Thinking Process in Music
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Thebasic design of themodd remainsthe same. Continued review of definitionsof creativeness

in both thegeneral and music literature reveal s five common elements. (1) aproblem solving context,
(2) convergent and divergent thinking skills, (3) stagesin thethinking process, (4) some aspect of
novdty, and (5) usefulness of theresulting produd. Regardless of the discipling mog experts agree

tha creative thinkingis driven by a problem and aneed for its solution. Inthearts, the problem is more
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aGorceOin the creator tha ingires or drives the creative spirit. In mudc, therespons to this forceis
embodied in (a) compostion, (b) performance/improvisation and (¢) listening and andysis. These are
the produd intentionstha drive the process itself and are theresulting produds tha come from creative
thinking.

In moving fromthe produd intention to the result, the thinking process is a condant interplay
between two quditatively different ways of thinking. Divergent thinkingonthe pat of themusc
creator involves imaginaive though. Herethe creator is exploring the many possibilities of musc
expression, aways cataloging, sifting through,rejecting, accepting only to changeyet agan. Small
kernds of mudcal thought which might bea melodic or rhythmic phrase, a harmony, atimbre, or even
longe and more complex paternsof musc, are all imagined and possibly realized on some muscal
ingrument. These primitive gesturals (PGs) are al part of theexploration process that often
characterizes the opening periodsof creative thought. Such thinkingislargdy divergentin nature. Of
course, such thinking occurs al throughthe creative experience as ideas are refined, then rejected, and
new periodsof divergency occur.

All of thisis cast agang conveagent thinking that is more linear and more andytical. Here, the
aesthetic decisionsare made and the gesturals are turned into entities tha are far from primitive. The
thinking in this case is more discriminaory and driven by an emerging plan tha many be consiousor
submngious. Musca materia isrejected or celebrated, manipulated and fine-tuned. Thiskind of
thinking mightlogically occur closer to the end of the creative process, but nat aways. Theinterplay
between divergent and convergent thinking is amog magical in scopeand is at the center of creative
thinking.

This movement between divergent and convegent thinking is aided by enabling conditionstha
are largdy outside of theinfluence of formal eduction. Equdly important are sets of enabling skills
tha are more likely influenced by formal education. Conditionsand skills work to enable both the
convagent and divergent thoughs and hdp to drive each.

Findly, | have continued to maintain tha the results of the creative thinking process mug always
be represented by some form of produd. This separates real creative thinking from day-dreaming or
fantasy. Musca produds take theform of written compostions performances of musc both pre-

composed and improvised and andyses both written and mentally represented during listening.

What is New
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An themomentOvs. Reflective Thought Onenew aspect of themodd is my attempt to accountfor
the On the momentOcreativeness that occursin improvisation and single-time, music listening.
Compostion, performance of previoudy written music, and musc andysis resulting from repeated
listening are all time-independent. The creative processes have the benefit of Qime away.O
Improvisation and single-time listening urfoldsin fixed time and the creative thinking is pat of aflow
of mugcal behavior tha does not bendfit from reflection to the extent tha theothers do. For this reason,
| have tried to be specific aboutthedifferences between the two types of listening and between
compostion and improvisationin terms of ther representation as intentionsand produds.

This unfoldsmore completely in the center of themodd and the depiction of stages. Here, | have
added aline of movement from Preparationto Working Throughand then lines tha move from Working
Throughdirectly to theproduds. What | mean by thisisthat creators, duringimprovisation and single-

time listening, form explorative ideas, work through them, and then movedirectly to produd.

Modd Center. Thereade familiar with my last modd might bestartled to see tha | nolonge use
thetraditiond nation of Qoreparation, incubaion, illumination, verificationGtha grew from my
endorsement of the Wallas modd created some years ago (Wallas, 1926) | still am quite sure tha
stages opaate in the creative process and have retained the notionsof preparation, verification, and
incubaion (thoughl have renamed this Orime AwayOwhich seems to make more conaeptud sense to
me). | have cometo bdieve tha illuminaionis na as much a stage as a quditative event tha occurs
many times in the creative process. | also feel tha thenotion of verificationis best reserved for thefind
polishing stage of the creative processes tha are more reflective in nature. Theidea of ONorking
ThroughQs attractive because it fundionsboth in terms of reflective thinking and Gn the momentO
thinking. It isthis stage too, that likely occupies the greatest percentage of creative time and isthemog
indicative of convergent/divergent thinking in combination. Thisideaawaits further data andysis, asdo
many of the aspects of the modd.

Note too theuse of acircular motion in terms of these stages and the indication with double-headed
arrows tha the movement is often clockwise and counter-clockwise as the creator progressesin anon
linear way throughthe process. | have retained alink from the Ofime AwayOstage to the Submnsious
Imagey persond, enabling condition. This awaits more scientific verification as we learn more abou

brain fundion.
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Expandeal Enabling Condiions Because of the mouning evidence ontherole of sodal context, |
felt it was necessary to stress this effect set. Thekind of task and the context in which thetask is set can
have a strong effect on creative thinking. Theroles of peer interactionin collaborative settingsandin
past expeience al play arole aswell. Aswe learn more aboutcreativeness in and outside of school

settings | feel certain that thislist will grow and become more specific.

Produd Clarity. Findly, | have tried to be more pecific aboutthe kindsof produds that result from
creative thinking. This may seem trivial to some, but my intent was to bemore clear on jug what
objects are thefocus of study when we decideto pursuethe study of creative thinking from a produd

perspective.
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Future Issues
Thisis such an excitingfield of research. It remainsfull of tremendousdifficulties andraisesthe ire
or many scholars whose work is perhgpsrooted in a more focused and controllable world. Bethat asit
may, we have never known more aboutthis critical aspect of musc teaching and learning and the future

looksbright | endwith jug afew of thefuture directionsfor musc teaching tha we should consde:

¥ We neaed more work onsodal context, particularly therole of popular musc to frame
compostiond and improvisationd work. Clearly certain populr idiomstha are easy to grasp
play adomnant role as entry points for compostiond and improvisationd thinking, butwhat is
less clear isthe path toward more sophigticated skills.

¥ We need to study therevision process and how it fundionsin theteaching context. We need to
learn how to go beyondthe primitive gesturals to encourage kidsto think in soundat a more
sophisticated level.

¥ Related to this are theissues of teacher control: when do we step in to changesomething or
suggest anew path.

¥ Expeimentation with open-ended vs. more closed-ended tasks for creative teaching and research
deserves more study

¥ Expeimental validity isanissue How can we make the actud collection of data more redlistic
and deal more directly with thetime congraints and contexts of GchoolOvs. outof school.

¥ When do children start composng music with Gneaning.O After age 9, or longbefore? Wha
does it mean to compoge with Aneaning?

¥ When we ask children to compose or improvise or listen or paform Gn school,Ois theresult
different than if these behaviors were doneout of school?

¥ When children compose, arethey working from aholistic perspective or are then workinglocally
withouta plan?

¥ Isitfair or correct to evauae the qudity of children@ creative work with the eyes of adults?
Are there stages of creative development in children?

Isit really possible to study and define creative listening?

These and hundeds of other questionsremain.
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