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ABSTRACT

This thesis addresses the following questions:

What is creativity? What constitutes the creative process?
What are creative people like? How is self-actualization
related to creativity? : _

In answering these questions, concepts were derived
from the findings of empirical researchers and the observa-
tions of psychologists, philosophers, creative artists
and creative scientists. -

The thesis concludes that creativity is the bringing
about of original work or ideas in any field. The thesis
also concludes that the creative process most often occurs
as the result of powerful encounters between creative
people and objects in their environments. The thesis further
concludes that creative people are independent, unconvehtional,
highly perceptive, flexible, industrious and aesthetically
oriented. Also, certain environmental factors may enhance
creativity. Particularly important is an encouraging
parent or adult.

The results of qhis study indicate that in order
to foster creativity we must provide stimulating, supportive
and diverse experiences for the individual. An accepting,
non-threatening environment encourages both diversity and
creativity. The thesis concluded that we must develop
such environments if we are to foster creativity in the
future.
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Commr
"l'"CREATIVITY“DEFINEDWjdnif"’

R ‘ »°Creativity can be generally defined as, 1he'2
B ability to produce original work or ideas in any)field .
This is a broad definition which encompasses both _
'.scientific and artistic creation. Using this definition»a‘
we could include such diverse occnrrences as a fifth
 grader writing a poem, ‘Einstein. discovering his theory
of relativity, a housewife inventing a new rec1pe,;,v‘-

K

csiAristotle writing his Ethigg, a farmer experimenting
with new forms of crossbreeding or Beethoven writlng

his Fifth Symphony as examples of creat1v1ty. I believe -
"that all these acts are acts of creation and I also o

v‘f,vbelieve that there are certain similarities in. the creative p
'";dprocesses that each of these people experience.f R

A number of humanistic psychologists have studied,"

"’hcreativ1ty and the creative process ‘and have given defini-}

Tﬂjtions for one or the other.r Rollo May defines creativity j~”'h

“foas the;’"Encounter of the intenSively conSCious human

 being with his world."

2 “Erich Fromm defines creativity

:*a "The ability to see (or to be aware) and to respond "3

. ‘.1.: Britannica World Lan nage Dictionary, Funk
f*and Wagnalls Standard Edition - (ChicagO" bncyclopaedia
- _;Britannica, Inc., 1964) p. 304.. - v - '

'7~‘2.’ Rollo May "The hature of Creativity,"
_Creativity and lLts Cultivation, ed, Harold Anderson
(New York:  Harper and Brothers, 1959) . 68, »

L 5. Erich Fromm, "The Creative Attitude "
: Creativity and Its Lultivation, p.,44. - S




: barl uogers defines the creative process as the "Emer—'.
~ gence in action of a,novel relational product grow1ng
out of . the one hand and “the materials, ‘events, people
or circumstances of his life on the other.??4 o
' May and Fromm seem to- equate creatiVity with a ;{,"
clear,. ndistorted perception. Rogers stresses the
encounter of the individual (subaect) with some obaect

'in his or her env1rioment The strength of the encounterij}l:

‘would: obviously ‘be very much related to an individual's

perception.f The strength of this encounter would also:fiquVV

~be very. much related to the strength of the stimuli

encountered "According to this. perspective, the greateSt?” I

chance for creatiVity to occur: would be when a highly
perceptive individual encounters a highly stlmulating
- ofject or. experience in his or her env1ronment

o One of the first s001al scientists to study

'(ft,creativ1ty was bigmund Freud. Freud showed ambivalent ’
attitudes toward creative people. He very much admired._.”"

great artists and writers such as Michaelangelo and

Dostoevski - He said that you. couldn't attempt to really L LVV_}‘”

understand great artists, but that you could only stand
in awe - of them.5 Once while v1siting Rome, he studied
Michaelangelo 8. statue of Moses every day for three

: *,straight weeks.~ He them anonymously published a forty

page paper dealing with his interpretation of the meaning't

A iofuthis statue., Freud said that it was the artist'

. 4. Carl Rogers "Toward a Theory of Creativity "'s,‘
Lreativity and Its Cultivation, p. 71 > S

5, Sigmund Freud, "On Creativity and the' v >
Unconscious " Papers On theg?s.chology of Art, Literature,
Love and Religion (New York.;%Harper and Brothers, 1958)

37. N _ o » o




intention that aripped people so powerfully.. he felt jifl
"rthat a person had to interpret the work to find the’f
intention._ Freud interpreted Michaelanaelo's work by

':”statinz that his 'statue of Moses was "a concrete expression‘7:i»i:

fiof the hizhest mental achievement that is possible in a
_} iman, that of strugaling successfullv aaainst an,inward
- passion for the sake of a cause to which he had devoted
sghimself wb ' o o |
| Despite Freud's admiration for certain great
'»-creative artists, ‘his view of creativitv in general was

?j;quite neaative., He saw creativitv as a form of sublimationrii o

’ijof unfulfilled needs and des1res._ Pe saw writers of

popular fiction as hav1na a combination of “productive

"fabilitv, perverSion and neurosis."7» Freud saw such

k;:people as individuals who couldn't find fulfillment -
. of their desires -on their own 80 they sublimated their v_‘ﬁt"

'7»gwants by pouring their fanta51es into toeir ertlnES.Ag
- /Freud said that current encounters would trigger uncon-

' scious strivings for unfulfilled childhood deSires.,~ ﬁ‘
.,This would then lead to a w1sh for fulfillment of these

‘»rbtdesires in the future. This fantasy or daydream carried '

A’.traces of both the encounter which engendered it and of

" some. past memory.‘ Freud . said that creat1va writers. were

__'similar to children ‘at play in that they created a world :
L of fantasy which they took seriously while at the same

time separating it from reality. He. said that imaginative'r-' B

 creation was like daydreaming in that it was a contlnuation
’-?;”and substitute for the play of childhood S -

6 Freud, P. 37. ru;.”“” : ‘

SRR 7 bigmund Freud Three Lontributions To The
- Theory gf ex (New York: Nervous and Mental Disease
- Pub, Co., 3970) p. 17, ST B I PR




Many Ereudlan explanations concerning the uncon- i

“scious, the preconsc1ous and the con801ous have contributedaf o

v ‘to a.better understanding,of,creativity.v breative people L
seem to have more access to both their unconscious.and |

" their precon301ous ‘than do less creative people. E. Kris -

has 3poken of "regression in service of the ego,"a that lS,
- during moments of creative insPiration, person 8 ego .
suspends its control over the unconsc1ous and preconscious
parts of the mind (unconscious meaning the repressed or
hidden instlnctual part of the mind~9 preconscious meaning .
the part of the mind that allows primitive,'unconscious
b»events to be brought into consclousness) O During momentsej
of creativity, the . creative person is: able to experience
'"an unhibited express1on of previously uncons01ous memories,'
fantasies and archaic impulses. w11 R

- - The access to the unconscious and preconscious
is a'critical factor in the creative experience, It
provides the "going inward" part of the process. A person
~is first stimulated or challenged to create a product.
~This stimulation then interacts w1th ‘the person's nrior
experiences. ' This encounter of subject {(the person's
inner life) and object (the stimulation) may then lead
to a finished'proQuct of_creation,t'A less inhibited, more_

S 8. Ernst Kris, Psvchoanalytic Ex loratlons In N
 Art (London: George Allen and Unwin, L%d., 1953%) Chap.v14-
R 9. Jaroslav Havelka, The Nature of the creative ’
' Process In Art: A Psychological Studz (The Hague:
Martinus Nijhoff, 19 8) p. 33. v
' 10, E. Kris "Gn Preconscious Mental Processes"
Psychoanalytic QuarterAX (1950) p. 342,

11, Morton Bloomberg, Creativ1ty:"Theory and
Research (New Haven, Conn: College and University
~ Press, 1973) p. 3. S R NI




'xflexible person has tremendous advantages when creating.

_“”;Such people have. greater access to their entire selves.
. Their flexibility and lack of inhibition makes 1t easier
~_for them to combine apparently unrelated factors into

'o;novel eombinations.- hawrence S Kubie views the pre-“ﬁ
iconscious as the key to creativ1ty. He believes that
dthe degree of preconscrous freedom determines one s
latent, ,creative pctential.; He states that, "The critical

:psychological event is the recognition of. new. data and new ff'ff'“

v :relationships, their dissection 1nto new bits, new,.'
"combinations, giVing rise to new facts and principles."_

 fThus, both the ability to regress and the ability to.

associate odd factors together in new. combinations, are

h-.fcritical components of creatiVity.,-,,>"*v

Novelty and effective surprise play a Significant

= part in artistic creativity.‘ ‘Yhe combination of apparently}*;fn”
',;gunrelated elements 1nto unexpected unities catches our h
iifattention ‘and surprises ‘us. An example of such a com-'tf¢’7'

,.J»bination is found in one line of a- poem called "The Monkeynkl
. Puzzle" by Marianne Moore when she described "the lion'*s Trf

"ﬁfferocious chrysanthemum head w13 By comparing a- lion 8

" head to a chrysanthemum Ms.- Moore is combining two
lapparently unrelated ob;ects together as one.s.aw"',w
B , - On other occas1ons, creative artists. combine
giideas or experiences together in unconventional ways -

*ﬁﬂand come up with. new - ways of viewing reality. A good'

3‘1,“ed Morton Bloomburg, Pe 107*?

- example of this is a poem that I recently read S

- 12, Lawrence S. Kubie “Unsolved Problems of f7*<_._’
‘Seientific Education," CreatiV1ty. Theorx and Research.f' '

| 13._ Marianne Moore, "The Monkey Puzzle " f

| "°.fﬂ£cll___sd Poems of Marianne Moore (New rork. MacMillon j,j:;f]~ .

; 7?y_Co., 1951)




fwhieh.weerwritten by a high'SChooi”sfudentdnamed'ROSemarieor#'

_Barone from St Mary's Academy 1n East Providence, Rhode e
Island called "Impr6381onab1e"-" : ‘

";I was born 1mpre381onable
~ So -they put a crayon:
~ In my right hand
~ To teach me things' : LT
They .said I should know
And read me stories
. Of good little girls and: bovs _
~Who lived in small red houses =
- With straight green 1awns '
. And whitewashed fences
" Or bad little children '
‘Who had to sit in dark corners
~ And cry to themselves. = B
- They put me behind hard, metal deskS'r ’

' With a No. 2 pencil in my hand - o
And told me I could make the world better
Teaching me how to add and subtract o

~ Or the function of a noun Lo
~Or how a lever worked
~ But when Irasked : PRRTRS
. Why tears came when people were sad
Or whv things had to die R
Or whv the birds went when the rain. fell o
- They laughed - - - »
And taught me verbs. -~ ' o
They locked ‘me in cold, brlck bulldlngs
With a pen that bled blue ink - ,
. And told me what life was : ;-
 When they didn't know . R
- And told me who God was
~ Saying they knew - ‘ S
- And explained the circulatorv system EER
And the life processes of a cell -
 And how to cut up frogs 14_
ae‘wlth warm. hearts Stlll beatlng.,

Another example of recombining experiences

':_“together to express an unconventional 1dea can be found

o in the fourth and nlnth verses of Bob Dvlan s powerful

S - 14, Rosemarle Barone, "Impressionable "o '
.:Scholastlc Scope Magazine, Vol. 25, No. 24 (May, 1977)




satirical song,;"With God On Our Side"°"“‘ R
. '»*v 4. Oh, the Flrst World War bovs,,:;vfwﬂ
It came and it went, - -

. .The reason for fizhtlna
I never did get.
- But I learned to accept 1t
- Accept it with pride,
© - . For you don't count the dead
"»When God's on your 31de.‘1_'

9. So as I'm. leavin"
- I'm weary as Hell, S
‘The confusion I'm feelin'vv'
~ Ain't no time can tell.
. The words fill my head
" . And fall to the floor, K
- If God's on our side 15
i He'll stop the next war.;v»'

Ms. Barone s poem and Bob Dvlan s song ‘both. glve .

“examples of noveltv and effectlve surprlse. One part

"~Lof Ms. Barone s poem contalns another rather obv1ous

”example of an associative recomblnlng of words in a new
- way to meet new requlrements. I'm speaking of the two

- lines that state" "Thev 1ocked me in cold, brick buildlngs o

_;;w1th 'a pen that bled blue ink." This 11ne is a good
. example of how- artlstlc oreat1v1tv ‘can be surprlsinz and

»‘eye catching while at the same tlme stbollcallv repre- L

-f“sentlng an 1dea ‘that the artist is attempting to convey.' e
o ’ Henrv James once said that "There are two» R o
:femotlons in llterature, the. emotlon of recognltion and
~ the emotion of surprlse."1 We ‘are oftentimes most

.‘iimpressed w1th creatlvitv, especially artistlc oreatlvity’ri_‘jo_

. - 15.3 Bob Dvlan "With God On Our Slde L Bob ’
| Ilan Songbook (New York. M. Wltmarkvand>Son —‘33)
~ bp. 40=T. TR

S 16 Robert Kirsch  "The Book Review,": Losﬁo"l
*r Aneeles Tlmes, April 16 1978 p.}l.v:_: e




'when we can relate it dlrectlv to our own lives or when AP

‘.vthe novelty expressed bv the artlst grabs us and catches"fﬁl5v"

'»our attentlon in a new and dlfferent way.

‘ In conclusion I would ‘define creativity as the
‘;.ability to produce novel or original products in any
;field of endeavor.jj IR R



PART IT .
| A DESCRIPEION OF CREATIVE PEOPLE

Numerous emplrlcal investizaticns have focused

;”aon the studv of creative people. These research progectsiifxff

" have concentrated on the perceptlon, intellectual
'°,dfunctioning, personalltles and familv backgrounds of

'-~;_creat1ve people._

Ao J. Cropley has studied the intellectual and

"77perceptual functioning of such people._ One of his. Chief'ﬁ L
_;findings is that creatlve people make unusual coznltive “f"l
"fcod;ng,} Thev censor less cognitive input than do most d?’”‘

‘ 't;fpeople;v Thev are less afraid to- comblne apnarentlv
' e§?unrelated data together as if it were related These
':,unusual cognltlve data comblnatlons are an- essentlal

 part of creative thlnklng., Creatlve people mav suffer

3'5ffmore eognltlve straln though, since they are allow1n£ S
_:1ﬂmore perceptual 1nnut and are taking more risks 1n their'
'gulntellectual functlonlng.h By taklna more. rlsks, thev.'

7fare opening themselves up: to making more mistakes and

‘ -lfac1ng more ostracism.- Nonetheless,}thelr intellectual

__'functloning is descrlbed by Croplev as, "Adaptable, o S
,fflexlble and bold."17 R
R U - Guilford, of the Unlversitv of Southern

_df:California,. and one of the most respected researchers
- in the field of cognitive psvchologv. has described o
- the: aptltude for creative thinking as. belng "The ability

rto see problems and a sens1t1vitv to problems "18 1],_*“

f' SR A, J Cropley, Creativ1tv (Longmans. Green, ;"L“
'1967) PP. 34 4% o L : TR

o 18" J. P Guilford "Tralts of Creativ1tv"
Creat1v1tv and Its. Cultivation, ‘ed. Harold Anderson

R (Few York: ~Harper and Brothers, 1059) P. 146,



.;xfijbs.;'

_ In his studles on. creatmvxtv, J P Guilford
’fhas described two types of thlnklng._ divergent and
Zconvergent thinking. Diwergent thinklnz is related to o
.creativ1tv., It can be defined as a moving away from ‘ .
~ responses. alreadv known ‘and expected Convergent thlnklng*d
is related to. conformltv ‘and can be" defined as moving

’d'”toward responses that fit to the known and specified.

One thing to emphasize at thls point is that we need

”7.both divergent and convergent thlnklng ‘abilities to

”functlon adequatelv 1ntellectually. Convergent thinklng

" abilities help us- to develop a broad base of knowledge. A

:ixl’Divergent thinking abllities help us to attack problems

:f*by puttlng seemlnglv amblguous factors together 8o as"

~to find workable solutions.'V”

- J. P. Guilford has reconceptuallzed 1ntelllgence

‘:*?through his "theorv of the structure of the 1ntellect "
- He has d1v1ded intellectual operatlons into congltlon,

dfmemory, divergent thlnklng, convergent thlnklng and .

v“ﬂ‘evaluatlon. He sees’ dlvergent thlnklng ablllties as

Loovery: 1mportant because thev, "Empha31ze searchlng

- activities with freedom to go in- dlfferent dlrectlons,y
if not a. necessity to do so to achieve an excellent

'”Qperformance n19-

-In certaln studles there have been comparlsonSV' o
'of students who score hlgh on tests of creat1v1tv _ 'pd‘d‘,
(divergent thlnklng) with. those who score hlgh on I.Q..
" tests (whlch stress conversent thlnklng) Getzels and

“;pJackson compared two groups of students, one of which. ,"
" rated in the top twentv per ‘cent on: creatlvitv tests

;vbut not in the top twenty per cent on I.Q. tests, the‘gfv‘

l'other which ranked in the top twentv per ‘cent on I.Q.

tests but not in the top twenty per cent on creatlvltvi' )
~ tests. Qn one,test Getzels and Jackson had-these two_f C

,‘119;,eJ‘EP;qu11ford; °¢klcit{¢'P-f161.l'



 Rroups of students respond to a stlmulus plcture perceived{.  ‘ 5
- most often as a man sitting in an airplane reclinlnz seat~~*‘~ L

.3returning from a bu31ness trlp or profess1onal conference.v"

"_Q;Examples from ‘the high I Q.—lower creatlvitv group and ‘ N
n:the high creativitv-lower I Q. group include the follow1ng.'ji,}LQ

- High I.Q. (Fonvergence) subject;ﬁ

;~Mr. Smith is on his wav home from a successful
business trip. - He is very happy pnd he is
- thinking about his ‘wonderful family and how =
~ glad he will be to see them again. He can
_-*plcture ‘it, about an hour from now, his R
~ ‘plane landlng at the airport and Mrs. Smlth
. 'and their three children all there welcoming
'»fayihim home aga1n.~ . o —

High Creatlve (Divergence) sub;ect°

: ‘iThe man is flving back from Reno ‘where he has .
~ . just won a divorce from his wife. He couldn't.
stand to live with her anymore, he told the '
~© Jjudge, because she wore so much cold cream on
-~ her face at night that;her*headpwouldfskid,-'“
- across the pillow-and hit him in the head.
- He is now contemplatina a new, skid—proof
t~face cream.:v o L

Another picture, thls most often percelved as a B
man worklng late (or verv earlv) in an. office, drew
these responses' o ' T e

, Hlah I.Q. jConvergence) Sub}ect'i:

There's ambitious Bob, down at the office" at _
~ 6:30 in the morning. Everv morning it's the
- same,’ He's trying to- show his boss how
- energetic he is. Now, thinks Bob, mavbe
- the boss w111 give me a raise for all my
extra work., The trouble is that Bob has -
© been doing this for the last three vears, e
- and the boss still hasn't given him a raise.
.. He'll come in at 9:00, not even noticing
.. that Bob had been there S0 lona, and poor
‘ ’rvRob won't get his raise, . T




o Hiah Creative (Dlveraence) Sub;ect
jufThe man- has - 1ust broken 1nto this offlce of a
-~ new cereal company.. -He is a private-eye . . -
. employed by a competitor firm to find out the o
-formula that makes the cereal ‘bend, sag and '
- sway. After a thorough search of the office
- he comes upon what he thinks is the current
- formula. He is now copying it. It turns out. »,.;_N.‘
" that it is the wrong formula and tEB competltor s
~vfactorv blows up.v Poetlc austlce' ‘ ~

i Getzels and Jackson have p01nted out that high

fen,rcreatlves make areater use of stlmulus free themes,lQr' Tl
”T‘unexpected endings. humor, 1ncongru1ties and plavfulness._a'5»*7

E - D. W. Mackinnon and Frank Barrons' studv of =
~'jcreat1ve archltects, 301ent1sts and writers at Berkelev

.:,l in 1962 Showed that there ‘was no direct relatlonship
" between I. Q. and creat1v1tv. ‘Most of their highlv.

_‘-.creative subqects scored above 120 on tradltional I. Q. veei,kan,- .
~ tests, but factors other than I Q. plaved biager rOlesef” |
.fin thelr later creatlve output Academically. most Ofﬁﬁ"”

_dtvthe architects ‘had arade averaaes as undergraduates of ’h |
- around B and most of the research scientlsts had aradevn.df

~ averages between B and C as underzraduates. _Few were‘

'"tffastraight A students.' "

R , Michael Wallach and Nathan Kogan s studv of 151
; fifth zrade ohlldren in 1965 divided children into four gv
)groups.v ngh Creativ1tv—Hi£h Intelligence, Low Creativ1tv- -

 ﬁngiEh Intelllaence. High Creativitv-Low Intelligence, and.
td{Low Creativity—Low Intellizence._ Wallach and . Kogan found
© ., that the 1nd1ces of creativ1tv ‘and the- 1ndlces of intelll—'

h"fzence tended to be 1ndependent of each other.' Thev, e

20, J W Getzels and P W Jackson, "The

5;fﬂigh1v Intelllaent and the Highly Creative Adolescent.“‘v

~ A Summary of Some Research Findings." Scientific f_v»

'~ Creativity: Its Recognition and Development, ed.

' h;C;-W.,Taylor and F. bBarron (W1lev, 1963) pp. 168- 70




"discovered that the chances that a Chlld of high intelli-ftj |

" gence would also display high creatiVity was no better ;.5j’
Vthan_SO 50. They. stated that creatiVity was a different -
 type of cognitive excellence than was our traditional .

}’ I.Q.f 0f the four groups studied ‘the High CreatIVIty-;f‘ R
- nigh lntelligence group seemed to have ‘been the most

”‘academically and socially advanced ~ They had a- high

R -attention span and high concentration upon academic
- _work. They were the most soc1ally healthy of the four
"T.Jgroups.» They ‘had a strong 1nclination “to be friends
g].with ‘others and others also had a strong inclination to '
: ~ be friends with them.  They had strong self eoncepts,~

vi’possessed the greatest amount of aesthetic sens1tivity
~ and exhibited moderate amounts of anxiety.; ihey also

"ff'exhibited various types of disruptive béhavior in the ;T~ii »
“ﬂ;classroom.’ Much of this was attention getting and was ~,,:ffi‘*
”i»'of an exuberant rather than a hostile nature.wgrf' i

- The Low Creat1v1ty-H1gh Intelligence group was - o

'vl',tlike the high-high group in ‘that they possessed strong t,f'

f‘capacities for concentration ‘on academic work and a long

attention span. - In other. ‘ways ‘they were quite diss1milar,.,f

”however. ‘This group was the least likely to engage in

lffdisruptive behavior. They seemed unw1111ng to take

'-ﬁchances or be different. Whlle other children ‘were: in- :

:f',clined 40 be friends w1th them,these children tended to
o be aloof and did not. approach others. much They were Af‘
lconventional and lacked the 1nclination to be free

a.’wheellng. They seemed to be afraid to make mistakes.‘t"“

'7hBecause tradltional schools encourage the conformang

‘ltype of - behav1or that this group chose to pursue, the~":?”l
~Low CreatiVity-High Intelllgence group possessed a
_pparticularly high social standing. They ‘also showed

© the lowest levels of anxiety of the four groups.,'This‘

:istands to reason, since they conSistently chose to fitﬁ'

in and do what was considered appropriate..'




ff;14f.ff"""

The High Creativ1ty-Low Intelligence group showed'oj;,;,

y‘fbmuch disruptive behav1or in the classroom.- They were.
‘rithe least able to concentrate and maintain attention 1n -

,class. They expressed the. lowest self confidence and
were the group most likely to express the convxction SRR
" that they were no good , They were 3001a11y 1solated

J\.They aVOlded others and were -shunned in return.= Their _'

‘high anxiety ‘led them to function better in 81tuations ifyanb°
'5.where there was 1ess evaluational pressure placed on o
"them. grfh : : _'v o : ' _; . SR o
B ' The Low Creativity-Low Intelligence group showed B

iiithe greatest cognitive deprivation of the four groups,

Vhtbut seemed to get. along fairly well in a 500131 sense.' -

:}fThey scored particularly low on aesthetic sen51bility :
. and were not very expre551ve.‘ They had a much easier ;l.-'

',1,time fitting into the traditional school pattern, though-f
S than did the High Creative Low Intelligence group 21
. . One factor ‘that I discovered was that a student'

'popularity in school very much depends upon the type of

.school. that. the student lS attending.f In,schools that_f

.. . value. creative abilities, informal methods and creative"’V »
[ learning, popularity seems: to. c01nc1de with the degree

~of creativity that a student possess.v In traditional
~ schools that value formal approaches, popularity tends to”
coincide with a- student‘s TI. Q.22“ A study by hudson in

”vgﬁ;1968 of English girls schools supported th1s hypothesis. R
‘ﬂi-In this study it was found that students from a grammar-pv¥ o

S 21"' Michael A Wallach and Nathan Kogan, Creativity
‘and Intelligence in Children’s ihinking."' Creat1v1tv »
ed. Morton Bloomberg, pp. 252-5T7 ' % :

- 22, Eugh Lytton, Creat1v1t and Educationv?V;l
',(New,lork: bchocker Books, 19725 p. 95. o R



(pnblic)-Schooi composed ofploWer andrmiddléICIass éirlsfhinnh

‘nominated convergerS'as the more popular students. Thisliff?:':

&chool laid great stress on manners and deoortment An
upper-mlddle class publlc (in England-prlvate) school

. composed of girls from professional families showed just.“'

the opposite trend. This school showed less concern
‘w1th manners, and divergers were con81stent1y nominated
as the more popular students. 23
Teachers in Amerlcan schools tended to prefer
- high I.Q. students over high creatives.24 The indepen-
dence, orlginallty and assertiveness of these highly
creative students helped make ~them less popular with .
their teachers.i Getzels and Jackson's study of hlghly
creative and high I.Q. Students was most profound when
pcomparing the qualities that these students wanted for - .
" themselves to the qualities that they felt thelr teachers
favored Getzels and Jackson said that: :

For the high I.Q. group, the rank-order correlation
between the qualities they would like to have them-
selves and the qualities making for adult success
‘was .81; for the highly creative group it was .10.
For the high I1I.Q. group, the correlation between
the qualities they would like to have themselves .
and the qualltles they believe their teachers

favor was .67 for the high creativ1ty group it

was (minus) -.25,25

)

The unconventionality’of the highly creative

» adolescent shows up to a great extent in this study.

-One thlng must be p01nted out at this juncture, however.r

23, Toid., p. 102.

: .24, J. W. Getzels and P. W, Jackson, "The
Highly intelligent and the Highly Creative adolescent”
- Scientific Creativity, ed. C. W. Taylor and Frank Barron
(W11ey, 1963%) P. 167. - R o S

“ v~250 Ibld., p_.‘ 1680




"ovVGetzeliand"dacksonfsfstudyiwasidifferentffromyWallachf,*

s:jand'Kogan's"in’that they did not study hfgh’creatiye-ﬁf',v.
‘high 1.Q. students. I'm sure that the results for these

‘,a”students would have. been somewhat different They wouldii.f.e-' N

:have ‘probably been more success oriented than the group Tf-“"
© studied by Getzels and Jackson, while at the ‘same time .
'“'maintaining a marked degree of" 1ndependence. y' :
' Another point to cons1der is the relationship

"rh-between a person's . creativity and hlS personallty
'*}characteristics as measured by different personality

')tests. Mackinnon and Barron s study, at the Instltute

- of ‘Personality Assessment at the Universrty of California
at gerkeley in 1962, of highly creative adults ‘who had B

»‘become valuable creative producers for society, took up

hV"rjust such research. This study focused ‘on the personality: .
U{fstructures and experience patterns of outstandlng creativegaf”

Trarchitects, scientists and writers.‘ These people were

_dinterv1ewed given various tests and their 11fe histories_iva'“

tjand patterns of productiv1ty were studied. Mackinnon
"uselected architects to study because he felt that this

- group had to be - creative in both an. artistic and

. scientific manner. He began his research by asking five
shuniversity professors of architecture ‘to. s1ng1e out forty’_=‘
 of the most creative architects in the United States.
1ﬂjhighty-51x names were given to Mackinnon. These men. were'

f"athen rated according to: the mean rating of their creat1v1ty
f[fand a summary of evaluations of their work To get forty

men to attend the week long assessment at Berkeley, 31xty-"
p'four invitations had to be sent out Two control’ groups
. were also selected. .Une ‘was composed of architects who

"Ff;"had worked with these highly creative men and the other

 group was composed of architects who had not worked with
7]them. The architects in these tw0'control grdups were o
’ ’of s1m11ar age and from s1m11ar geographic locatlons as"



f the group chosen because of their creativity. These’threein‘“
~ groups of architects were then compared on values tests,
’personality tests and publishing productivity. ihe highly
,creative group differed from the other architects in that
) they scored higher on the values tests on aesthetic and
‘”'thecretical values.- Despite this group s entrepreneurial
- success, however, the value they scored lowest on and b'v
’g*that they least prized was’ the economic value., ihe three
"_groups of architects' personalities were compared by using if

l;u‘the Myers-Briggs Type Indicator (1958), e test designed ,
to place 1ndiv1duals in the scheme of personality types‘,ff

'”developed by Carl G. Jung., The theory behind this test |
is that whenever a person uses his mind for. any purpose,.;V:'
 he performs either an act of perception (he becomes aware

v't of something) or an act of audgement (he comes to a con=
'"“clusion ‘about something).v A habitual preference fcr a ;g'“

i judging attitude may lead to some PreJUdging, and usually o

t"f;dto a life that is controlled, carefully planned and orderly.‘
’jfjA preference for the perceptive attitude results in a lifesv
"_that is more. open to experience, bcth from. w1thin and w1th-~

‘s"out and characterized by fleXibility and spontaneity. 1];*!-‘
zThe creative group tended to be compesed mainly of per-,"

}fi ceptive types: 58% as compared to 44% for the architects
"~ that worked With them,,and 17% for ‘the. other architects.
. When measured on the type of’percepticn they employed

" “one hundred per cent of ‘the creative architects were Viewed.

"c‘as intuitive, as. compared to sense, perceivers (only twenty-“
“ ff}*five per - cent of the people in the U S. ‘are considered

'~ﬁintuitive perceivers) -~ Sense perceivers tend to become

~ ‘aware of things by way of their senses. They also center

“their attention on ex1sting "facts"'- Intuitive perceivers’
~ look for and see deeper meanings and possibilities inherent

}‘fin things and situations. They look for links or bridges }d'

'i between meanings and are habitually focusing or possibilities.,p‘v




":The three groups were also tested on the California .o

N sPersonality Inventory. The more creative group differed ~-f
- from the other groups in that they were ‘more unconven-v»izl

tional, less concerned with the impre551ons they made on;“ 2

1others,}more independent and autonomous, and more apt to

~admit self-views which were unusual and unconventional. S

_ The three groups were also tested on ‘the Minnesota EORE AR T

ihMultiphasic Personality lnventory. ‘The creative group

showed more openness to their- own feelings and emotiOQS's,;p ERURREE

. a sensitive intellect and sens1tive self-awareness, ‘and o -
,-wide-ranging interests including’many ‘which the AmericanV}}f,gf
"tculture would think of as feminine, . 1hey also scored &"‘

"~.}high on dominance, unconventionality, independence and

flexibility.zf In comparing the three groups on their N

p;’publishing productivity, the highly creative- group had
: ipublished one. hundred thirty-one articles in architectural

' journals, as compared to twenty for the group of. men who they

";“lphad worked ‘with and three for the other group 27

A The relationship between creativity and producti—ffdff
*;vity has ‘been further pOinted out in another study which

 led to the establishment of the "bcientific Kesearch S
‘Temperament Scale"V' The test compared a group of men who”f"ff"‘

"scored in the- top ten per cent in research productiVity

K ,}with a. group that scored in the bottom ten per cent out

of a total of three hundred and ten research workers. | :
The test was of a forced choice variety where each indi—::”
: lvidual was compelled to select the one descriptive word
| out of two words,vwhich best described him”(examples.t'

26. D. W. Mackinnon;t"The Personality”Correlatés‘.

”p'of LreatiVity.; ‘A Study of American Architects" Creativ1ty,'if_-

~ed., P, E. Vernon (Middlesex, hngland.. Penguin Books,

°7f1970) pp. 289-310.

“:;,27 Ibid., p. 292
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‘iiimpulsive/inhibited reliable/curious,_formal/easy going, .
.;practical/original).A The author of the test ‘attempted R

}‘ to use words that had equal social value, ‘but were dis-lvu
v_::criminated according to. their correlation with creativity..
,"j_The group that scored ‘the highest on research productivity’
' fv_(227 articles publmshed to 21 for the other group; 188

npatents obtained as compared t0 0 for the other group)

v'_.also out did- the ‘Zowest group on. the S.R. T, Scale.t They
"averaged 24, 4 (out of a possible score of 42) as compared

" to an average score of" 13 5 for the low. productivity

'”f:igroup., of- twelve other groups that took this- test, only

'creative artists with a score. of 25 9 topped the group iv,f_ﬁ'

o of. productive research workers.

v Other descriptions that have been found to apply
v_~to creative ‘people include ‘that they are hard workers,f.,,;
._frebellious, tolerant, skeptical, adventurous, playful,

"fthat they oftentimes reject traditional religion, and that ";
2~they Te attracted to- the complex and receptive to new ideasff*
On many occasions ‘they select a 1ife occupation after‘,:Y}-7°' v

'partic1pating in a college progect of their own choosing.

' [They value their independence highly and they freauently

- choose occupations that allow them a great deal of

’p7»independence.z Creative males score high on their
riopenness to. 1nner experience, while creative females

"_score high on - their openness to outer experience..

29 -

':ffj_&his is the opposite of the cultural expectations

_ 28, Dr. William c. Kosinar '"The Scientific »
S Research ‘Scale," Creat1v1ty Manual (Lhicago., Psychometric
,1‘Affiliates,-1960) pp.v1 -8. o bﬂ_»_a T

29. F. Pine and R R, Holt ",‘"‘Creativity and o

'}'iPrimary Process: A Study of Adaptive Hegression," -

 Journal of Abnormal and Social ysychology, NO- 61 (1950)




iv; for males and females.‘ This expanded experience among

' creative people gives them more to draw from when engaged
"_in creative production.' , o SRR
_ It is intereeting to study the families that
'[creative people usually come from. I say "usually""

: :_because in my study of creative -artists and scientists,

I found creative. people who came from quite ‘diverse
backgrounds. S5till, -certain patterns tended to emerge
_°regard1ng the family lives of creative people. I will
“begin by referring to George Domino s 1969 study of
‘mothers of creative sons. He found that creative people =
tend to come from families that exhibit a low level of
control over their liveSﬂandda,high~level of tolerance.
Their parents showed greater expressiveness and less
dominance than usual. There was no rigid hierarchy»inp
these families, so risk taking was viewed as a part of
life. The families exhibited somewhat distant inter-
actions, little clinging for support and laid llttle S
stress on conformity to parentalpvalues. ‘"The" parents of.
creative children wereosomeWhat indifferent toward their
‘childrenvs regressive tendencies, The father oftent1mes~"
was viewed as an authority figure while the mother ‘was

- somewhat ambivalent in this role. The father's occu—

f pational autonomy dld relate to the child's divergence,

. but the mother's role in the child's later creative

kfunctioning appeared more profound. The mothers exhibited
many of the same values that creative people have shown
to exhibit., They were independent'and‘had much initiative.
There were contrasting dynamic forces at work in their -

'~ personalities. While they had much social poise, they

- felt little need to belong to various clubs or participate
- in community activities.. They were more concerned with
their own everyday lives than with community concerns._



" They felt little need to conforn through belonglng.; R

*These mothers were less concerned with failings in their

'fchildren than most mothers are. 30 RN . ‘,;,_f :
. One of the best examples ‘of the role mothers ’*la
:’have played in nourishing creat1v1ty in their children

‘ajwas ‘one given by photographer, Edward Steichen. :H';v*

described his mother as a real source. of inspiration and

‘,:”‘encouragement and then gave the following illustration

- PFor instance when I first had a. camera,
. ‘that was before the automatic and daylight
. loading, there was a roll of film that had :
~fifty exposures of which you had to shoot. thev
.~ fifty before you saw what you had. When the
- fifty went to Rochester, It came back with -
. 'only one photograph printed.
- My father said that was a pretty poor ST
x;.investment to get one picture out of fifty. .
My mother comIorted me by saying, "Such a .
wonderful picture! It's worth fifty misses!"
-~ So that's a very ggod idea offhow myffamily' L
';{background worked ' o ""Q -

: Another example of such a mother was provided t;"
by fashion designer, Bonnie Cashln. ‘She said: ”

- "My mother was a really great dressmaker._ "_
I was her apprentice. She taught me every- -
" thing by doing it. Actually she could do
. anything with her hands and much of this
~rubbed off on me. I remember her building
a brick wall beautifully. I remember her
~ upholstering a wild, pink-striped chalr,x‘-“
- and most vividly I remember her miracle
~“hands in the garden. I grew up with living
~color. My mother encouraged me in doing all ‘
- the things I was interested in. At the age o

30, George Domino, "Maternal Personality o

[:iCorrelates of Son's Creativity," Journal of Consulting
-~ and Clinical Psychology, No. 33 (American Psychologlcal
,-Association, 1969) PD. 180-83. IR S

- . 31, Edward. Steichen, "Photography " The Creative"
Experience, ‘ed, Stanley Rosner and Lawrence Abt (mew York.,
HlGrossman Publishers, 1970} p. 313. o Lo .




’?_of sixteen when I was working in the theater,
- ‘much of it at night, she'd@ drive me back and
- forth. She was the one who cleared the way
~ for me to grow creatively. My father con-
- sidered any of the arts 1mpract1cal and urged

me to take up typing, a thégg Itve never
p learned to do to this day!- , R

| According 10 George Domino, mothers of highly
. creative youngsters oftentimes let the pleasure princ1ple
rule over the reality principle. An example of this was

,expressed by philosopher, Sidney Hook.

My mother wasn't the Jewish-mother type S
one reads about; she was much more likeable.-
"She would forget the whole world, engrossed
in her novels, while the ?eat-and everything
else would get overdone.’ ’

Playwright Neal Simon s experience differed very

much from these other people 's. He said that"

, ‘I think I'm naturally a product of my
‘environment, of my life with my mother and

~ father, which was pretty hectic and quite -
‘terrible at times. And I think that has
been instrumental %f.building my character’
in a negative way.

Simon went on to describe ‘his parents' relatlonship as 3
terrible and stormy. He said that he suffered terribly'
 from this. Simon reveals himself to be something of an-
introvert. This is often true of creative people. He
considers himself as more of an observer of life that a
participant,in it. He describes himself'as a shy person.

' 32. Bonnie Cashin, "Fashion Design,? The
breative Experience, ed. S. Rosner and L. Abt, “p. 249.

33, Sidney Hook, "Philosophy," The Creative
Experience, P. 310 ' :

34 Neil Simon, "Theater," The Creative
hxperience, p. 369. .




. l He says that he finds it eas1er to relate to life on PaPeryf,”*”

IVi‘than in reality.' Like many other creative people, Simon v‘f"-:c“

’considers himself a. rebel. He said. that he has always

v been in opp081tion to pompos1ty and society. He says
~that he ‘has never been able to conform and that ‘he has
:'-never belonged to a club in his life, or for that matter'
"'any kind of group. ..‘ . ' S ; o

' ‘ Sydney Hook expressed a similar feeling of
;rebelliousness when he said"v

, I used to get beaten up at school forv '

' criticizing, mildly, American war policies
~(W.W.I) and for refusing to sell liberty
‘bonds. I'd get up in class during the.
discussion period and advocate a capital-
‘gains tax and ggt a zero, despite my logic
and eloquence.

o After examining the preViously mentioned examples,.f

”'5'_and empirical studies it becomes rather obvious that,

"'despite many indiVidual differences, certain patterns | E
. tend to emerge as to what creative individuals are like. S
" They tend to be more independent and - less enculturated |
.n-than most. people.' They have: perceptual openness and a
 childlike ability to juggle facts, ideas, words, muSical ‘
" notes or data in neW‘and different ways so as to discover'b

v"novel creations. ‘Their family backgrounds,,values and

:'foutlooks on life are all somewhat different than less
;ffcreative people. e '

-

- 35, Sidney Hook "Phi'ioso',phy, " The Creative
‘sExperience, p. 306 Lo L T T




- PART III
f "’,THE; GREATIV_E '?Roc.Ess'.'f e

As stated earlier, Carl Rogers defines dreative
process as the, “"Emergence in ‘action of a novel relationalﬁ7

| ':product, grow1ng out of the uniqueness of the individual

» on ‘the one ‘hand and the materials,'events, people or :
ﬂ,circumstances of his life on the other."36 R o

, A breativity often follows intense emotional B
,encounters between a person and something he has met in ;,[;e“'

'“_his environment ~ Fashion designer, Bonnie Cashin has

"said that "Intense emotional happenings have had the
,'effect of intensifying creative actlon."37 Numerous
 variables determine the intenSity of these encounters ,
*;and the creations which result from them._ The chief
":variable is related to the experiential life of the
'creator. If people s experiences have been: rich and varied

}'”it is more likely that ‘their perception will be keener and .

" ‘more open to intense emotional involvement Their attraction'
to the object will also be determined by numerous variables..y"'

The obgect's beauty, uniqueness, clarity, color, 81ze,~

', shape, smell ‘tduch, feelings and ‘taste can be: aust a -
few of these factors., The object may be anything,

"y;a person, a. mountain, a tree, the sky, stars, a song,
a drug,,an idea, food, a flower, a thought, a book

a poem, a car, an animal ‘a place ,......anything._-Itiiw
may come about as the result of an experience, K-) dream,

B *a'a fantasy or a combination of all of these.

, 36 Carl Rogers,"Toward a Theory of Creativ1ty "
. Lreativ1ty and lts Lultivation, . 71,»_,. ‘ T

}37., Bonnie cashin, p.,249




if the creators have not been hindered by cripplingvs”tl

'inhibitions or deadening experiences, their perceptual,,x»u

r_worlds w1ll be literally 1imit1ess._ They will be. Open7tofd'” -

- a universe of people, places and things. They will be abls,”

u;'to see the beauty and shortcomings in all. those things thatfih

they desire. to., bince no one can. do. everything, these

lijpeople w111 then choose to- encounter those obaects that ‘:ilfl,,sf

- most interest and excite them.. They can also choose to

- bypass those obgects that they are not attracted to._}
‘loEmpirical studies have “shown that highly creative people

| perceive, and are later better able to use, apparently e
"1rre1evant stimulation which they have encountered They'”'J

°5ffseem to reflect a "w1der deployment of attention -and less

38

"screening out of 1rre1evant past experiences.? They are:

. less likely to. filter out incoming stimulation such as i
"fgv"unimportant" facts, ideas and experiences. Later ‘they

d;are better able to bring these ‘apparently 1rrelevant or ;

"‘funrelated jdeas- together as. ass001ations.'?-»*

- o The creative process begins ‘when the creative 4
_}person encounters a highly stimulating object. “The person R
“then reacts to this object and it may or may not choose, or

; sbe able to, react back to him or her. From this encounter,yfs-7f“

- numerous unconscious and conscious remembrances are broughtmaf
]”into play. Past experiences are then combined with presentv_.
‘drealities. 1f the encounter has been quite ‘powerful and

Ap‘;the creator feels a tremendous amount of passion. for the
.\,fobject of attention, ‘he or she can become literally absorbed
“in this obgect This absorbtion occupies creative people s
”}fwhole persona: their feelings, ‘their intellect and -

v fithelr,deieS’ How they next respond depends on many

- 38 G A Mendelsohn and B B Griswold -

“Differential Use of Incidental Stimuli in Problem Solving
- As A Function of Creativity," Journal- of Abnormal and
"'Social Psychology, No.-68 (196 5 pp. 431 36




L.factors;‘ Looking at this from the viewpoint of the
o finished product of creation, one .factor that is very o
huimportant is the talent that the creator. possesses. If
“two painters 51multaneously fsll in love w1th.two_gir1s”
and then decide to paint them, both the strength of their
‘passions and the psinting talent they possess; will
'contribute ‘to the finished products. "1f one painter is
a master and the other a nov1ce, the master will probably
paint the more aesthetically pleasing picture. This
doesn's always occur, however. If the novice has much‘
the more powerful feelings toward his girl, he may paint
‘fwith such daring and with such a bold use of colors that
‘his painting may turn out much better.
Once an encounter has taken place, the next. step
in the creative process is the recombining of diverse -
elements from this experience with all of the person' s
" other ‘experience to form a:new product This is the
beginning of the stage of actual work. This 1s the time
which follows the encounter's "moment of inspiration "
This portion of the creative process.is something like‘a
period of play._ A poet plays with words and feelings,
..a painter with colors and insights and ‘a composer with
melodies and harmonies. Even creative men of phyS1ca1
science play. Einstein discovered his theory of relativity'
by toying.withbbasic.principles of physics.-_He looked at
whole phenomenoms rather than- solely'at Specific actions.
Most of the major breakthroughs in science have come when
scientists have looked at ‘things in new ways: Wholes
rather than parts, function rather than structure -and: at
' behav1or in natural rather than artificial environments 39

_ ' 39. Robert B. Maclead' "hemtonians, Darwinians
and Gestalt Psychologists " Contemporary Approaches To
Creative Thinking, (New York Atherton Press, 1962)

P. 208. ‘ AR




- An example of such play in the f1e1d of fashlon
;'design is provided by Bonnie Cashin.: She- likes to get
ideas for new fashion concepts by taklng all her clothes
out of her drawers, throwing ‘them in a big pile on the v
'ffloor and trying on strange combinations of clothes. _s”" h“
 She tries things on upside down, wrong s1de out, etc., L
 and usually discovers wierd comblnations that just seem

 to fit together. She also likes to look at clothes that P
' people wore in an01ent times to come up with new 1deas 40

"~ This combination play of artists and scientlsts has. greatly‘

L contrlbuted to new creations.; lt makes people want to

fthjump into their work and it dissolves the typical work- ‘ .
‘”gplay dlchotomy. It has- helped make work fun and exclting.;'
‘ " The final stage in the creatlve process: is the

{polishing up. stage. a sclentlst carrles out his experi-vlev_av,.,

t:mentS° a composer transcribes hlS work 1nto mu81ca1
d,notation and a poet checks and rechecks his poem. ThlS f[
can be a long, drawn out, dlfficult process, but 1t is o

:Jfg;somethlng that must be done if one 1s to get the best
Aﬂa”possible finished product. Abraham Maslow. has stated
© that we often "Deify the one side of the creative process,

me*the enthusiastic,‘the great 1nsight, the illum1nation,tf-1>
the good 1dea, the moment in the middle of ‘the nlght
_f7when you get the great lspiratlon, and underplay the two -
ff}years of hard and sweaty labor. that then are necessary S
 to make anything useful out of the bright 1dea w4l Q"
Maslow goes on. to ‘say that people who create are ‘people

,,whocwork.hard. This only stands to reason s1nce creatlvitypj,,h.

s an;actiVefprocess. Creatlve people are people who are.

'._-.40. Bonnie Cashin, pP-.244 46

41, Abraham Maslow, "breatlveness." The Farther
Reaches of Human Nature, (New York' ‘The Viking Press,

"57131971) p. 80
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ienccuntering and being stimulated by their environments.

"g: Even though this stimulation may lead to creative insights,"v}

‘:there may still be a tremendous amount of work to be done
before - these ins1ghts can ‘be transformed into finished
“products. For great acts of creation to take place,: : :

creative people must oftentimes work, struggle and encounterv‘

Vmuch frustration before they can complete their tasks. "

When we think of people such as Beethoven, Dostoyevsky :
and Pasteur, we think of people who have worked long and
hard on pro;ects before they were completed '

: - Another p01nt to consider when analyz1ng the

"creative process ‘is the concept of "breaking free",

Many creators, especially in the field of art, have suffered

~from crippling inhibitions until they reached a certain . ’

- point in their lives at which they dec1ded to assert ‘their

o individuality. A good example is Gaugln. ‘When he 1eft |

France to sail for iahiti, ‘he broke with his family and

“his society. 1t wasn't until he went to Tahlti, however,

that his art really blossomed ' The assertion of hlS own

- indiViduality preceded the assertion of his art.

5 ' Another example of a creative person who encountered‘
“"breaking free" experience is prov1ded by Henry Miller.
‘Miller, the author of The Troplc of Cancer, described his ‘
experience in the follow1ng way: ‘ |

I began assiduously examlning ‘the style
and technique of those whom Iionce admired and -
worshipped: ' Nietzche, Dostoevski, Hamsun, even -
Thomas Mann, who, today I discard as being a :
skillful fabricator, a brick maker, an inspired -
Jackass or draught-horse.l imitated every style
‘in the hope of finding the clue to the gnawing
secret of how to write, Finally I came to a
dead end, to a despair and desperation which .
few men have known, because there was no
‘divorce between myself as a writer and myself
‘as a man: to fail as a writer meant to fail as
‘a man, And I failed. I realized that I was
_nothing - a minus quality. It was at this point,




"“fin the midst of the dead Sargosso bea, so to  -,.,,

. speak, that L really began to write, I began
- from scratch,. throwing everything overboard,
- even those. whom I most loved. Immediately l
- heard my own ‘voice. L was enchanted - the fact
~ that it was a separate, distinct, unique
 voice sustained me, It didn't matter to me if
- what I wrote should be considered bad. Good
"and bad dropped out of my vocabulary. ‘I.

'iigumped with two feet into the realm of. aesthet-svvg
~ics, the non-moral not-ethical, non-utilitarian

~ realm of art, My 1ife itself became a work of
- art.- I had found ‘a voice. I was whole agaln.v,
- . The experience was very much like what we read
of in connection with the lives of ‘Zen 1nit1ates.
- My huge failure was like the recapltulatlon of -
' the experience of. the race: I had to gTrow' foul

with knowledge, realize the futility of. every-fw;,

- thing, smash everything, grow desperate, then
- humble, then sponge myself off the slate, as it
~ 'were, in order to recover my authenticity. I

"had to arrive at the brink and ‘then take a leap -"”’

:hezflnto the dark. 42

The point that stands out to me in this articleo;;ln:ovv__

' is that after trylng to copy everypne else and wrlte

~ for: everyone else, Miller finally asserted himself and  :.. SOREY

~ then wrote for "himself"-j When he finally asserted hls.f T

" own 1ndividua11ty and threw out h1s former: valuing f' S
eprocess, his wrlting became hlS own. He found his Q'fj

‘"VOlce" and he then became a great author.;,l
Most great artlstlc creations have resulted

t;f'from actual experiences people have had, Writer Arthur
"s, Koestler has said that all good novels must be autobio- '

v1 graphical in some sense.43_ Neil Slmon has sald that hlsr

42, Henry Mlller,‘"Reflections On Writing "

.V*Z;The Creatlve Process - A Sxmposium,_(Berkele and .
JEE Los‘Angeles. Un1vers1ty of Callfornia, 1952 P 185.

S 43, Arthur Koestler, "Social bciences," The
‘Creative Experlence, p. 138 _ L 7




1~f%worst play ("Star Spangled Girl") was also the one that
\he wrote entlrely out of his head "His other plays were
:fall ‘based on the experlences of hlmself ‘his family or |
his friends.44 I belleve that Neil Slmon 5 experlence
" gives credence to the p01nt that the creative process L
~ best comes about from an interactlon of an. individual
and his env1ronment It stands to. reason that the strength ;’7
~of an encounter greatly determines the quallty of the B
_finished product The creative process begins with these
}initial "moments of 1nspiratlon."f Lreatlve people ‘then
combine these experiences with all the other experlences

_,?”that they have encountered in: order “to come up w1th a '_ el
new product. These p60ple fr9quent1y have ‘to work. extremely S

‘xihard to ‘bring about a finlshed producttof creation. ')Af-

44, Nell Qimon "Theeter,“'The‘Creative.vh'"7
Experlence, D. 369 : T o




. »";¢ASE l SAT'IIIDI-ES_' N CREATIVITY" ,:_ -

| ‘ Much information and understanding can come from |
t}}the systematic study of" empirical research dealing with
r'creativity, the creative process and creative people... o
mhe Ereudian, humanistic and behav1or1stic schools. of SRR
;lpsychology have all dev1sed ‘theories and explanationsf""
for- creativity. Another approach to studying this i

o subject is to study case histories of scores of creators.
_f;;From among all the creative artists and scientists that
I studied, three indiViduals have stood out in my mind as

-;typifying productive creators. The significance ‘of each
 of these person's fame, contributions to mankind and

‘ ;life's work varied greatly. ~Nonetheless, I chose theseﬁ'

”"7bthree people because they all impressed me with their

“imaginations, their understanding of the creative process'f'

'“;iand their creative spirit - -These three 1ndiv1duals are
-»fphysiClSt Albert Einstein, actor, director, teacher B

Constantin Stanislavski and fashion designer Bonnie |
v':Cashin.» Einstein's recognition as a creative genius ‘has.

“been worldWide.» Stanislavski S 1mportance to the theater d*>'°i

and to acting parallels Einstein s contributions to

ifgscience._ Bonnie Cashin is ‘not as. well known or as

_recognized in her fleld as. either of these two men. ‘..,
The reason I chose Ms. Cashin as a subgect was because

"_5_her experiences, thinking and outlook on life coincided
. s0 much with those same qualities in many of the creative.

_people: that I encountered when reading case histories gg o
~and- empirical studies.' e B o
o I have already discussed Bonnie Cashin s relaticn-fp}
i,;ship with her mother and the types of creative play she '



'vs“regardxng.

‘_tf;jgw,‘

. employs. I would like to now. take some of her statements;ef’
_'and show how closely they correlate with the descrlptions:.vs
~ of. creative peopﬂe found in. the empirlcal ‘studies. I ‘have

a_discussed ‘and in ‘the descriptlons provrded by Maslow, - o

- Fromm, May and Rogers._ Here are her_perceptions o
Sty o S - S

: Fashion Design' "A means of personal expression" )

" wOrk' '"Actually my work I guess, is always on
- my mind., Where does_one draw the line between
~ working and llving " L . SR

"’3ﬁClothes,f-"clothes are an emotional and sexual

~ Stimulus. I think we dress to attract the. opposife S

osex. "

o *Encounter‘ J"Whatever captures the interest of the‘fr
" ~“creative person is likely to- ‘completely involve = -
- him, -and he will usually add somethlng unlquely his'. -

~own to it. "i co » co o E L

,eStimulatlon.- "Travel to all and every kind of
- community cannot help but be stlmulatlng and
“_1nspir1ng "i ’ o _ ‘ .

AN

- Idea Production' “ldeas 3ust pop into ny head
~ out of the blue seemingly. I'm a dreamer. 'I“,
wyget a lot of ideas out of reading., ‘
- My ideas seem .to flow more smoothly when I'm
S away from my own 1ndustry and the usual fashlon
*;,env1ronment L . L S T

,,-*Fantasx “-"Sometimes I pretend that I've never i
- been here before.. Then I'11 try to see thlngs w1th
~ the newest qms I can."
: Introvers1on.. "I have a dlfflcult time communlcatlng
1‘.my feellngs ‘and thoughts in the spoken word. ‘
S I'm a klnd of solo person, and when I'm going
'fvwell I get deeply 1nvolved in my work and am. very
happy about it " _ S P

L Diver51ty "I seem to functlon best when I'
-Q,,_worklng on several things at once.", R




'Openness‘i>"An antennae-out person by nature is ..
e sengitlve to all sorts of things whlch produce‘ IR
'~ moods.
5 the layered concept of modern dressing in
- 'such vogue now has become a generic term in the
~ fashion 1ndustry and grew from my flrst stud1es=‘
E.and 1nterest in China." e S
Assoc1at1veness.. "A good des1gner is a compre-'
hensive designer, His eyes and ears and heart
~must be opened to this great,-changlng and :
challenging world. He must be exposed to all
- kinds of generative thought on all kinds of" :
‘-subjects., He must see. thlngs in relatlonshlps "o

~ Design Schools' "Design schools are not d01ng
a very good or inspirational job. This is
partly due to the unavailability of stimulating
teachers, but I think it's more than that. For
one thing, there s too much sp901allzatlon."

;Fashlon Industry "The emphasis is so‘strong‘
on commercial values and so little on the
. creative attitude that, in my oplnlon, our
industry is in for a bad time." :

, l\llaterlallsm.i "I ve consc1ously trled to simplify
life as much as possible,. Posséssions begin to
possess you.. People and society begin to possess

"~ you, When 1 sold the Briarcliff studio, I made

~ the decision to get rid of as much stuff4%s‘
possible to free my wings, so to speak .

v ‘ Ms. Cashln s quotations 001ncide very mnch With.

~ the statements ﬂade by numerous creatlve artlsts, sclentlsts
;‘and educators,,that I have read about or met.

: The other person that I would like to discuss-

‘at length Constantin Stanlslavskl, is much in agreement
w1th Ms. bashln. btanislavski's main goal was to give

some reallty to actlng. He wanted to have actors give
performances that would make -people feel that they had
'--Just witnessed neallty.» The artiﬁlcall, cliche' rldden

e
i

  45.: :BoﬁnievCaShin, PP. 239+49.f
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‘acting Presentsin"most”theatersibored‘him; The Stanislavski;'
‘method, whlch he devised has as its chief purpose, the
| ~goal of g1v1ng 1ife to an actor s part, It is as much a
:':htechnloue for draw1ng creat1v1ty out of a person as it 1s

R a technioue for teaching someone to act

Stanlslavskl perfected his method when he worked

dihas an actor ‘and dlrector at the Moscow Art Theater (which

" he helped establlsh in 1898) People came from all over

'rﬁ'pthe world to visit him and learn of hlS method ;~The, . S
| 'Amerlcan school of method actlng has had as its chief;SpOkes;bldf;
 man_ and teacher, Lee btrasberg.‘ A partlal list of method

ff;actors and- actresses ‘includes. Marlon Brando, Paul. Newman, Jack -
~ Nicholson, Shlrley Maclaine, Warren Beatty, James Dean and
o -Faye Dunaway. This i1ist of names, alone,_glves some credence

.Vf_to the value of "the method" !

S I first became lnterested 1n the Stanlslav5kl .ahv.
,gzmethod when I heard a former Cal State student who is

17;,now an actress 1n hollywood descr1be her actlng technlque f""
 to a group of Cal State Upward Bound students. This girl
_:"Debra Embry, spoke of the creatlve process with a real
f__depth of understandlng. I was quite surprlsed to learn

' that creat1v1ty could play such a blg part in acting. b SR

| 'had never reallzed how much creatlvity a good actor puts
~ into his role. After hearing Ms.vLmbry s talk I read
- some books on the Stanlslavskl method but by writers

'.? other than Stanlslavsk1. I was not too impressed with
"vo;these books. Many of them seemed to be critical of methodfj‘

Llacting as practiced by ‘the most famous method actors in

“'Amerlca.f I was dlsapp01nted with this "purlst" mentality.“

b5;I then read books by Stanlslavskl, hlmself and found o



‘5j them to. be totally different It was as if this first

" generation of disc1p1es that followed him had perverted

much of hlS teaching. This seems to be a uypical occurance

’c'in any field

i found Stanislavski to be a creative genius, par

' 5,excellance. At times I was shocked at his clear, concise |

' perceptions. He had no knowledge of empirical studies,
'dealing w1th creativity, but he seemed to be quite aware
of their findings. His understanding of the creative
process and its application to creativity was astounding.
I have read few books by other authors that have so ‘
1mpressed me as did Stanislavski's ‘book on Creating A Role.’r‘
‘This was. surprising to me, since my knowledge of acting
in minimal at best - SIS :
‘ This ability to create a role is. Just what

‘l Stanlslavski attempts to teach He stresses the analysis

of the play, the role of imagination, the relationship
- of the conscious to the unconscious, and the importance
l;cf understanding the part played by desires and drives
in people's lives. He told his actors and actresses
'that when they read a play, the first impressions were
most. important i If they misunderstood or became bored
- with the play on this occasion, they might later always.
have trouble w1th this particular play. His analysis-of =
‘a play involved the understanding of the whole playvthrOugh.

‘l a study of its parts.f'hach‘scene'had a certain objective

or tried to. getxa certain p01nt across. The actors must
‘hdiscover what the playwright was attempting to accomplish
with each scene. Besides objectives, each play had a
-super—objective which the - actor must find. This is that
- thing which 1nspired the writer to write the play and
which must inspire the . actor to act in 1t. The process

~of analysis also 1nvolves a search by the actor for creative
stimuli in the play. ‘He reads the play»and attempts to



'"‘relate the action of the play to events that have occured'a
in his own 1ife._ In any play there are gaps present

- tThe playwrlght doesn T descrlbe everythlng totally.» Part'h7”'l‘

of the process of creatlon 1n acting is involved w1th
‘the filling in of these gaps.' Here the actors can draw;

. on ‘their own personal experiences and thelr own 1mag1nations§:
”'v_btanlslavski stressed the understandlng of the external

~events in the play. He always wanted hIS actors to flrst'
thoroughly understand the external action.i Once this was

.reaccompllshed they could then attempt to understand thelrsnwflfi

‘”7etrcharacters' internal, psychic lives. He told his actors .

" that people in real life are- drlven by deszres.’ These

rﬂ.de31res greatly affect their thinking and thelr actlons.taii"

.,vwfjwhen a- person has a strong .desire he sets up certaln
GRS oEJectives whlch will lead to the fulfillment of thls

'v"desire.. There are usually many obaectlves whlch have .

4o be met to fulfill a desire. This is true in both réalfj_;
":jllfe and acting.: Stanlslavskl wanted hlS ‘actors to be:

aware of all the desires whlch drove the characters they w

lﬁrfplayed and all the objectives that. the characters had
4o ‘accomplish. - Stanlslavskl believed that if an. actor
‘d' con501ously understood his character, the character s
dﬂide81res and objectlves, that the actor could then draw
"gfrom his uncon301ous in creating a role. "From the

'bconsclous to the uncon801ous" ‘was one . of Stanlslavskl s

S favorlte say1ngs.> Stimulatlng an actor was most 1mportant '

to him., He felt that the only good obgectlves were those'

?,Lthat ex01ted aniactor and 1mpelled h1m to. creative actlon..

B fTo get this strong, ‘emotional feellng, one had to under-_‘sﬁ

. stand the skeleton of the play., You could find the
‘=ﬂske1eton of a play by asklng, "Without what thlngs would
“there be no play”" B e




‘ Stanislavski told hlS students that they must

u,]be open to: the world ue felt that they should experiencee dpfdsd

-as much of the: world as they could He told them to
‘:observe people and things and to remember the impre581ons

~ that they drew from these observatlons. “He told them to. S

'dread, study, travel and to keep ln ‘touch. with current

j:‘social rel;gicus, political and scientiflc life, as. wellv
"vas other forms of life. He told them to wait patlently
- for creative inspiration.; He said ‘that if they didn't,

they'd be like, "4 stupid child who planted a seed in the'

”ri‘ground and then dug it up every half hour to see if it
o was putting ‘down " roots." ‘He also belleved that hablt ff’ ,

Iplayed a blg part 1n the making of an actor. He said

-.athat habit makes what is difficult habitual what is

habitual easy and what is easy beautlful._ He felt that

22,7;1f an actor did not understand people, what drove them o
At‘,and their psychic lives, that the actor could not create -
fu;dtrue characters.b Stanislavski's ‘desire for realism in
qu,the theater caused him to believe that without creatlve
- fobjectlves and feellngs, actors would be tempted tc

~ resort to actor's cliche's and conventlonality, two thlngs.olfd
that he despised. 48 | SR o
' ﬂ“%*The last creative genlus that I wculd llke to-

: ;‘describe is Albert blnsteln. Einstein s position as one

~of mankind's greatest creatlve scientlstq ‘has been secure

f‘for over sixty years. He was much more than thls, however..,"'

a~He was ‘an unpretentious, humble, humane person who

- appreciated the beauty of life and was very concerned

. about the future of mankind. His unconventional attitudesfd‘/

-~ toward science, war, soc1a1 nlceties and educatlon '

r"allenated him from his teachers, his colleagues and his
,}countrymen. Still he ‘was respected as. few men have ever

46, Constantln Stanlslavskl, Creatlng A Role, ‘

”f"(New York '1heater Arts Books, 1961) PP, 1 209._,



'ibeen.< blke many creative geniuses, Einstein s personality

"f,contained many dichotomous elements. He could be described
- as a SOCially conscious loner- the father of atomic power,_‘“"’

as well -as a critic of the arms race; a ‘man who saw his
'work as rlay; and as a man who despised the education o
given him, but who Spent his 1ife absorbed in the - most
| rigorous of intellectual disciplines.' He defended
academic and personal freedom, but he had many socialistic
leanings. He was a nuclear phys101st but also a poet. and
-a mosician. He - regected religion at an early age, but
frequently spoke of God., ' ,

- Einstein“s perceptions regarding the creative

= process were the. perceptions of both a creative scientist

and a creative artist. They could very well be applied
to both typesmof men., Who could better descrlbe this
-process than such a well-rounded genius as. Einste1n°
rHe said: ‘ '

, I believe with bchoepenhauer that one of

. the strongest motives that leads men to art and
science is escape from everyday life with its
painful crudity and hopeless dreariness, from
the fetters of one's own ever-shifting desires.

A finely tempered nature longs to escape from.
personal life into the world of objective
perception and thoughti this desire may be
compared with the townsman's irresistible’
longing to escape from his noisy, cramped
‘surroundings into the high mountains, where
thegeye ranges freely through the still, pure
air and fondly traces out the restful contours
apparently built for eternity.
With this negative motive there goes a

positive one., Man tries to make for himself
in the fashion that suits him best a simplified
and intelligible picture of the world: he then
tries to some extent to substitute this cosmos
for the world . of experience, and thus to over-
come it. This is what the painter, the poet,
the speculative philosopher, and the natural
scientist do, each in his own fashion. ZEach
makes this cosmos‘and its construction the



- .pivot ofvhis emotional 1life in:order to find
-+~ in this way the peace and security that he -
- _cannot find within the all-too-narr w realm S

o of sw1r11ng personal experience--- : o

v, Einstein seemed to View creative work as a form

‘evof ‘therapy. We can also see’ that Linstein looks on it
,”fas a productive form of escape-3 This stands to reason f3'i
V}§Since Einstein 's speech was written near the end of o

':World War I. This was a time of. extreme alienatlon and fm N
7’unhappiness, which came about as the result of the horrors
}';of this cruel war.r ‘ ey o *',.
e ”he three creative people that I have described

,have much 1n common. - They all very much enjoyed their
hework They were 2ll flexible, aesthetically oriented

"~ and 1ndustrious., I feel that all three of these peoP1e -
L reflect the productive,'creative side of humanity. They iffJﬂ*
. show us what people can be like if they develop their o |

»‘~creat1ve powers.‘

47. Albert Einstein (speaking at the sixtieth
birthday celebration of Max Planck in 1918) Albert o
"Einstein Creator and Rebel, ed. Banesh Hoffman and Helen

_Dukas (New York. The Viking Press, 1972) PP, 221 22




. PARTV
" ',*SELFf}.CZT‘UA_L;[:ZATiIon XD CREATIViTY"_] |

The relatlonship between self- ctualizatlon and

7:“oreativ1ty has been studied by many psychologists, most

- notably, Abraham Maslow.: Maslow pointed out that one of
f.his former students, Richard Craig, had - compared a list
~of personality characteristics of creative people developed’;

by E. P. Torrance in Guiding Creative Talent#8 with the
“';characterlstics that Maslow had used to describe self—‘pv.”

afactualized people in- Motivation ‘and Personality.49

~ 0f the thirty or. forty characteristics used by Maslow f} i

pirto descrlbe psychologlcally healthy (self—actualized) ‘
- people all but two or ‘three were also used by Torrance B
- to describe creative people.50 - PR P o
'“_’ : Maslow studied oreativity from a holistic approach -
‘He believed that ‘the problem of creativeness ‘was the

hh:gproblem of creative people, rather. than creative products'~"ff

p,por behav1ors. - He_ believed that creatlve people were.
- spec1al human beings rather than ordinary human beings

"vaith some special skill Maslow stated that "if you
,”bh_thlnk of ‘the person, the creative person, as belng the
,Ahf:essenoe of the problem, ‘then what you are confronted ‘with r‘

vj:vis the whole problem of transformation of human nature,,JJ7-v

8. E. P Torrance, Guiding Creative Talent

T,
»(New York : Prentice Hall, 1962)
- 4

C 9.f Abraham Maslow Motivation and Personality
(New York:v Harper and Brothers, 1954) '

- ‘ 50.- Abraham Maslow The Farther Reaches of
?Human Nature, Do 73. -
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:‘;,the transformation of the character,vthe full developmente‘35t":

of the. whole person.'i51 Maslow believed ‘that by strlvingfl o

lto develop a healthler, ‘more fully human ind1v1dual we
| would automatically be developing a person who was more 1
~ereative in all departments of life. Maslow said:

General creatlveness, holistlcally ‘conceived,
emanates from the whole system, generally
| improved. Furthermore, any factors that would
‘produce a more creative person would also make

a men a better father, or better teacher, or
better citizen, or a better dancer, or a better
‘anything, at least to the extent that th%
""general“ creative factor was increased. 2.

| Maslow has descrlbed self—actuallzed people as
‘perceptive, spontaneous, flexible, open, self-acceptlng,
self-assured ‘and warm. He said that they were less
" enculturated than most people.53 Maslow said that these
-people-showed a fusion of behaviors that we usually view
. as dichotomies. They enjoyed being with people and they
- enjoyed being'alone. ~They fused work and play together
~as one., They could be both selfish and‘unselfish"
cognitive and conative, and the people with the strongest
egos could also be the most ea31ly ego-less, self-
transcending and problem centered 54 1 believe that
such behaviors are essential to both psychological health
and creativity. To be productive an artist must be able
,»to easily go from a rational to an emotional level. The

51, Ibid., p. T4.
52, Ibid., p. 76.
‘53, Abraham Maslow, "Creativity in Self-Actualized

o People," Creativity and Its Cultivation, p. 88.

. 54, Abraham Maslow, Toward A Psychology of Being
(New York: D. Van Nostrand Co., 1968) D. 139 o
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‘linitial stage of the creative process 1s usually charged
with emotion. The final stages involve a high degree of
vi‘reasoning ability. An artist must be able to move. ‘back -

'17sand forth from cognition to emotlon, and from the conscious fﬂ"

- level to the uncon501ous and preconsc1ous levels of the

“*'mind

- Maslow described creatlve people in much the same

'f‘way that he described self—actualized people. He said o

'tbthat they res1sted enculturatlon and that a prereouisite }j
- for creativeness was the creators ability to ‘become '

7"5,timeless, selfless, out31de of space, of society and of

~ history. He stated that this is related to the mystlcal
'experlences described by Huxley., Maslow said that, "In |
 various cultures and in various eras, this phenomenom R

v’:takes on somewhat different coloration - yet 1ts essence
e is- always recognizable - it 1s the sanme. "55 '~.l .

‘_2‘ : Maslow said that creative people had an abllity bR
.tho get totally "lost in the present" They could give

flup the past and the future and’ totally concentrate on the 5;_ﬂ”f

’;matter at hand He said that they were- able to fuse
 themselves with the world j They . seemed . to possess an.
"ability to. melt themselves ‘into the subgect of their ﬂj

E :attentlon.f They were accepting of themselves and’ others,;k‘

’lreceptive to: people and things and had an ama21ng amount

of trust. He described these people further by saying
'Qythat they ‘were spontaneous, ‘expressive and had few 1 f

',;inhibitions., They perceived things in an aesthetic
s manner and had a: Ta01stic receptiv1ty towards the world

55 Abraham Maslow, The Farther Reaches of

’f1~'Human Nature, p. 62.

'.‘d55' Ibid., PP.‘61 71



Maslow p01nted out that not all creativity was

"'rconstructive.. Much of art is 1m1tation, aimed at the’

'market place andwmore concerned w1th technique and stylew'“v :

q=than artistic expression.} Maslow said that "To the -

- extent that creativeness is. constructive, synthesizing,

punifying, and 1ntegrat1ve, to that extent does it depend:-
i',in part on the inner integration of the person. n57 ;" B
, ' Maslow has spoken of primary ‘and secondary

_creativeness.v Primary creativeness 1s that "which comes R

"f;out of the unconSCious, which is the 'source of new discovery-fa
f»fof real novelty - of ideas which depart from what exists
v"_at this point. "5 ThlS 1s the 1n1t1al, 1nspirationa1 stage

- of the creative process.. Secondary creativeness is related

" to the finishing up, work stage of‘the creative process.__j ,‘

}fhﬂMaslow defines. much of science as, "A technique whereby

ﬁ:uncreative people can create and discover, by working

 along with a lot: of other people, by standing upon’ thei“a .

f{shoulders of people who have come before them, by being |
:fcautious and careful and so on. 39 o R
R -~ Maslow believes that we have neglected primary
"7‘creat1veness and that we should strive to nurture this

},Et true source of creativ1ty. He feels unlnhibited children hﬁpfr
”“"exhibit a ‘tremendous ‘amount of primary creativeness. »Hes~>rf”‘

1ufeels that repression has caused adults to. lose much of
_,their potential to experience this 1nitial stage of

1f“creat1v1ty.. He believes that there exists deep w1th1n

' 57. Abraham Maslow, Toward a Psychology of Being,,
1140 .

;~ 58 Abraham Maslow, The Farther Reaches of
Human Nature, p. 82 : e e

) _.59, Ibld., . 83. -
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' the unconscious of every human being a vast amount of

latent, primary Creativeness.f An example of this can ;mvgkﬂﬁd (it

“be seen in the dreams of people., In our dreams we
usually seem sharper, more humorous, braver, less
inhibited and more orlginal Part of the reason for this
is that in our dreams we don't experience the blockage _
and repreSSion that ‘we do in a waking state.- If we can
uncover the source of these controls and defenses, we '
can learn to bewmore complete and more creative human
beings. we wilI then be more in touch With our unconsc1ousf
- and more origlnal 1deas will then be free to flow to our
conSCious mind. Most highly creative people possess this
ability to go from a conscious to an unconscious level
and then:back. again quite easily.. They seem to have the
ability to turn primary creativeness on and off at w111.‘:

' Certain techniques have been employed to teach:a |
personvhow to nurture primary creativeness. "Bralnstorming"

. is one of these techniques. Brainstorming teaches people

to delay any judgement of creative products during the
‘initial‘stages»df,creativity. it has been"found that
one of the chief inhibitors of creativity is a too early
judgement”of the products of creation. The "brainstorming"'g
‘or "deferred Judgement" technique was originally developed
by advertising agenc1es to stimulate the production of
creative ideas among theéir employees. In the early stages
of creativity the employees were encouraged Yo produce
the wildest, most novel ideas that they could 1mag1ne.‘
They were. encouraged to let their thoughts float freely
from their unconscious minds. Because they were not

being Judged they experienced less blockage and more
primary process creativity.' They did not throw out the
ideas they got but saved all of them until much later in
_the creative process. ‘Teaching people the theory behind



the associative theory of creativity has also 1ed to an"i ‘
‘eincrease in divergent thinking and. creative production,zp"
| The non;udgemental acceptance of creatlve ideas

}U.can be . compared to Carl Roger's belief that the creation.f”

of psychologically healthy ‘people comes about once people5f>'
“have been’ unconditional accepted by others., Rogers ' \

';believes that once people have been given unconditional

positive regard by others they can learn to accept them-

’,'selves.; They - will then. see themselves in a positive,

’ favorable light.; This contrasts w1th the "conditional

"__facceptance" that we now most often practice.r We,have -

learned to Judge rather than accept people. We place'

‘ff_conditions upon ‘the granting of our love and acceptance.‘h'J

If a person is "good", successful wealthy or: famous, _“”‘

, v,-we will honor him, If a child makes ‘good. ‘grades, if a
/’;nprofessor publishes many articles or if a person conformsfl
~ to societal norms, he will be accepted If a child is a j”ffr'ﬁ
v '"mediocre student, 1f a professor lS more 1nterested in

”[‘teaching than research or. if a person is unconventional
‘the person may be rejected The regection of a person

_,di'early in life is szmilar to the re;ection of - ideas early ‘
~ .in the creative process.- In both cases. ‘the end. product

“w1ll be stunted | Psychologically healthy people have

Jihfexperienced enough acceptance in 1ife that when a 31tuation '
efo}which calls for creative acticn confronts them, they can S
- freely and confidently deal w1th ‘the problem in order to.

‘:find an appropriate solution.‘ They are not thwarted by

k”‘a'_the fears of reaection or disapproval that less healthy |

g people experience. » o . ‘ .
Frank Barron has noted that altered states of

"conscicusness also ‘have a tendency to strengthen a'h
'person s receptiVity 1o creative. production. These

‘~;'altered states of consciousness oftentimes come about



'<”‘exper1ences of absolute- freedom,

:,through the use of breathing exercises, fasting, the use s
~ of strobe lamps mountain climbing, bodily mortification,zf 3

" prolonged rhythmic singing or dancing, or through the use 'j;*'fz‘

of drugs., Lertain similar physiologlcal changes occur

~when experienclng any of these activities. Barron said
"that after being engaged in these above mentioned
'-experiences, there tends to be an increase in aesthetic -
.:sensibility, 1ntuition with others,vunusual assooiative‘;ff

'rhpatterns, higher philosophical m%givation and mystical

The humanistic psychologists have emphasized the

?wfdevelopment of the entire person as a key to the. nurturanceif'se'

o of creativ1ty.f MaleW‘believed that if people found their'

. true, real selves and acted to. please themselves 1nstead
©of others, they would be happier ‘and more: creative.'AT =
People would then not have a need to hide the unconsc1ous’i'
»part of their minds from their conscious mind and they

_}f—would be free to: dip into their unconscious, the part of
h;rthem that truly unites them W1th all other human beings.-gf“

- 60. Frank Barron, Creative Person and Creative .
‘Prooess (New York'; Holt“Rinehart and‘winston, Inc., 1969) -




 PART VI
"5[00NCLUSioN'

, In my study of creat1v1ty I noticed many :
: 81milarities between artistic and scientific creativity,f
artistic and scientific creators and the processes that
- they experience in order to develop novel products.'%l
believe that there are certain s1m11arit1es between f |
creative people,3whether they are mu81c1ans, blologists,
‘housewives or truck drivers, I also believe that the o
creative . processes that these people experience are 2
similar in many ways. Maslow has spoken of a "G" or
“general factor and an "S" or specific factor when dis-
'cuSSing creativity.61 He believed that if you worked
to - improve a general creative factor in people that the»'
» specific factors‘would also improve. Maslow believed that
'1if you improved people by explaining the assoc1ative theory
of creativ1ty to them, or by hav1ng them experience the
 deferred Judgement technique of brainstorming or if you
khelped_them galn;insight to their deeper. selves through
psychotherapy,‘that~the person would improve in manymﬁayS‘
- that you had not even counted on. It is almost as if |
people who are more creative let off sparks that touch all

‘d' aspects of 1life around them.u‘

I believe that most primary process creativ1ty is
very much related to the ass001ative recombinlng of
apparently dlSSlmllar 1deas, words, mu31ca1 notes, etc. a
‘When songwriters such as Jim Croce talk,about 1081ng£a
girl to "my best old ex-friend Ray" or when Bob Dylan
~says, "but I was so much,clderﬁthen,vI'm younger than

61. Abraham Maslow, The Farther Reaches of
‘ Human Vature, p. 73 S o

(-
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‘that now" we see words and thoughts twisted around 1n lf-fl]a&f5'f

;ﬂnew ways., When Einstein discovered his theory of |
}erelatiVity and when Poincare made hlS discoveries in
mathematics, they combined ideas" in new and different

o ways to come up with novel discoveries. In all of these

vpexamples we find creative people letting themselves go L
in something of a playful manner in order to create new |
Products.v.;‘ o ' B R “i, ]‘_ '

’ , Secondary process creativity is also Similar in _
".both art and sciencé in that it involves work. Song-,‘~vgt
 writers must discover the right lyrics, melodies, intro-r“

‘rt;,ductions, bridges and . endings for songs.‘ Scientists
“::must work to prove the in31ghts or. hunches that they

'experienced., The amount of work the number of people L;ff

‘-lyinvolved and the time it takes to complete a project

'vmay vary greatly, but secondary process creativity

"always lS related to rolling up one's sleeves and working.v*'

Brainstorming techniques have shown us that an.

_encouraging, non-judgemental environment is very importantr in'

in stimulating primary porcess creat1v1ty whether we arelj
, dealing w1th corporate officers, students, teachers,g;;ﬁf
f,people in advertis1ng or scientists. 1 believe. ‘that |
this is very’ much related to Carl Rogers' finding that
“jyou best create people by raising them (or g1v1ng them

*therapy) in a warm, accepting, non—gudgemental env1ron-3

“ment. nogers believes that. once you develop a sense of
;{_trust and worth in people that ‘you can then ‘work to

"ihichange their behav1ors and attitudes.n This is. Similar .

~to secondary process creativity in that once you experience o

",the inspiration, you must then work to complete the f,_”
';project L - e S
L The holistic approach to creativity is related

| °V7f to the belief that almost everyone has the potential

v,‘to be creative if the person is given the proper




_ienvironmental advantages._ Rather than viewing creativity =
-as a. gift granted to lucky indiv1duals or. creative people

- as random freaks of nature, the empha81s 1s placed on

developing all people in p031tive directions so as to ;5b

 enhance the creative potential stored w1th1n them._;The-i-

development of the whole person (of a person s mind

'jh;:body and emotions) is given top priorty.v A goal is set B
\_i:pto develop the best human beings p0831b1e and the best
7'society.} This philosophy 1s something that has been '

"fjneglected in Western s001ety for qulte some time.; ,;"“
: N The devolopment of a person's psyche involves

"creating a person with a clear, undistorted perception.»»-ffﬁ’

o People must gain 1n81ght into the ind1v1dual and societal - .

}Q'}repress1on that they experience and the neurotie behav1ors i SR
_that hold them back from living life to its fullest. '

" Maslow has said that »"The greatest cause of our alienation'i

.,]ﬁhfrom our real selves is our neurotic 1nvolvements with
v "]1other people, the historical hangers from childhoo& the
. irrational transferences,,in which past and ‘present are

"»confused,'and in which the adult acts like a child. "62 {sQ*

.. Once people learn to assert “their 1ndependence ‘and do. PR
‘7;>what they want to do. rather than what others want them S
‘eto do, they are on the path to psychological health and f,‘ﬂ o
”f;fa more creative lifestyle. e L P e

- _’ A most. 1mportant factor in the creative process
‘ »is for the creator to ‘have a clear, undistorted perception.‘_
" If the creatlve person experiences overwhelming guilt oY '

”‘7:anxiety when encountering an object ‘the ability “to

vpperceive will be thwarted and the encounter will not
~ be strong enough to- generate the enthusiasm necessary

:»'hto stimulate creativity. A sculpturzwho experiences

:.crippling guilt everytime he/she sees a. nude person will

.p52’5vixbi§,;_p.;65,'._




"7[shave difficulty appreciating the beauty of the human

jbody and transferring the. aesthetic apprec1ation into a i

: completed sculpture. People who strongly *epress much

of their experiences will have similar problems.; They e

will have difficulty in drawing on their unconscious and o
'”preconscious minds, something which is ‘a most important ‘

| 'part of ‘the associative recombining of diverse elements

'f”portion of ‘the creative process. People ‘who have been
 strongly attracted to the beauty of nature, but who '

‘if»conv1nce themselves that such attraction is a dangerous '

]twaste of time, Will probably repress and distort many of

\‘ the encounters they have ‘had in the natural world Later,i

"they won t have much to draw from when they hear a poem,

*‘_song or story which describes the beauty of the. outdoors.

This type of repression 1S very much related to

. the societal repression described by Carl Jung and

fh‘ Erich ‘Fromm. Fromm has noted how we' 1earn to see throughijﬂ'lb’“”

‘i al"SQCietal filter" at a very early age. Fromm said'

'~»,Every society, by its own- practice of living and
- by the mode of relatedness, of feeling, and
. perceiving, develops a system of categories .
- which determines the forms of awareness.- This g
 system works, as it were, like a "socially: Ea
_ ‘conditioned filter"; experience cannot enter

50

‘.vawareness unless it can penetrate this filter.-,;‘f“”r”“*:

S All sensations which are relevant to _
g individual - or group survival (pain, sexual
~ desire, hunger, etc.) have easy access to
' awareness. But when it comes to a more
- subtle or complex experience, like seeing =
" a rosebud in the earily morning, ‘a drop of -
~dew on it, while the air is still chilly,_ .
. the sun. coming up, a bird singing - this is an
- experience which in some cultures easily lends
- itself to awareness (for instance, in Japan)
~~while in modern Western culture this same
experience w1ll not usually come into awareness
- because it 1s not sufficiently "important" or
»'"eventful" to be noticed ~ Whether or noth,v -

| .
[




,"h'subtle affective experiences can arrive at

. awareness depends on the degree to which ';\ oL

- such experiences are cultivated in a given L
’-‘culture 63 o - L-g“ S

_ In America we are conditioned at home, at school

'1and through the mass media to be materialistic, individ-

ualistic and competivive.‘ In many ways we are also

v’_conditioned to be superficial passive, hero worshippers.tfd "
- Yhe great majority of the "news" that we see on T, V., in

:‘ the newspapers and in magazines is of a superficial o
"‘quality. Ve are fed a daily diet of instant analysis,

"hf:sensational crimes and “the bizarre \Examples~ Patty

'fHearst Hillside Strangler, Evil Kneivel Jaws, Star Wars,1?""

J'J_Charlie S Angels, The Hulk) ln many ways we re also
'”chonditioned to be. pass1ve spectators of life rather than

p, active partiCipants.l An example of this would ‘be to- o
‘icompare the number of adult males who spend Saturdays, '
' Sundays and Monday nights every fall watching football

"fgames on telev1s1on to the number who play touch football;tﬁ.”*f”
' We are also given a goodly number of heroes to 1dent1fy

Jt”with. ‘We - can choose between 0. J. Simpson, Woody Hayes,vff5

ff_Muhammad Ali, Paul McCartney, Peter Frampton, Jimmy Carter,;a.*”'
,"QRonald Reagan, Farrah Fawcett or Burt Reynolds. Hero . )
’;prorship has been v1gorously attacked by many psychologists
y Ziin the past few years.~ Dr. Wayne Dyer has stated that

yi.'when we worship others we are allowing them to determine‘f;ffr
- our values.‘ An example of ‘this 1s the child who says,--p'
“h]i"if ‘Bruce Jenner eats. Wheaties to get strong, so should

'VJI'" Dyer says, "Hero worship 1s a form of self—repudiation.
i It makes others more 1mportant than you, and relates your '

A _own- fulfillment to something outside yourself If you

b-rmake others your heroes and elevate them to positions

E - 63 | Erich rromm and D T buzuki, Zen Buddhism
. and Psychoanalvs1s (London. GeorgelAllen and Unwin, Ttd.,
:”1960) PP. 99-100.~3,_- _ L R R




above yourself then you are giving others the responsibllty
for your own good (or bad) feellngs."64 To feel absolutely
3 ‘horrlble because the Rams or Dodgers lost a ‘ball game is. '
an- example of self-repudlating hero worship.“ Such behav1or
is in many ways promoted in our. so01ety.v Erom a holistic
“viewpoint such behav1or is ‘not in the best 1nterest of
the 1ndiv1dual "~ As such it would not be in the best
jinterest of the person s creatlve potentlal.i If we spend

: -our time belng pass1vely entertalned, educated or informed

;fwe w111 deny ourselves. many opportunltles for powerful B

/'-f_encounters w1th other 1nd1v1duals, with- other objects in -

v'Tthgrowth

_ our env1ronments or with more rewardlng, deeper knowledge.»».‘
_These encounters are. the fuel for: creatlve action. They v
h are also very much related to enhanclng our personal

It is no coincidence that most creators re31st

'-FT_enculturation.. They must if they are to develop themselves“o -

-as 1ndiv1duals or if they are “to develop their creatlve
n*potential Maslow has. stated that ‘"Prlmary creatlve

"tlpeople are those who usually make trouble in an organlzation.,
: They are oftentimes unconvent10na1 and thelr colleagues

1oftentimes call them undisclpllned childlsh or unscientific "65“J
Even thcugh these tralts are con81dered inapproprlate in- '
- schools and other organlzatlons, they are 1mportant in

| *-"v.'the initial stages of creativity. The ~ability to play,

to dream and to be loose to Juggle facts are all 1mportant
_ ’9parts of prlmary creatlveness.o If we are “to encourage
“’creatlvity 1n our society we must flnd a place for these

g

J64., Wayne W. Dyer, Your Erroneous Zones,.; f

”'”(New York.v Avon Books, 1976) pp.. 152-53.

SRt 65, Abraham Maslow, The Farther Reaches of
Human Nature, p. 93.»,,' . : _ R




fh‘unCOnventional highly creative individualsli we'mﬁstu-fhfi’
c:also find ways to encourage primary creativeness in allo,u
,,people. ’ » S e s v- |
S I believe that the only way that organizations |
;3”will begin to stimulate creativity in lndiViduals(w111

}};,1be after our society and our government takes a serious :
o 1ook at devising a philosophy towards humanity. ‘We mustll””

: “define what good indiViduals are 1ike and we must set

~ some goals toward developing these types of 1ndividuals.*.ffﬂ"
'\rWe must also define what a good s001ety is like and make

'fplans to implement the establishment of such a society.,,”v

h_&here is no question that individual freedom and 1ndividualf“'“

7express1on are important cons1derations ‘when we consider

- the development of good people or a good scc1ety., Other

'i7factors must also be considered if we are to implement a ;.”

'5'program that stresses the holistic development of the

‘loindiv1dual. We must find ways for every person to. not
~ only read and write, but to have feelings of self-worth
) security and independence. This would only . come about -

safter we had a societal, cradle to grave, commitment toward.h'v'

all ‘human beings.w This would mean guaranteeing not only
i."adequate" but "good" child care, health care, education, o
}employment ‘and uelfare programs to all individuals in our

society. I could say that we could encourage creativity

-’a’by including the associative theory of creativity in

}z”teacher training programs or by hav1ng elementary school
R students experience brainstorming techniques, but I see.
--such programs as superficial band aide compromises to a
‘much greater problem.. I believe that the question of the
~development of creativ1ty is very much, if not- totally,_
tied in with the question of the complete development of ,fg-
ﬁthe individual. If we are to see great strides in R ‘
»creativ1ty, we must see great strldes in the development
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- of human beings., This is very. much related to the progress
| of our society and the whole human race. After more than

- one and one half years of studylng creativity, I am
conv1nced that we must take a holistic approach if we are B
to understand creat1v1ty or if we are to make 31gn1f1cant
improvement in the creatlve output of human beings.
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