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In this opening editorial to the new peer-reviewed journal
entitled “ Creativity: Theories - Research - Applications,” we
present our vision, mission and the philosophy of this new
journal in the field of creativity studies. As creativity researchers and editors, we start by identifying several gaps in
the existing creativity literature and propose how a new journal could fill them. We conclude with an invitation to scholars
worldwide to participate in the creation of this new, fascinating project.
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INTRODUCTION
The great majority of all works devoted to creativity – including articles published in this

first issue of the very first volume of Creativity: Theories – Research – Applications (CTRA)
– start with a kind of invocation, calling creativity the fuel of economic and cultural growth,
the source of flow and well-being, and the goal of functioning for parents, teachers, managers, politicians, and indeed everyone else. Even if such claims are heavily ideological,
they do reflect a very special and specific attitude creativity researchers share in common
– fascination or even love of their research topic. As creativity researchers are deeply engaged in, and strongly motivated to study the complex phenomena of creativity, they also
need much more space than before to share their ideas, theories, research findings or
even speculations. By creating this journal we aim at widening the number of possible

outputs for creativity researchers and scholars interested in related phenomena. In this
inaugural editorial we sketch our goals and plans, and invite potential contributors to consider publishing with us.
Why a new journal? Five building blocks
In the last few decades, the field of creativity studies has been growing rapidly. Decades
ago scholars involved in exploring the antecedents, correlates, conditions and consequences of creative thinking and functioning published their works in two - now classic journals: the Journal of Creative Behavior and the Creativity Research Journal. In recent
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years at least five new, dedicated journals have appeared: starting with the APA Division
10’s Psychology of Aesthetics, Creativity, and the Arts, and including Thinking Skills and
Creativity, Creativity and the Innovation Management, International Journal of Creativity
and Problem Solving, Creativity and Human Development, as well as Creativity and Leisure: An Interdisciplinary and Cross-Cultural Journal. If we add to these titles several creativity-related journals open to creativity research, but focused for instance, on art or giftedness (Gifted Child Quarterly, High Ability Studies, Empirical Studies in the Arts, Imagination, Cognition and Personality, among others), the number becomes hard to ignore.
Thus, readers may reasonably doubt and ask whether another journal is needed at all.

Our role is not to convince the unconvinced, but here we would like to clarify and present
our beliefs and arguments that guide the creation of this journal. We see at least five different building-blocks for this journal.
First, the great majority of all works published in creativity journals are quantitative in
nature. The research is usually correlational or experimental, less often meta-analytical or
historiometrical, but very rarely based on qualitative methods. We feel that space for creativity researchers who use qualitative methods is especially needed and we do hope that
CTRA will provide such space.
Second, the main creativity periodicals rarely include theoretical articles. We see this
as a serious obstacle and believe that CTRA may provide space for advanced, even controversial theoretical discussions about the main aspects of creativity theories, and generate constructive dialogue even about more speculative ideas.
Third, although creativity as a human activity and creativity research in general have
no boundaries, in fact there is wide differentiation of creativity studies across the world.
These different perceptions and paradigms in studying creativity have relatively rarely
been taken into consideration (see Kaufman & Sternberg, 2006). Some time ago, while
editing a special issue of the International Journal of Creativity and Problem Solving (see
Karwowski & Glăveanu, 2013; Glăveanu & Karwowski, 2013) we realized how many interesting studies on creativity are conducted in different parts of the world, and how rarely
these studies are published in mainstream creativity journals. Thus, we do believe that
CTRA will form a platform for sharing theoretical ideas, research results, and good practices of scholars from different parts of the world, not necessarily from just Western Europe and North America.
Fourth, creativity journals devote the majority of their space to presenting research papers. Theoretical papers are in the great minority, while there are almost no articles that
deal with the practical applications of creative thinking in art, school or family. We hope
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that CTRA will provide a forum for researchers, and practitioners to share their ideas
about the applications of creativity, as well as their own creative products.
Fifth, all creativity journals available on the market are in fact written from the perspective of one (rarely two) scholarly discipline – mainly psychology. Creativity, however, is
not only a psychological phenomenon. Hence, we will devote our time and energy to encourage scholars from other fields, such as sociology, education, art, anthropology, or
linguistics to share their ideas and present them in our pages. We are aware of the dangers of eclecticism, but we also believe that only a real dialogue between scholars from
different fields and specializations can push the science of creativity further.

What are we looking for?
Every editor dreams about high-quality, top-tier papers. So do we. But we are also realistic, and fully aware that expecting that a new journal will receive a number of revolutionary submissions is naive. We do believe and hope that in the near future leading creativity scholars will consider CTRA as an output for their best work. Although we invite all
scholars to share their research and theoretical ideas with us, at this point we should
highlight three important matters: openness to the new generation of researchers, no
harm in presenting null findings, and encouragement of replications.
Openness to the new generation. First and foremost, we would like to explicitly state

that we especially warmly invite young scholars and graduate students to share their ideas with an international audience. We all know how competitive the contemporary world
of science is and how difficult it is to publish a paper in a peer-reviewed journal. We offer
fast turn-around and extremely competent referees-just take a look at our Editorial Board.
No harm in null findings. Our drawers are full of non-significant results without any real
chance of getting to get published. Although null findings are always problematic, we are
open to publishing highly-powered and well-developed studies, even when the result is
inconsistent with the expectations, and not significant. We will encourage our reviewers to
focus on the quality of the study itself, not the p value. We do believe that literature brings
overestimated effect sizes due to the file drawer problem, and we think it is worth publishing well-designed studies irrespective of the result.
Encouragement of replications. The recent movement toward replications in psychology and the more general discussion about the quality of research in the field of psychology of creativity (Makel, 2014) deals with an extremely important problem that we would
also like to address. Our editorial policy emphasizes that replications, both direct and
conceptual, of important findings established in the psychology of creativity are welcome
and will be considered for publication.
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Of course these three elements do not limit our expectations, hopes and plans.
We do welcome studies from all levels and aspects of creativity: from very mini-c
(Kaufman & Beghetto, 2009) to eminent creativity, from case studies to massive quantitative works. We are open to theoretical papers and works that describe applications, programs and interventions. We plan to publish interviews with renowned creators and creativity researchers, as well as book reviews. As openness is the main characteristic of virtually all creative people, we admit it very seriously – we are really open to all kinds of interesting and high-quality works devoted to creativity.
Call for commentaries

Before we present this issue and the papers included in it, we would like to focus our
readers’ attention on the more specific call for commentaries. We are starting this new
journal with a very specific first part, entitled Theories. It is comprised of three papers
written by Vlad Petre Glăveanu from Aalborg University, Denmark, Izabela Lebuda from
the Academy of Special Education, Poland, as well as Michael Chruszczewski from the
University of Warsaw, Poland. These three papers share something in common – all are
thought-provoking, controversial at certain points, and posted in the main as “ positionpapers” presenting the Authors’ personal ideas and experiences in the field. We invite all
interested scholars to share their opinions and comments regarding any of these three
papers. In the near future we plan to publish special issues related to the condition of the
psychology of creativity and the question of whether it is really a field in crisis (see
Glăveanu’s paper). It is also our intention to publish a special issue dealing with the status of research on big-C creativity in the creativity literature, especially the costs associated with studying higher level creative achievement and its role for psychology and education (see Lebuda’s paper). Another special issue we are planning will be devoted to the
old, but still controversial topic of the associations between creativity and mental illness
(see Chruszczewski’s paper). We welcome all commentaries of no more than 1,500
words (including abstract, references, possible tables and figures) submitted by the end
of the October 2014.
This issue
This issue consists of eleven papers written by scholars who mainly represent Poland,
but also Denmark and Romania (Vlad Petre Glăveanu who is opening this issue is a Romanian scholar working in Denmark). Part I –Theories – is composed of the aforementioned articles by Glăveanu (“ The psychology of creativity: A critical reading” ), Lebuda
(“ Big C Research – The Big Challenge? Reflections from research into eminent creativity
in the light of the investment theory of creativity” ) and Chruszczewski (“ The creative side
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of mood disorders” ). These papers are not void of controversies, but we do see their
great potential for evoking a fruitful and constructive discussion based on the ideas presented there. Part II – Research – is composed of four papers, and presents empirical
studies conducted within qualitative (Chmielinska & Modrzejewska-Swigulska) or quantitative paradigms (Nowacki; Szen-Ziemianska; Pufal-Struzik & Szewczyk). Bartlomiej
Nowacki discusses the timely problem of creativity styles and describes the first steps toward adapting an instrument for measuring different styles of creativity in accordance with
Galenson’s theoretical model. Joanna Szen-Ziemianska, places her research within the
psychology of science and discusses the structure of self-beliefs concerning scientific

work and their consequences for creative activity and achievement in science. Aleksandra Chmielinska and Monika Modrzejewska-Swigulska present the results of qualitative
discussions with teachers concerning the barriers to innovative activity in- and out-of-the
school. Irena Pufal-Struzik and Agnieszka Szewczyk focus on the relationship between
adolescents’ creative attitudes and their perception of family functioning. Part III – Applications – includes four articles which mainly deal with art and showing how creativity
works in different settings. Anna Boguszewska attempts to build bridges between famous
artists’ styles of work and their educational consequences for teaching and didactic activity in a broad sense. Similarly, Ewa Tomaszewska presents her experiences with the application of art-based activity realized in a theatre setting, as a way of enriching the creative activity of children. Beata Sokolowska-Smyl, analyzes the role of early childhood experiences for the creativity of one of the most creative Polish painters of XX century –
Zdzislaw Beksinski. Finally, Czeslaw Dziekanowski closes this issue with an excerpt from
his prose – an example of creative work in a creativity journal.
The work on this issue took us longer than we had initially expected, but it would not
have been possible without the great enthusiasm of our authors and the priceless assistance of our reviewers – members of our Editorial Board. We also turned to external, ad
hoc experts for comments. We appreciate their help and the quality of the comments we
received.
Beginnings are frightening, but also intriguing. We believe we are beginning a new initiative that will turn into a fascinating adventure. We would be happy if you were to take
part in this adventure together with us. Enjoy reading this issue, but also remember our
invitation to create this journal with us.

Editors
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The psychology of creativity is nowadays a thriving field
of investigation, but also a discipline in crisis. This is the
premise for the critical reading of past and present work
within this area proposed here. The presentation follows the
typical headings of a research article, beginning with a consideration of research questions, definitions and their operationalization, as well as units of analysis, and continuing with
reflections on sample and method, discussion of theory and
practical implications. At each step, questions are raised
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to help us develop a stronger psychology of creativity in the
decades to come. In the end, six main points are placed on
a hypothetical agenda for future (creative) creativity research. In this sense, a critical reading is actually the first
step in the process of being constructive and calling for increased awareness and responsibility in relation to the future
of the discipline.
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The psychology of creativity is certainly a discipline that began the new millennium
as a blooming area of study, supported by more than a century of theorising and
a marked growth in research, particularly after the 1950s. There is a lot of confidence expressed today in the accumulation of findings and the continuous expansion of the field
(see Runco & Albert, 2010, for a historical overview). But there are also cautionary voices
that warn against increased fragmentation and dispersion (Hennessey & Amabile, 2010),

signs of chaotic rather than convergent growth. While we can all agree that creativity
studies are certainly developing (and one needs only to consider the number of handbooks and journals emerging in previous years, the present journal subscribing to this ascending trend), a vital question needs to be asked: developing towards what? It is my aim
here to raise and explore this central question for our discipline in the form of a critical
reading of past and present work. Without trying to overstate my conclusions regarding
the current state of affairs, a careful exploration of this area has led me to believe that the
psychology of creativity is close to a crisis, although its signs might not be perceived
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by many academics working within the field. And this is precisely what makes this ‘crisis’
more pervasive and difficult to overcome. It is my hope that, opening a debate about
where we are and where we are going in terms of creativity research can exorcise concerns that I know other colleagues share (for other reflective accounts see Pope, 2005;
Sawyer, 2012) and help us develop a constructive dialogue that will make the psychology
of creativity stronger and better equipped to continue its growth in the decades to come.
Before starting the discussion though, it is important to include a few disclaimers. First
of all, this is not intended to be a comprehensive review of the psychology of creativity
and those interested in obtaining a state of the art account can consult recent Annual Re-

views on this topic (Runco, 2004; Hennessey & Amabile, 2010). As such, the critical
reading I am proposing here is necessarily selective. This leaves (plenty of) room for potential counter-examples and I am the first to acknowledge that the critique developed in
the following sections applies to ‘mainstream’ research (i.e. the type of work welcomed
by / published in most journals, handbooks, etc.) and does not capture each and every
nuance of the broad creativity spectrum. It is even debatable what constitutes the
‘mainstream’ as many would either not recognise themselves as contributing to it, as
a marker of maintaining their own individuality, or consider it a catchall phrase, too wide
to ever be useful. In any case, my hope is that a working definition of current mainstream
approaches will emerge from the following presentation, rather than through a pre-set formulation. It is hard to avoid thinking about the psychology of creativity in terms of general
trends and more marginal positions. As is often the case, disruption and novelty often
come about from the ‘periphery’ and this paper will bring several examples of this dynamic. I should also note that what I consider here problematic, might well be taken as signs
of progress by some readers. In this case, divergence of opinion is actually productive as
no one particular researcher holds the uncontested ‘truth’ over what is the correct path to
follow. Pragmatically, it is through the consequences of following certain paths and abandoning others that we get to judge what is worthwhile and what is actually a dead-end.
Finally, this article should not be read as either a personal attack addressed to particular researchers or orientations within the psychology of creativity, nor as a discussion of
things that only other people do. I am the first to acknowledge the fact that my own work
shows signs of at least some of the questionable practices I discuss below and discovering such connections is not a sign of weakness, but an opportunity to consider future
steps more carefully. Necessarily the critique I raise is also partial so I would be very happy to see other contributions to this ‘list’, either building on or rejecting some
of my claims. In the end, the value of this exercise lies in the fact that a deeper reflection
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over implicit and explicit assumptions and practices within the psychology of creativity
can never be harmful but, if anything, strengthen our position within psychology and within the social sciences. Being critical is the first step towards being constructive and what
better time and place to take this step than in the pages of a brand new creativity journal,
a fresh space for dialogue and change within the discipline.
Asking questions: What creativity researchers are curious about
The first way to get to understand a field is to consider what kind of questions scholars
within it are asking, i.e., what they are curious about. A simple exercise in this regard can
be to read the titles of articles published by leading journals or consider what kind of re-

search is cited most. If one were to perform this exercise, what surely would emerge is
the fact that creativity researchers are curious about plenty of things! From neurological
to social aspects of creativity, from its measurements to its uses in various applied contexts, from antecedents to consequences, the questions asked by creativity scholars are
indeed impressive. And yet here lies perhaps one problem within the discipline: plenty of
divergence and relatively little (constructive) accumulation. We seem to be asking every
kind of question about creativity without listening enough to what others are doing or what
they have found. Of course, there are several key figures within this area whose work is
very often cited and widely known – surprisingly, only a handful of people, considering
how wide the range of contributors is – whose scholarship provides a kind of backbone
for many studies. Who, for instance, doesn’t know Wallas’s (1926) famous stages of the
creative process, who has not heard about Amabile’s (1996) Consensual Assessment
Technique, or come across Csikszentmihalyi’s (1988) systemic model of creativity?
(there are of course many more examples than those cited). But beyond these relatively
few common reference points, there is plenty of ‘chaotic’, uncoordinated knowledge construction, where a lot of what is found either is not read, or not built upon sufficiently. But
then again, this is certainly one of the key problems in psychology as a whole, rather than
being specific to the psychology of creativity in particular. Still, excessive idea generation
without sufficient ‘implementation’ is not a healthy state of affairs, as any creativity researcher knows.
There is a second aspect to this over-production that makes it even more problematic.
Scholars seem to have abandoned the ‘big’ questions in favour of increasingly specialised inquiries leading them to develop subfields of a subfield (adding small bricks to an
existing edifice) rather than contributing to our overall understanding of creativity
(consider the edifice itself). For example, in creativity research there is a strong interest in
the creative person. Within the person, a componential typology distinguishes between

13

The Psychology of Creativity: A Critical Reading / CREATIVITY 1(1) 2014

domain-relevant skills, creativity-relevant processes, and task motivation (Amabile, 1996).
Finally, within motivation there is a multitude of studies that experimentally or correlationally seek to uncover what stimulates intrinsic and extrinsic motivation for the task and with
what consequences. All of this sounds rather good and typical for any branch of science,
but what is often forgotten is the loop back from one’s micro-interest (e.g. the relationship
between rewards and intrinsic motivation) to the fundamental question of what ‘model’ of
the creative person this research is supported by and contributes to. In reality, even the
most specialised study builds on a massive number of assumptions about what creativity
is, what the person is and how it relates to other people, what the person and these other

people can do in relation to creativity, and so on. This concern goes beyond simply referencing relevant literature, it refers to the need to make explicit one’s paradigmatic assumptions. Side-stepping these kinds of fundamental questions (either because there is
no space in an article to say anything about them or because this is not what reviewers
would expect one to do) makes a narrow research focus go hand in hand with theoretical
short-sightedness. Perhaps there is no better example today than the growing interest
shown towards the neuropsychology of creativity, prompted to a great extent by the development of technologies that make the study of the human brain easier. Finding the
neurological correlates of creativity is a current fascination, but what this really tells us (or
can legitimately tell us) about creativity escapes many researchers engaged in this area
of investigation.
This leads me to another common worrying ‘symptom’ within the psychology
of creativity: the method-driven nature of the research. If there is a new research instrument out there, then it needs to be used for the study of creativity or variables assumed
to relate to it (e.g. intelligence, personality, knowledge, motivation, and so on). This kind
of work involves little theorising as the (real) reason why different aspects are measured
and related to creativity comes down to us being able to measure and relate them. Incidentally, this is also how correlational research became so popular within the field, going
hand in hand with advances in the psychometrics of creativity. Unfortunately though, this
tendency leads (paradoxically) to a decrease in overall research creativity. There seems
to be quite a lot of thinking ‘within the box’ and submitting to an established ‘orthodoxy’ of
either method or school of thought, despite the heterogeneity of the actual topics made
reference to above. What is very diverse at the level of particular concerns is surprisingly
similar at a meta-level of theory and method. This observation led me, previously, to define three main paradigms within creativity research: the He, the I, and the We (see
Glăveanu, 2010a). These points of focus – on the genius, the creative person, and the
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social aspects of creativity – remain visible in today’s literature and, depending on the
framework one chooses to work within, make easier the formulation of particular questions (and not others), the choice of participants and research design, and the procedures
for analysis and interpretation. This is not necessarily bad; the trouble is that researchers
adopting any one of these paradigmatic views are often not aware of their metatheoretical choices and their important consequences. In this sense, besides the questions actually formulated in various studies, most of the assumptions underpinning the
research remain unfortunately unquestioned. Among them, the strong individualistic ideology (Weiner, 2000) that still dominates the field, even in the social psychology of crea-

tivity, and is reflected not only at the level of research questions but also by the very definition of key concepts, including creativity, something I pass on to discuss next.
Definition: Making creativity operational
In 2004, following a review of the field and its relevance for educational psychologists,
Plucker and Beghetto noticed that researchers don’t usually bother to make explicit their
definition of creativity and, “ when a definition of creativity is offered in the literature, it often is prefaced with an ‘oh, by the way’ tone” (Plucker & Beghetto, 2004, p. 87). It is not
hard to understand why this is the case. First of all, the complexity of creativity as a phenomenon makes any one formulation of what it means (to be creative) difficult, to say the
least. In essence, scholars are faced with the unique task of making familiar a process
that leads to the production of unfamiliarity. On the other hand, and this can be related to
what was mentioned in the previous section, an attitude of unquestioned acceptance is
the norm and definitions are either taken from somebody else (the rhetorical appeal to
‘ethos’) or considered to be implicitly shared by the community. The latter, of course, is
not the case. In the end, offering a clear definition makes one vulnerable to criticism, including inquiries into how this definition actually plays into the methodology and the interpretation of the findings. Whatever the reason, the tendency to skip definitional work has
been noticed by journal editors and reviewers and today many of them require authors to
make explicit their premises (Runco & Jaeger, 2012). So, when formalised, what is the
most common understanding of creativity?
While “ the definition and assessment of creativity have long been a subject of disagreement and dissatisfaction among psychologists” (Amabile, 1996, p.19), and approaches to defining creativity vary in important ways (Barron & Harrington, 1981, p.
441), it is safe to assume that one of the best known formulations of what it means to be
creative focuses on products and proposes a two-factor criterion of novelty / originality
and value / usefulness / meaningfulness / appropriateness. Certainly there are differ-
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ences between novelty and originality (all original things are – initially – new, but not the
other way around), as well as between value at an individual and social level. However,
what this basic definition managed was to solve an important empirical problem for psychologists interested in creativity: it gave them a simple formulation that could be made
operational and save researchers from a series of difficult questions associated mostly
with the creative person and creative process. Moreover, this definition seems to agree to
some extent with lay conceptions of creativity since people other than psychologists are
inclined to associate creativity with novelty, originality, and value. In fact, creativity is such
a great quality to possess that it became used and abused in different milieus, from or-

ganisations to schools and political campaigns, to the extent that we run the risk now,
through “ unthinking repetition” , to “ make the word seem useless” (Williams, 1961, p. 3).
The same unconditionally positive aura seems to have followed creativity into the scientific arena, making it one of the few concepts in science that involve a kind of ‘moral’
judgement.
And yet, novelty and value (Weisberg, 1993) are in many ways problematic to use.
Novelty certainly is not sufficient for something to be called creative and, if adopted,
would make all things exemplify creativity (Hausman, 1979) since everything is or has
been new at some point. Moreover, for how long do we consider something to be ‘new’?
Novelty is necessarily temporal and the saying that ‘novelty wears off’ is not just a metaphor. This is why most turn to originality, or the ‘distance’ between the old and the new,
as a real criterion for creative work. Here again, other important questions (rarely asked
in practice) need to be raised: “ what constitutes a truly original idea? How different does
it need to be from other ideas to be ‘original?’” (Runco, 2007, p. 379). In the end, nothing
is truly original in the absolute sense of the word since, as we know, creative products
don’t emerge out of thin air, but out of the (re)combination of whatever exists. In this regard, novelty and originality need to be evaluated in relation to a socio-cultural background. And this is even more the case with usefulness or value. Useful for whom and
when would be the key interrogation here. A quick historical inquiry can immediately
show us that some great creators and creations did not start by being appreciated until
others were ready to understand them and the reverse is also true: people and things
‘lose’ the label of being creative all the time (otherwise history books would be expanded
beyond what is possible to hold between two covers). But isn’t there a risk also in reducing value to societal value? This ends up contributing to the effective exclusion of everyday life creative acts, including the creativity that takes place in the classroom (Cohen &
Ambrose, 1999).
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The above is simply an exercise in unpacking further what we mean by novelty, originality, and value, something that more researchers should pay attention to in their own
studies. A contextualisation of the classic (by now) definition of creativity is greatly needed, even if it only takes the form of: “ The creative work is a novel work that is accepted
as tenable or useful or satisfying by a group in some point in time” (Stein, 1953, p. 311;
emphasis added). Furthermore, we need to be open, as well, to alternative formulations.
One central limitation of what we have discussed here is that it ‘locates’ creativity at the
level of the creative product (which can be an object, an idea, a type of performance,
etc.), although it is people who actually create, use and appreciate this product. It would

be safer thus to say that creative products are not novel and useful per se but evaluated
as such within self – other relations (creator and peers, audiences, critics, etc.). A novel
criterion of creativity was proposed, for example, by Jerome Bruner (1962), who advocated for defining creative acts as acts that produce ‘effective surprise’. Acknowledging the
difficulty of operationalising this notion, Bruner nonetheless concluded that effective surprises “ seem rather to have the quality of obviousness about them when they occur, producing a shock of recognition, following which there is no longer astonishment” (Bruner,
1962, p. 18). Consequently, they involve not only product and cognition but also emotions, subjectivity, and the social environment.
Alternatives such as these receive little, if any attention and, in fact, one of the usual
ways of making creativity operational for research is by associating it with divergent thinking, “ probably the second most common definition of creativity” (Cohen & Ambrose,
1999, p. 11). Creativity scholars are well aware of the fact that divergent thinking is not
synonymous with creativity (Runco, 2007) but, because it is considered to tell us something relevant about at least the cognitive processes involved in creating, it has become
one of the golden standards of the discipline (although, of course the methodological
toolkit of creativity studies is broader than divergent thinking tests). The whole edifice of
psychometric creativity testing, following Guilford’s (1950) foundational input, is mainly
built around divergent thinking tasks and this long tradition is not about to change any
time soon. And this despite repeated calls for expanding such a narrow view and increasing the ecological validity of our approach. Even one of the towering figures of creativity
testing, Ellis Paul Torrance, the father of what is arguably one of the most used batteries
in the field, considered that “ creativity is almost infinite. It involves every sense – sight,
smell, hearing, feeling, taste, and even perhaps the extrasensory. Much of it is unseen,
nonverbal, and unconscious” (Torrance, 1988, p. 43). So, we can legitimately ask, how is
this experiential and ontological richness of creativity as a phenomenon ever contained in
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tasks like ‘please generate as many uses as possible for a brick’?
Analytical cuts and units of analysis
The work of defining and making a concept operational are part of a larger process of
considering it analytically and, therefore, scientifically. The act of analysis is necessarily
one of ‘violence’ towards the reality at hand, since it is grounded in segmenting the whole
into smaller pieces, simplifying it in the process, very often choosing what pieces are
more important and disregarding the rest. This analytical exercise typically results in clear
and distinguishable ‘units of analysis’, either the smallest / simplest or most appropriate
instances of a phenomenon that can be fruitfully studied. One way of uncovering units of

analysis in the case of creativity is to actually consider studies and their definitions and
focus. This is the kind of work Mel Rhodes (1962) engaged in and the typology he proposed remains, to this day, one of the most widely cited in the discipline. The four P’s of
creativity - person, process, product, press - are more than a conceptual organiser, they
are in fact units of analysis for creativity researchers. And indeed, the decades that followed saw scholars subscribe to one or more of these P’s and locate their studies within
them. A critique of the model and a rewriting of this typology was recently proposed elsewhere (Glăveanu, 2013); it is based on a central limitation associated with any analytical
‘cut’ performed on a otherwise unitary phenomenon: it results in separate, static, disjointed elements and ignores interactions and overlaps. In the words of Barron (1995, p. 32):
“ (...) the triadic division [product – process – person] is itself perhaps an oversimplification. There is not always a hard and fast line among the three aspects that in practice
have come to mark off areas of emphasis in the psychology of creativity. Many products are processes, and many processes are products. And a person is both a product
and a process. Each is in a sense ‘a field within a field’ – a field that never closes, for
we really are talking about open systems, delineated for purposes of abstraction as
product, process, and person.”
In an effort to recover this sense of unity and coordination between the four P’s, we need
to also consider what such an analytical abstraction leaves behind or reduces in the process. One clearly dismissed and yet crucially important element is time. Gruber and Wallace (1999) argued for including duration within the definition of creativity and nobody can
deny that creative work involves a lot of time to mature, to be expressed, to be explored,
etc. Moreover, there is a growing field of studies in the discipline looking at creative expression and development and sharing the assumption that “ creativity is quintessentially
a developmental matter” (Feldman, 1999, p. 170). And yet, if we take only the example of
developmental studies, most of them are cross-sectional rather than longitudinal, which
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means they actually focus on states rather than processes (see Valsiner, 1997). This is
even more the case when the emphasis is placed on the creative product, again outcome
rather than process. What is more worrying, “ psychologists who study creativity have
usually separated ideation, divergent thought, and insight on the one hand and execution,
implementation, and performance on the other” (Sawyer, 1998, p. 11). Furthermore, they
take idea generation as the domain proper of the psychology of creativity and thus reduced considerably the temporal dimension of what it means to create. Preparatory stages (that can be traced back far into the ontogenetic history of the person), the physical
action of making, the use and reactions to what is made, etc. are secondary for a psy-

chologist equipped mainly with divergent thinking tests.
Idea generation is also typically considered an ‘intra-psychological’ activity, something
that brings the individual to the fore and sends the environment to be background or even
out of the picture. It often doesn’t even include more than the individual’s cognitive faculties. In contrast, Bruner once remarked that “ the act of a man creating is the act of
a whole man” (Bruner, 1962, p. 18). What is there ‘inside’ the whole person? Gruber
(1998) proposed a dynamic perspective that articulates three loosely coupled subsystems: knowledge, purpose, and affect. This more comprehensive perspective leaves
room for synchronicity and also a-synchronicity in development. Gardner (1994) actually
believed that the latter is the real characteristic of creative individuals, “ an unusual configuration of talents, and an initial lack of fit among abilities, the domains in which the individual seeks to work, and the tastes and prejudices of the field” (Gardner, 1994, p. 146).
This observation is useful as it pushes towards an extension of our unit of analysis from
person to ‘person in context’. Recent decades have witnessed a resurgence of social
psychological studies of creativity (Hennessey, 2003), despite some negative reactions
see (Runco, 1999; Weisberg, 1993) from scholars who consider the social approach misleading because it introduces too much ‘noise’ into an otherwise neat intra-psychological
equation. The persistent obsession with the individual becomes manifest even in studies
of group creativity where the analytical focus is often on individual processes and contributions rather than emerging action (Sawyer, 1997). The study of one-off interactions is
also preferred in experimental studies of group creativity to the more cumbersome and
time-consuming longitudinal analysis of collaborative work. Under these circumstances, it
should come as no surprise that “ much evidence in the literature [points to the fact that]
groups may inhibit intellectual activity or optimal performance” (Paulus & Nijstad, 2003, p. 4).
Finally, another analytical ‘cut’ is performed in relation to objects and even the body of
the creator him or herself. If the atemporal, asocial mind is what researchers tend to focus on as a primary locus of creativity (atemporal and asocial mostly for the convenience
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of a more ‘parsimonious’ scientific analysis), then this mind also seems to float unsupported by eyes and ears, by hands and legs, by the world of material artefacts ‘out’ there,
ready to be used and transformed. The Geneplore model (Ward, Smith & Finke, 1999),
for as useful as it is to distinguish between two main, inter-related stages of creative production – the generation of ideas and their exploration, – says very little about the physicality of the environment or the embodied nature of creative work. And yet, ideas are never ethereal, they have a verbal, written, pictorial, bodily expression. Even when people
think, and all the more when they create, there is movement, and speech, and use of
tools like pens and paper, etc. A vision of distributed creativity (Glăveanu, 2014) is long

overdue in the discipline, one that would place creative work not outside the mind, but inbetween mind and environment, self and other, the psychological and the material. Such
a project can take inspiration from relatively recent developments in cognitive science
and particularly the work of scholars such as Ed Hutchins (1995). Creativity, just like cognition, needs to be studied and theorised more ‘in the wild’, outside the cognitive or computational models of psychologists and within the real world, in the very contexts of its
production and evaluation. It is there where to create means not to think but to do before,
during, and after getting ideas, to touch, and see, and be touched and seen in return.
In conclusion, proceeding analytically in the psychology of creativity is a requirement
for any scientific investigation. But there are analytical outcomes (or ‘cuts’) that can help
and others that are detrimental to our understanding and possibilities for practical action.
An often harmful distinction is, in my view, that between idea generation and idea implementation whenever the two are disconnected from each other. Making sure they have
a strong hold on what they think is the proper domain of psychology, ideas and/in minds,
and thus considering idea generation the true ‘moment’ of creation, psychologists managed to break creativity from innovation, learning, and perception. On the way, they also
incidentally made creativity theory and research much less interesting and relevant for
practitioners and colleagues from other disciplines. For instance, there is a growing community today in management and organisational studies that prefers the term innovation
and considers it “ the practical application of creative ideas” (Westwood & Low, 2003, p. 236).
While getting the idea is important, researchers in this field rightfully argue that seeing it
through is actually what matters most. Similarly, if creative ideas come to those who are
prepared for them, this long period of preparation is depicted as a less exciting or creative
(yet necessary) stage of learning and mastering a domain. But since when is learning ever divorced from creativity? How is it possible to learn without changing both the content
of learning and oneself as a learner? The same can be said about the creator – audience
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‘gap’. If our analytical focus is only on the person of the creator, defined as the author of
new and valuable work, we are missing out perhaps the most important part of creativity:
the reconstruction of this work, symbolic and material, when perceived and used by others. Without this ability to make existing things new by reworking our understanding of
them and relation to them, the Mona Lisa would simply be today an old, well-crafted
painting.
Sample and method
There are two main methodological paths taken by researchers working within the psychology of creativity. The first involves historical and present day case studies of im-

portant creative achievements while the second employs either psychometrics and laboratory studies for the investigation of creative problem solving (see Weisberg, 1993).
These approaches can be used to answer a variety of questions regarding creative people, from uncovering their personality profile to studying cognitive processes. In fact, individual-differences research into the creativity of ordinary individuals proceeds by either
selecting a sample of highly creative people and then comparing their profile to that of the
‘normal’ population, or simply applying both creativity and cognition / personality scales
and examining their correlation within an average population (Amabile, 1996). Whatever
way is chosen, there are important questions in relation to each practice that typically go
unanswered or unasked. For instance, based on what criteria do we choose highly creative individuals and how do we take into account the fact that such criteria are always relative to a certain time and group of reference? And even when the individuals chosen
seem to be universally acclaimed for their work (e.g. Newton, Da Vinci, Einstein), what
makes us sure that information about their profile tells us something relevant about mundane forms of creativity?
These kinds of questions address one important assumption made by creativity researchers – the existence of a creativity ‘continuum’ connecting great achievements (at
one end) to everyday creative expression (at the other). While similarity in terms of basic
underlying cognitive processes (Ward, 2001) is generally assumed, clearly there are both
contextual and psychological differences between creative acts (for a suggested typology
see Glăveanu, 2012a). This observation raises the fundamental issue of achieving a balance in our investigations of creativity between understanding generality and specificity
or, at a methodological level, applying nomothetic versus ideographic research principles.
On the one hand, we have the anonymous and universal subject of psychometric or experimental testing, inter-changeable and ‘average’ with regard to many variables. On the
other, the intensive, in-depth investigations of the unique creative individual (Gruber,
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2005), bringing to the fore his or her experience of creating within a dynamic context.
There are then other methods, such as historiometry, which try to make uniqueness
measurable and comparable by applying “ quantitative methods to archival data about
historic personalities and events to test nomothetic hypotheses about human thought,
feeling, and action” (Simonton, 1999a, p. 815). Although seemingly combining the ‘best’
of both paths described above, and offering us generalisable information about highly
creative individuals, historiometry falls prey to the limitation of any radical quantification
which is excessive abstraction of the individual from its complex social context
One way in which researchers attempted to bring this social and cultural context back

into the psychology of creativity is represented by the widely used Consensual Assessment Technique (CAT) applied to the evaluation of creative outcomes. Proposed by Teresa Amabile as a central methodological companion to her ‘social psychology of creativity’, CAT is based on the assumption that “ a product or response is creative to the extent
that appropriate observers independently agree it is creative” (Amabile, 1996, p. 33). In
this way, creativity assessment becomes grounded in intersubjective agreement about
the world and thus relative to the people and context of this agreement. However, the emphasis on convergence and consensus manages to challenge the very premise of CAT.
If evaluation is supposed to be contextual, that means that it can and should diverge
across different settings (based on who is evaluating creative outcomes and when this
evaluation takes place). This should lead us to more consistent efforts to uncover how
creativity assessment varies between different communities and at different moments in
time (for a methodological proposal, see Glăveanu, 2012b). And yet, by reducing the options of what an ‘appropriate observer’ is to expert judgement and making this panel of
experts homogeneous, findings from the application of CAT indicate, again and again,
that experts, in the absence of a formal definition, tend to agree about what is more versus less creative. Paradoxically, this conclusion reinforces the view of creativity as an almost ‘objective’ quality of the product rather than a function of the context.
Overall, it is safe to say that the psychology of creativity is still very much driven by
psychometrics, the ethos of measurement that actually got the field started in the first
place and helped psychologists turn the mysterious, almost mystical, capacity to create
into something that people can identify, assess, predict. What is rarely interrogated however is the ideology of psychometric assessment and the fact that it is fundamentally
based on the premise that creativity is “ a mental trait that can be quantified by appropriate measurement instruments” (Mayer, 1999, p. 452). Joining forces with experimental
studies of creativity, the two made quantification and control the golden standard for
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‘good’ science and ‘good’ research. The marginalisation of qualitative studies is both disconcerting and questionable (including the current decision of the Creativity Research
Journal to publish only quantitative research). The quantification of creativity, as also argued above, goes hand in hand with its simplification, to the point of not recognising anymore the phenomenon that we are trying so hard to understand. How can we ever relate
back, in a meaningful way, people’s capacity to generate ideas on demand, about things
they might have no or little interest for, to their everyday activity and experience as creative agents? How can we stop reading creativity ‘backwards’, in terms of its results, and
start exploring it ‘forwards’, in terms of its movement (Ingold & Hallam, 2007, p. 2)? How

can we observe more closely the microgenesis of creativity, its emergence within moment
to moment activity and interaction? Fundamentally, not by means of psychometrics as
currently defined and practiced.
Discussion and/no theory
All the issues raised above contribute to one of the most problematic aspects faced by
the psychology of creativity today: an increasing accumulation of research findings without being matched by theory-building. This doesn’t mean that all or even most studies are
atheoretical since, as we know, it is a requirement of having work published to perform at
least a minimal literature review and place one’s study within existing scholarship. The
issue is that the theoretical ambitions in most cases are rather limited. It might be that the
age of grand theories of human psychology has passed and we are left with mediumlevel theorising (Karwowski, 2012), but what exactly can we hope to achieve by creating
theories for a single branch or a single tree and missing the whole forest? There are
many constraints of space, time, aim, etc. that work against adopting a broader view and
making bolder theoretical claims but, if we are to keep the psychology of creativity thriving
in the decades to come, we need such thinking. What is more, we need to acknowledge
the importance of ‘grand theories’ for organising and guiding our research and, most significantly, we need to acknowledge that we are guided by such theories and paradigmatic
views even when we think we are not.
This might sound controversial but it is my belief that the first decades of the last century were, on the whole, much more creative in terms of theoretical thinking than what followed as the discipline grew bigger and bigger. If quantity is not necessarily related to
quality, then being productive as a research community doesn’t necessarily mean being
original and innovative. Starting the ‘official’ history of the discipline around the 1950s
and referring constantly to Guilford’s APA Presidential speech as a turning point serves
to obscure the fact that creative thinking about creativity happened long before (not to
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mention outside psychology). Thinkers like John Dewey, Sigmund Freud and James
Mark Baldwin, among many others, might not be immediately seen as creativity scholars
but they should be! If their efforts were aimed at constructing large theoretical frameworks, like pragmatism or psychoanalysis, this doesn’t mean they assigned creativity a
secondary position. On the contrary, a careful reading of Dewey’s (1934) Art as Experience reveals one of the most fascinating accounts of creativity as action (see Glăveanu,
2013b), while Baldwin’s (1903) developmental studies made not only adults but children
as well, at once, imitators and inventors. For Freud, every child at play behaves like a
creative writer since “ he creates a world of his own or, rather, rearranges the things of his

world in a new way which pleases him” (Freud, 1970, pp.126-127; in original 1908). Most
importantly, to understand his claim (just as any by Dewey, Baldwin, etc.) one needs to
situate it within the complex system of thought elaborated by the author. Freud’s parallel,
in this case, is not gratuitous. It draws on psychoanalytic theories of play and phantasy, of
repression and sublimation, of the interplay between a creative (Eros) and destructive
(Thanatos) principle embedded within our psychology. Is this viewpoint still legitimate, is
the whole theoretical edifice solid? This is of course open for debate but, what cannot be
contested is the impact of psychoanalysis on our thinking and research, within and beyond the psychology of creativity (we can consider, for instance, its relevance for research on creativity and pathology).
The conclusion to be drawn from here is that theory building is not reduced or reducible to understanding, for example, the fourth grade creativity slump with the help of psychometric investigations (as useful as this type of research is in its own right). These findings and middle-level models cannot float around, unsupported, they need to be ‘located’
somewhere within a conception of what creativity is in relation to what being a person is,
or what it means to live within a society and culture. Many will probably argue that the latter are not to be addressed by creativity researchers and, indeed, one cannot reasonably
be expected to first construct a theoretical framework of the magnitude of pragmatism or
psychoanalysis and only then be able to answer specific questions regarding creative
work. This is not the point. Grand theories already exist, and they are to be found not only
inside psychology (think for instance about Bergson’s work on creative evolution or Bourdieu’s concept of the habitus); it is a matter of knowing these theories and making the effort to understand and work with or against them. This is possible and has been previously done, for example in relation to Darwin’s theory of evolution (see Simonton’s, 1999b,
inquiry into whether creativity is a process of blind variation and selective retention).
There are also several examples of broad frameworks or typologies for understanding
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creative action and they include, among others, the Propulsion Theory of Creative Leadership (Sternberg, Kaufman & Pretz, 2003) or the Amusement Park Theory of Creativity
(Kaufman & Baer, 2004). We need more initiatives like these if the field is to make a real
contribution to scientific debates and practice, rather than run around in circles using the
same methods and concepts over and over again.
Practical implications: To be continued...
‘Why isn’t creativity more important to educational psychologists?’ was the question
asked by Plucker and Beghetto (2004), surprised not to find more creativity research cited and used by colleagues working in the field of education. This type of problem is nei-

ther new nor easy to solve (see also Urban, 1991; Houtz & Krug, 1995). It largely derives
from the weaknesses and limitations discussed above in relation to theory and method
within the psychology of creativity. There is little practitioners from education and other
applied fields, like business or art, can do with a conception of creativity as a mental
property or with measurement that focuses on product and potential instead of actual
practices. Unfortunately, although creativity researchers do argue for the practical importance of their work, they fall short of their promise by being very vague about their advice. When creativity articles do have a section (or rather a paragraph) on practical implications, these tend to simply reiterate why the general topic proposed or the findings are
interesting or important. What educators or managers should do with them is anyone’s
guess...
To understand how creativity research can become more relevant we need to return to
a theoretical consideration. Before trying to enhance creative expression, the crucial
question to ask is whether creativity can indeed be educated. There are very few who
would disagree with this premise and, historically, the psychology of creativity took shape
based on the assumption that psychologists can do something about creativity, helping
people to either become or remain creative (Guilford, 1950). However, the long-term fascination with inherited abilities and personality traits paradoxically runs counter to this aspiration. As Amabile eloquently observed:
“ There is not much that can be done about innate abilities and personality characteristics. Furthermore, although cognitive skills necessary for creative performance can be
developed, this process normally occurs over relatively long periods of time. By contrast, social environments influencing creativity can be changed easily and can have
immediately observable effects on performance” (Amabile, 1996, pp. XVI-XVII).
The theme of how to design environments conducive for creative performance has been
one of the most important topics for practically minded creativity researchers. And yet,
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once more, the theoretical perspective adopted to consider both person and environment
is not always the most productive as it typically imposes a strict and ultimately false separation between person and world, treated as two units of analysis instead of one integrated system. If the environment is simply made up of positive and negative stimulations,
according to an old behaviourist schema, then the creative output becomes a mere response conditioned by different independent and mediating variables. Unfortunately, the
everyday practice and experience of creating in the classroom, at the office, or in the art
studio doesn’t conform to this binary model of person interacting with environment. It relies instead on the two being inter-dependent (Glăveanu, 2011; Tanggaard, 2013), which

means that creative individuals exist within a social and material environment and this environment exists within the person as well. Moreover, studying creative performance in
artificial settings and with the help of unfamiliar tasks can only distort our understanding
of how creativity actually emerges outside the lab. Unfortunately, the focus in group creativity studies of brainstorming, for instance, has been on setting up one-off sessions
where people are called to generate ideas together, ignoring the fact that idea generation
is not a one time achievement but a continuous process embedded within long-term collaboration (Montuori & Purser, 1997). Being creative virtually on demand or among
strangers, a usual paradigm of research in this area, cannot possibly be very insightful for
people working with real life teams and organisations (Moran & John-Steiner, 2003, p. 82).
There is also the reverse of being overly concerned with control in experimental designs and trying to produce knowledge for practitioners in applied fields and this danger is
embodied by the ‘X steps to’ approach (or the toolbox approach; Purser & Montuori,
2000). Corporate training is full nowadays of pseudo-scientific conclusions and tricks of
the trade coming from supposed creativity studies. Their main fault, apart from the dubious nature of the research that supports them, is the implicit assumption that one size fits
all and that what works within one context will probably work in another, more or less similar one. Just as there is no single theory that can meaningfully cover all the dimensions
of what it means to create, there certainly is no one formula for how to be creative in
practice. Either not being concerned with the practical implications of one’s work or overpromising and simplifying an otherwise complex reality are dead-ends on the path to
more respectability among communities of practitioners. If the psychology of creativity is
to make an impact in real life, it needs to start its investigations from real life and not keep
them (completely) inside the laboratory or testing room. Turning the social, organisational, and educational arenas into an open laboratory is a clear necessity for academics,
even if this means going out of one’s comfort zone and challenging current ways of think-
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ing and doing research.
Finally, what we need to become more and more aware of as a community is the fact
that our research has important consequences for society, even when these consequences are unintended. This is because scientific findings do feed into lay representations
(see Moscovici, 1984) of what 'creativity' or the 'creative person' is. In this process, they
articulate with existing ideologies and systems of belief about human agency, the power
of institutions, and the political and economic system. It is not hard to notice, for instance,
that our current ideas about creativity and the emphasis on social, often economic, value,
relate to the ethos of consumerism (as creative and continuous production stimulates in-

creased consumption) and capitalism (stimulating private initiatives, competition, and
property over one's creations) and, ultimately, support discourses of growth and development strongly endorsed by 'First World' countries. The consequences of such thinking for
other parts of the world, as well as the environment, are becoming more and more visible
today and both academic and practitioners invested in the study of creativity can no longer ignore the global debate they themselves contribute to through their research. In this
sense, critical thinking should be at the core of research and stimulate an ongoing reflection on impact and social responsibility.
Future directions
After considering questions, definitions, analytical units, sample and methods, theoretical
and practical contributions, it is time to end, as most articles do, with future directions.
Just that, instead of considering what is commonly included under this heading, I will propose here a possible future agenda for creativity research. I started by claiming that the
psychology of creativity is experiencing a crisis, despite the growing number of studies,
journals, books and handbooks, etc., or the obvious appeal this type of research has for
the general public. From this perspective, opening a debate about the existence and nature of the ‘crisis’ can only be an opportunity to reflect on current practices and directions
of research and, indeed, look towards the next decades. My critique was admittedly
broad in scope and I reaffirm the conviction that what has been mentioned above doesn’t
apply to each and every piece of research in the literature. Moreover, several of what I
consider limitations might be taken as signs of progress by others, particularly progress in
the direction of a more positivistic study of creativity. And indeed, the advancement of
psychometrics or experimental designs, for example, did make significant contributions.
My aim is not to downplay one methodology or another (as each has its own virtues and
weaknesses), nor is it to claim that nothing of value has been achieved in the decades
since the 1950s (thus throwing out the baby with the bathwater). The point is that we
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need to build more systematically on what we have achieved as a field and, at the same
time, do so in a critical manner. Being critical in this case is not a sign of scepticism but
the first step towards being constructive and more engaged.
My own work, aiming to establish a cultural psychology of creativity (Glăveanu,
2010a,b), has focused on several of the limitations mentioned above and tried to tackle
old habits of thought in relation to creativity, the creative person, process, product, and
environment. This discipline, still situated at the periphery, has the potential of leading us
towards new and exciting directions for theory and research. It can also make the study
of creativity more inter-disciplinary and help us get out of the ‘box’ of what psychology

considers valid and useful. It is my deep belief that scientific questions should not be formulated from particular disciplinary positions but focus on the actual topic or phenomenon under investigation. The real world is not neatly and conveniently segmented into
parts ascribed to psychologists, to sociologists, to biologists, etc. We are the ones creating our own segments of interest and when they are too narrow (like an exclusive focus
on person or product) it is not only the big picture that we are missing but also the chance
to engage in dialogue with people who share similar concerns. At the same time, the cultural psychological approach is only one among other valid approaches to creativity and
our task is to consider how to put these perspectives into dialogue instead of creating
new theoretical and methodological ‘boxes’ for them.
Based on the points made here about the current state of the psychology of creativity,
there are a few take-away conclusions for future research. Many of these will seem obvious, but it is taken together that I believe they can make a powerful impact on the field
and help it move forward:
1. Ask bold, new, and surprising questions. It might seem at times, considering the extent of the literature, that most of the key questions have been asked already and one
can only add an extra variable or test a common hypothesis on a new sample. This perception is wrong: it is the ‘old’ questions that have been asked again and again, truly innovative ones are still waiting to be raised.
2. Reflect on definitions, do not simply take them for granted. And this includes of
course the definition of creativity. It is perfectly justifiable to use classic formulations that
point to novelty, originality, value, etc. but do so in a critical manner. In particular, see
how definitions relate to the methodology used and constrain or facilitate data analysis
and interpretation.
3. Challenge traditional units of analysis. While zooming in on the individual is legitimate in cases where the research question refers to individual variables, we should be
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careful to avoid letting this unit of analysis – the individual mind – drive our questions.
Many interesting interrogations actually push the researcher towards challenging traditional analytical ‘cuts’ that separate person from environment, product from process, and
so on. It is important in these cases not to abandon such questions or constrain them by
applying the usual methodologies, ready at hand.
4. Look for unique, interesting samples and develop new methods. Related to the previous point, it is always important to remember that, when a certain method (for data collection or analysis) doesn’t seem to exist, we can invent it and/or draw inspiration from
other disciplines in the process. In fact, methodological exchanges are as important as

theoretical ones and a cross-disciplinary practice that unfortunately is rare so far. Also
think about going beyond psychology students and acknowledged creators as participants. The world is full of people who, due to their social or personal circumstances, have
something interesting to tell us about creativity.
5. Build theory, don’t just cite it. The literature review and discussion sections are not
simply an occasion to cite the works you are expected to cite, but should be treated as an
opportunity to position your concern and your findings within a broader context. In describing this context one needs to reflect not only on what theories explicitly state, but also on what they implicitly entail about creativity, cognition, culture, and so on. Contributing to the paradigmatic debates within the discipline is more valuable than adding another citation within a micro-field of inquiry.
6. Think practically about your conclusions. Creativity research is more than a scientific
or academic exercise. Creative action is part of the life of people and their activity, so its
study is unavoidably an intervention that has the potential to shape both, a potential not
to be wasted!
These are six fairly general principles for the agenda of future (creative) creativity research. The list is of course open to additions. The main aim, as argued throughout this
article, is to build more systematically on what we have collectively achieved as a scientific community and, at the same time, do so in a critical and reflective manner. Just like
creativity, the discipline itself requires dialogue and collaboration and its outcomes are
not the product of individual thinking but of joint efforts. As a community, creativity researchers should take a good look at their own studies and think about how their conclusions concerning creativity can be used to revitalise the field. In the end, knowledge
about creativity is, or should be at least, a creative outcome. How this outcome comes
about and can be put to better use remain open questions for us all.
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INTRODUCTION
The present text is unusual in relation to articles that are usually found in scientific journals. Instead of presenting a literature review, research results or a new theoretical model, I put forward my thoughts concerning studying eminent creativity. The argument pre-

sented is based on my research experience, which I discuss with reference to the investment theory of creativity (Sternberg & Lubart, 1991). This approach focuses on the role
of buying ideas low and selling them high, thus the choice of a field, subfield or theme,
where one meets little competition and which is not highly time- or energy-consuming, but
there is an increasing demand for products of a given area (see also Rubenson & Runco,
1992). The investment theory in creativity is usually applied to explain the problems associated with studying eminent creativity. The regularities that it describes, however, are
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a good starting point for the interpretation of the phenomena associated with other levels
of creativity as well (Kaufman, 2009), especially professional creativity (Pro-c creativity).
The idea for presenting the article in this way emerged during a graduate class, where
I advised students on choosing the subject of their work by suggesting that they should
try to buy low and sell high (Sternberg & Lubart, 1991). In order to present this metaphor
more vividly, I started looking for an example by going through all my research projects
and it occurred to me that one of them may actually be an anti-example, in that it requires
considerable investment and the profit is very uncertain.
For over two years, I have been conducting a project devoted to identifying the roles

that educational experiences and significant others play in a creator’s life, on the path towards eminent creativity in chosen fields. During this project, I have made numerous investments, which, in comparison to other projects that I lead or participate in, are unusual
and demanding. They could be measured in hours spent organising and conducting research, in the hundreds of kilometres travelling to meet respondents at a place of their
choosing, or in the thousands of miles travelling to Claremont Graduate University, which
I visited in order to deepen my knowledge and improve my skills in the area of creativity
research under the wings of Mihaly Csikszentmihalyi (1997).
The cost of the topics chosen goes beyond the time devoted, travelled in kilometres
and miles, and the need to familiarise myself with the achievements and methodology
typical for this subfield. The cost of research on eminent creativity is associated with undertaking a number of arbitrary, thus risky, decisions, which do not guarantee profits i.e.
exposure of the results to a wider audience. Every research project requires involvement,
and the author does not know how interested other researchers are likely to be in the results. In this article, I will only focus on the challenges specific to the study of eminent creativity.
CHALLENGES IN RESEARCH ON EMINENT CREATIVITY
Challenge 1. Participant Selection
The first investment decision that needs to be made by the researcher is the selection of
the study participants i.e. convincing first the internal university authorities, then external
organisations funding grants, and ultimately the readers of publications, that the creators
elected deserve the title ‘eminent’ (see Barsalou & Prinz, 1997; Boden, 1996; Csikszentmihalyi, 1997; Kaufman & Beghetto, 2009; Richards, 1990; Simonton, 2010). This problem is particularly pronounced when presenting the results of studies to an intercultural
arena, in the broader environment in which what are deemed to be creative, eminent
works in one country or region, within another may be completely unknown (Stein, 1953;
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see also Boldface-C Creativity, Simonton, 2010, p. 175). Apart from the cultural differences in the evaluation of eminent creativity (Niu & Sternberg, 2006; Rudowicz, 2003),
the researcher faces the need to distinguish between professional level creativity (Pro-c)
and eminent level creativity (Big-C) (Kaufman & Beghetto, 2009). A popular method is to
appeal to the proof of social judgment and thus to public opinion. However, this method is
not perfectly reliable because the judgment of a person not involved in the subject of creativity is, to a large extent, affected by frequency of contact with the information and its
distinctiveness (Kahneman, Slovic & Tversky, 1982). Thus it is easy to blur the boundaries between eminent creativity and popularity, as the latter depends hugely on the field

represented - the actor has a higher chance of becoming popular than the director, the
director than the editor, and all of them have a greater chance of popularity than scientists. Doubts of the researcher–investor about these criteria are enforced by the results of
an online survey (Karwowski & Lebuda, will be published in 2015), in which adult Poles
(N = 302) were asked to indicate the most creative living Pole. Nearly every third person
(29.4%) was unable to identify an individual of this Kind or thought that no one deserved
the title, 3.6% of respondents, despite the instructions, chose an egalitarian understanding of the term and pointed to themselves, a member of their family, or gave the answer:
‘everyone’. A small proportion of the respondents (2.3%) suggested deceased creators:
Boleslaw Prus, Marie Sklodowska-Currie, Mikolaj Kopernik, Adam Mickiewicz, Fryderyk
Chopin, and even the Dalai Lama appeared among the suggestions for living Poles
(0.3%). The most popular choices among living people were: Lech Walesa (5.0%) and
Andrzej Wajda (4.0%). Interestingly, social activists (Jerzy Owsiak and Janina Ochojska)
were mentioned by 3.0% of respondents (see McGonigal, 2010), and 15.3% chose a politician as a creator (see also Gardner, 1993; Simonton, 1994). Further comments from respondents showed that eminent creativity in politics does not always have a positive association (being even extremely negative or malevolent, see Cropley, Kaufman, Cropley
& Runco, 2010). Among the long list of names, most got single votes. The large variety of
results, the low indices obtained by the person most frequently indicated and the high
percentage of ‘do not know’ answers, confirm the problems of respondents with identification of an eminent creator (Baer, 1998, 2010; Baer & Kaufman, 2005).
An alternative solution is to ask experts judged as competent in a given field to complete a survey (Amabile, 1982). However, representatives from this domain usually have
even more strongly varied opinions than laymen (Getzels & Csikszentmihalyi,1969).
Opinions from the field (Csikszentmihalyi, 1997) largely depend on affiliation with certain
trends and desired aesthetics (Eysenck, 1995). It is also conceivable that the evaluated
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product (or person through the prism of achievements) can be so original, that the recipients, even professionals, will not be able to understand and appreciate them (Simonton,
1984). During interviews with two professional music critics and one film critic, I asked
about the criteria for assessing creativity. They emphasised two main aspects—the recipient’s (specialist’s) personal feelings and novelty, not only in a social context, but also
a personal one, including the personal transgressions of the author i.e. change of direction in his or her career, which is regarded as evidence of continuous study and efforts to
expand their creative developments. The professional critics stressed that art criticism is
very subjective:

“ I cannot say that this is good, I like it, yes. I favour constructive criticism, I write only
about what is valuable to me, I ignore what does not fit my sensibility. I am glad that
there are people who want to listen to my opinion and want to use it as direction, it is
a privilege and responsibility to be an advisor in an area where there is no clear measure of good and bad.”
Determination of the measure in assessing eminent creativity is another problem. Scales
used for such assessments often do not match artistic or scientific realities. According to
conversations with creators, this is particularly evident in the teaching of professional creativity-in the words of a film director:
“ The fact – let’s say – that art is graded like in a primary school, someone got A or F,
the idea itself is absurd. I’m curious how my lecturers would assess The Godfather or
Four Tank Men and a Dog? The film is bad (did not pass,) or good (passed), or exceptional (prize, festivals – priceless for a student).”
The researcher–investor must be aware of the fact that the assessment of creativity is
influenced by characteristics unrelated to the quality of the work(s) (Kasof, 1995). Attributions, constructed on the basis of non-artistic or non-scientific characteristics, interfere
with assessments made by the layman (Lebuda & Karwowski, 2013), and those made by
professionals who are subject to different types of illusions, for example, evaluating and
shaping the image of the creator based on his/her external characteristics. One Polish
writer interviewed, deems this a sign of a lack of competence in the case of critics and says:
“ When it comes to image, people think it is important that I dress weird, but I think
it’s completely unrelated to writing. It just irritates me in the sense that no one writes
about the way in which Marcin Swietlicki dresses, but it is also a matter of Polish criticism, which is not of a high standard and is moving in the direction of some sort of
tabloidization.”
Selection of appropriate criteria for assessing levels of creativity is one of the biggest in-
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vestment risks and challenges that the researcher faces. Dean Keith Simonton, in e-mail
correspondence described it this way:
“ It’s hard to get samples of truly eminent creators—the creative geniuses—without using historical and biographical data. Yet the latter do not allow the application of psychometric and interview techniques. Everybody agrees that Albert Einstein was highly
creative, but how can such greats be best studied retrospectively?”
Rating excellence is easier in the case of deceased artists whose achievements are completed and easy to access, the investigator is limited by the confidentiality of information
to a lesser extent, and it is also easier to establish the criteria for excellence, especially if

enough time has passed since their death, which allows the researcher, for example, to
determine the number of references to the author’s works by people in the field he
worked in and more widely. Indeed, in the study mentioned above (Karwowski & Lebuda,
will be published in 2015), participants agreed on the choice of eminent deceased Polish
creators to a much greater extent than when making nominations from among those still
living; in this case only 9.4% of respondents answered ‘I do not know’ or ‘no one’. Indications were also to a greater extent consistent-every fourth respondent chose John Paul II
as an eminent creator (21.9%), and this choice was followed by: Marie Sklodowska-Curie
(13.9%), Mikolaj Kopernik (10.3%), Wislawa Szymborska (8.3%), and Fryderyk Chopin
(4.9%). Even though, in the case of the achievements of the deceased, researchers can
easily operationalise criteria for eminent creativity, such analysis has an essential restriction, particularly in the case of application projects whose aim is to formulate conditions for practical action.
Challenge 2. Reaching out to Participants and Convincing Them to Take Part in the Study
In the case study on eminent creativity in a personal context, when it comes to living creators, a lot of effort was required to contact potential participants and obtain their consent
to participate in the study. In the academic environment, researchers can contact creative
individuals through their website and expect that they will understand the difficulties with
conducting such a study and be willing to cooperate. Among the e-mails I sent to Nobel
Prize winners, whose contact details I found on their websites, the majority answered in
person or through their assistants. Even where people were unable to fully commit to the
project at the time, wherever possible, they tried to support the research. For example,
the assistant of one of the 2012 Nobel Prize winners, in reply to my request answered:
“ The professor has a lot of obligations, please, select one or two most important questions and we will try to reply as soon as possible.” It is considerably harder to contact eminent artists, who are often represented by their managers or for whom the realities of sci-
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entific research are distant. Here is the e-mail reply from the media manager of one of the
Polish musicians I attempted to contact: ‘The interview on the new album will be published in <Title of the journal>, please, use the text and send your essay for approval via
e-mail’.
Successfully contacting respondents and eminent artists does not ensure success and
is not a guarantee of consent to participate in research. One of the obstacles is represented by the specific, often fixed creative mindsets (Dweck, 2006; Karwowski, 2013) of
artists and academics. I selected three such types of judgments on the basis of conversations conducted. First, a romantic belief in the mystical nature of creativity and thus the

impossibility of studying or measuring it is illustrated by the opinion of a Polish film director:
“ It is very difficult not to fall into banality. And on the other hand, one should talk about
it honestly. I believe it is …. I believe, so it is a question of belief – that it is not completely coming from me. I believe, that I am a transmitter and that on my ‘purity’ depends the quality of later works of art. I have a chance, I happen to have a chance to
be connected, somehow, to the territory …. I have got access to a territory, from which
it can be pulled down to Earth. And then, the most important things are created –
things that shape and change me, and therefore change the environment that receives
this creation. And it is a great privilege, a great chance. It happens very rarely, of
course, it is usually very difficult to hold on to this state. And then, when it is not there,
the only things left are: cleverness, skills and craft. However, I think that we may speak
about some sort of revelations. I felt, quite distinctly, when something important was
about to be created and usually I was right. I had a feeling of connection with some territory that cannot be described, cannot be transmitted …. and one should not look inside there and try to specify it any further.”
The second group of judgments is related to the identity of the creator and the conviction
that every creator is different, so you should not seek to generalise. The following is from
a conversation with a famous performer:
“ It seems to me that I am such a lunatic, I mean, different from the rest of the artists,
that I cannot be assigned to any trend, so I do not know if what I say would be helpful.
…. that is the way with artists, everyone is different and it cannot be interlinked, as you
suggested, ‘problematically” .
The final conviction, which made it difficult to encourage eminent artists to participate in
the study, was the belief that creativity is the result of an innate talent/gift, therefore the
study of creativity cannot lead to important conclusions for educational or therapeutic
practice-a man is or is not born a creator. According to an artist and long-time educator:
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‘I cannot teach anyone talent. I am not getting involved with ideas unless they go beyond
the ethical sphere’.
Creators invited to participate in the study were often concerned about their image,
they were afraid of testing, of losing their privacy. In conversations, they emphasised that
art is their preferred form of expression and communication, asserting that talking about it
is embarrassing, suggesting it interferes with their private sphere. Some artists did not
want to talk about their work or themselves, because, as stated by a famous musician:
‘it is not something unusual, it is years of craft, everyday work, but for me it is better if
people see inside me an artist …. who drinks, is crazy about women and creates under

inspiration and for sure, is in pain at the source’. Concerns about self-image bind to the
subsequent problem of deliberate distortion of information, selective choice of data in order to confirm the creativity myth, sometimes not just the myth of the creator but of the
whole creative field.
Challenge 3. Choice of Study Method
Participating creators were particularly concerned about quantitative measurements, considering them more difficult to consciously control, and consequently they thought that
they gave a better chance of getting negative evaluative results. Creators, especially
those who are popular, feared revealing individual results to the public. This is probably
the reason why, studies of eminent creativity, which use questionnaires or tests, are so
rare (Mroz, 2008). Published studies do not use instruments to measure creative ability
because such tests or questionnaires are inadequate, their purpose is to study creative
potential and the proposed tasks usually comprise different types of puzzles which do not
take into account the context of field creativity (Plucker & Makel, 2010; Plucker & Runco, 1998).
Due to the concerns of participants and the lack of appropriate measurement instruments, researchers have usually chosen qualitative methods. This choice allows one to
explore some topics in greater depth, but consequently makes it difficult to generalise the
information obtained (Simonton, 2014a). It also entails a mundane, but very important issue for the researcher–investor—the need to authorise the information obtained and often its interpretation. This may mean entering into an uncertain market which could pose
a particular threat to investment. This is especially difficult when creators want to withdraw their consent at the point where approval is sought for the final report. In such a situation, the researcher may experience a crash and lose all of his invested assets. This is
a risk, especially in the light of scheduled projects financed from external sources, and
could be a serious argument for discouraging investment in the elite trend of research on
creativity.
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The researcher of eminent creativity who decides to use existing sources encounters
limitations of a different nature: a lack of general information limited to existing sources
(Cox, 1926; Simonton, 1990;), and very often secondary data, anecdotal features, or interpretations written by biographers, historians and other researchers. In analyses of eminent living artists, and also of their environment and works, existing data is rarely used
(Karwowski & Lebuda, 2013, 2014).
Challenge 4. Publication of the Study Results
If the researcher has overcome the above problems and has secured acceptance for the
prepared analyses, it is time of selling, to present the results to a wider audience. What

are the chances to sell at a profit? For this purpose, fundamental and technical analyses
may be helpful (Sternberg & Lubart, 1996)—an overview of how important the information
obtained is, and to what extent the market is saturated with this type of product. Among
researchers working on eminent creativity there is a demand for more diverse studies realized within different subfields of psychology (Simonton, 2009). In response to my question: Are studies of eminent creativity lacking any specific type of research? If yes, what
type of research is still needed? Dean Simonton, expert on historiometry, answered:
‘We can never have too much research on this topic! We need more research on the nature–nurture issue, on the mad–genius controversy, etc. etc.’
Many of the topics from the psychology of eminent creativity seem to be fully covered
(e.g. the relationship of mental disorders and affective disorders with creative activities),
but many of them are superficial in nature and one can easily point to numerous theoretical, methodological, analytical and interpretational simplifications (Piffer, 2012; Simonton,
2014b). In this area of research there is a need to not only find new, untouched topics,
but to also to re-analyse previously obtained results and revise existing conclusions.
In order to estimate what the market of eminent creativity research looks like,
I conducted a simple technical analysis. I analysed a number of scientific articles published in 2013 in four key creativity journals: Creativity Research Journal (CRJ ) (four issues, 42 articles in total), Psychology of Aesthetics, Creativity, and the Arts (PACA) (four
issues, 37 articles), The Journal of Creative Behavior (JCB) (four issues, 15 articles) and
Thinking Skills and Creativity (TSC) (three issues, 41 articles), (see Beghetto, Plucker
& MaKinster, 2001; Feist & Runco, 1993; Sternberg & Lubart, 1999, 2010). I included 135
articles in the analysis; excluding short research notes (CRJ), introductions from editors
(PACA), conclusions of special editions (JCB) and book reviews (TSC). I classified the
articles based on the 4C classification (Kaufman & Beghetto, 2009) and coded articles
devoted to potential creativity (mini- and little-c) together; separate categories were in-
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cluded for articles devoted to professional creativity and on eminent creativity. I based
classification of the texts mainly on the content of the abstract, keywords, and in the case
of empirical texts on the research methodology. Among the 135 articles from all four journals, only two (1.5%) (Boerner & Jobst, 2013; Swami, 2013) dealt with eminent creativity,
and 22 (16.0%) with professional creativity (12 PACA; 7 CRJ; 2 TSC; 1 JCB), for example: Chan, Hui, Cheng and Ng, (2013); Karpova, Marcketti and Kamm, (2013); Necka and
Hlawacz, (2013); Simoens and Tervaniemi, (2013). Among articles devoted to professional creativity: 16 (72.8%) were based on quantitative analyses, three (13.6%) on qualitative analyses and three (13.6%) represented theoretical considerations; both articles on

eminent creativity were supported with results from quantitative analyses (see also Feist
& Runco, 1993).
The results do not lead to obvious conclusions. On the one hand, the small number of
articles devoted to eminent creativity and the lack of qualitative research in this field could
form a niche for researchers. On the other hand however, it may indicate saturation of the
market, or specific editorial policy, rejecting articles on the subject (Plucker, Beghetto
& Dow, 2004, 1985; Plucker & Beghetto, 2003) or those conducted within a specific research paradigm-in the end, psychobiographical studies are sometimes treated as quasiscientific, concerning individuals, not general regularities (Simonton, 2009).
DISCUSSION AND CONCLUSION
Over the past two years, I interviewed about 50 people involved professionally in creativity, whose works are socially recognised, at least in Poland. Unfortunately it is still too early to speak about profits, although in the context of parallel projects, I can already speak
of tangible results: publications sold for a satisfactory price in the main journals of the
field. It seems that for those researchers who are not yet tenured and do not merely want
to be speculators (short-term players) in the study of eminent creativity, who are at the
same time obliged comply with the applicable rules of professional advancement, it is
necessary for an investment strategy of diversification of their investment portfolio-to get
involved in more than one project or research topic.
Assuming that scientific work in particular research, is a creative task (Simonton,
2004), researchers can look at their past and future projects in the light of the investment
theory of creativity (Sternberg & Lubart, 1991, 1996) and assess current and considered
projects in terms of the profitability of issues, topics and research methods undertaken.
It seems that in the light of investment theory research on eminent creativity is associated
with numerous challenges, requiring the investment of considerable resources, a high risk
of failure and difficulties with the sale (publication), but with little competition.
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The reflections from the research experience presented here are ultimately an incentive to explore the topic in more depth (for example, to examine trends in publications on
different levels of creativity in the space of a few or several decades, since 1950) rather
than an indisputable argument in the discussion. But I hope that this text can be a stimulus for reflection within the metascience of creativity. Perhaps, it will be helpful to other
researchers on the subject of eminent creativity. With those thoughts at the end, in anticipation of the boom, I can share the advice of Dean K. Simonton, who in response to the
question:
“ Do you have any tips for researchers who are beginning their work on eminent crea-

tivity? answered: ‘There are many different approaches, such as psychometric, interview, and historiometric. Pick the one that fits you best, and go with it.”
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The psychology of individual differences places creativity at the crossroads of personality
and intelligence (Aguilar-Alonso, 1996; Eysenck, 1995a). Both can be affected by disorders. Therefore, it would seem that deficiencies in the sphere of personality or intellect
caused by psychological disorders would inhibit creative activity. An assumption of this
kind might potentially be true, under one condition: that creativity is fostered only by those
individual traits that are associated with good adaptation. However, in the light of philosophical reflections dating back to antiquity, and empirical studies which have been conducted for at least seventy years (for an example see Eysenck, 1994), this is not the case.
In discussions on the relationship between creativity and psychological disorders Plato
and Aristotle are often quoted. The first of them (see „ Phaedrus” , XXII, by Plato, IVth
century BC/1993) emphasised the affinity of art and madness, and argued that art – treated as being born from divine madness (mania sui generis) – is superior to all kinds of
academism. Plato also stressed the particular proximity of that madness to poetry. The
second of them, Aristotle, linked melancholia (which means depression or at least dysthymia in modern psychology terms) with eminence in various domains, not only artistic, but
also in philosophy and politics (cf. „ Problemata” 1, XXX, 1 – Aristotle, IVth century
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BC/1980). The classical philosophers, could not have Known the truth of, these ancient observations but they have been corroborated by the results of modern empirical research, according to which some psychological disorders have been found to correlate to varying degrees with creativity.
There are various methods of addressing the phenomenon of creativity on different
levels. In particular, inferences about exceptional creativity are made on the basis of
achievements, while creative potential is assessed on the basis of test results. Such tests
usually measure divergent thinking. In order to present as complete a perspective as possible on the subject, this paper addresses both types of creativity with reference to exist-

ing examples from the literature.
The research in this field started with biographical analyses and then turned
to studying actual creators. Such studies involved clinical and psychometrical approaches, using both diagnoses and questionnaire methods. A significant supplementation
of these methods came in the form of clinical studies on people without particular creative
achievements, which corresponded to testing potential creativity. In recent years a new
methodological approach has been developed that is based on analysing various
amounts of pre-existing data that was collected for purposes other than psychological research, i.e. epidemiological studies, gathered for administrative purposes, usually in the
domain of public health.
The aim of this paper is to present the key findings from the existing research on mood
disorders and creativity and to discuss hypotheses that could provide an explanation for
the co-existence of creativity and such disorders. In the light of many findings, bipolar
mood disorders seem to be particularly bound with creativity, which have made them the
key focus of this paper. The main assertions are that affective mood disorders and creativity have a common genetic basis, and that they are not only co-related on a biological
level, but also mood swings may stimulate creativity in people suffering from affective
mood disorders.
THE RESEARCH METHODS AND KEY FINDINGS
The historical approach revolved around a basic question on the relationship between
psychopathology and creativity in genere. Therefore, it was almost impossible not to address the relationship between creativity and other disorders, some of which, such as alcoholism, are highly related to affective disorders. In particular, a tangential approach of
this kind was prominent when presenting older, mostly biographical, studies.
Biographical studies
1

In fact „ Problemata” is traditionally attributed to Aristotle, however, this work was created by his students.
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One of the first important biographical studies was performed by Juda (1949) who analysed the biographies of German and Austrian eminent artists, writers, composers and
architects. She had a number of predecessors, e.g. Raskin (1936), although the forerunner in this field was undeniably Galton (1869). Galton studied the inheritance of abilities
by analysing generations of families, and was also the pioneer of twin studies.
He claimed that individuals who were extremely active intellectually must have interesting
minds and are likely to become crazy or even break down. The seventeen years of Juda's
work led her to the conclusion that among creative achievers there was a high prevalence
of mental disorders. According to her study, the lowest percentage of mental disorders

was observed in the group of architects (17%) and sculptors (18%), it was somewhat higher in the group of painters (20%) and was significantly higher among musicians (38%).
The highest prevalence of mental disorders was observed for the group of poets (50%).
Moreover, Juda found that children and siblings of creative individuals suffered from manic
-depressive psychosis and cyclothymia (the milder form of the bipolar disorder) more often
than would be expected in the general population. The suicidal rate was also higher.
More contemporary, although narrower, biographical research was performed
by Martindale (1972), who studied the biographies of forty well-known and highly appreciated English and French poets living between 1670 and 1909. In his findings Martindale
stated that the symptoms of severe psychopathology existed in about half of the poets
included in the study (55% for English poets, and 40% for French poets). This conclusion
was consistent with Juda's results. Twenty years later Ludwig (1992) accomplished a vast
study based on thirty years of work with biographic material, in which he established that
the ratio of psychoses, suicidal attempts and drug abuse was three time higher in a group
of artists than in the general population.
Another major study was conducted by Post (1994), who reviewed the biographical data of almost three hundred world-class scientists, composers, politicians, artists, philosophers, thinkers and writers. The study employed DSM–III-R diagnostic criteria. The results of the study differentiated the occurrence of severe psychopathological symptoms
based on the domain of creativity. The symptoms were various in nature, but their common outcome were difficulties at work and in daily routine, which resulted in their classification as severe. Symptoms particularly associated with creative individuals were related
to affective disorders, alcoholism and to a lesser extent psychosexual disorders. Such
symptoms were present in 17% of politicians, 18% of scientists, 26% of philosophers
and thinkers, 31% of composers, 38% of artists, and 46% of writers. These results were
very similar to Juda’s findings, despite the fact that half a century had passed, bringing
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different classifications of mental disorders and differences in methodology in general.
Another key finding in Post’s research was that although the number of cases with schizophrenia was marginal, the odds ratio for this diagnosis was 1.7 times higher in the group
of creators, in comparison to the general population (1.7% versus 1%). The results suggest a link between mental, especially affective, disorders and creativity.
Studies on living creative individuals
Studies on living creators have corroborated the findings of the biographical studies,
by showing a relatively large co-occurrence of creativity and psychological disorders or
tendencies towards such disorders. An example of one of the early clinical works of this

kind was published by Myerson & Boyle (1941). In the following decades Andreasen
(1987) became famous due to her work on a group of thirty distinguished writers who
taught in literary workshops at Iowa State University. Among numerous literary workshops organised each year in the USA, those organised by Iowa State University are
considered to be highly prestigious. The courses were taught by, among others, Philip
Roth, Kurt Vonnegut and John Irving, all of whom agreed to participate in Andreasen's
research. According to her findings, half of the studied writers had been affected by bipolar mood disorder and two thirds of them were psychiatric patients. She did not observe
any cases of schizophrenia, even though she hypothesised that her subjects would be
more likely to disclose symptoms of schizophrenia than of mood disorders. Interestingly,
first degree relatives of the participants of the study quite often also demonstrated some
kind of creative activity and had psychological disorders. Among others, the relatives
were professional musicians, inventors, painters, or scientists etc. In this group affective
disorders in general were almost 9 times more frequent than among relatives of the control group; for the major depressive disorder alone the ratio equalled 7.5. Further evidence supporting Andreasen came from Jamison (1989), whose study results indicated
more frequent affective disorders (and milder states such as hypomania and subdepression) among artists, particularly writers.
Further interesting results, although limited to women, were observed in a study by
Ludwig (1994). He compared the results of clinical interviews and questionnaires
in a group of women writers with a numerically equivalent control group (n=59), finding
that writers were more likely to suffer from affective disorders. Furthermore, in the group
of writers the abuse of psychoactive substances, anxiety and eating disorders were more
prevalent. Also, writers were more likely to experience more than one psychological disorder, when compared to the members of the control group. The analysis of the interviews showed that writers were more often exposed to domestic violence, sexual abuse

50

Michael H. Chruszczewski / CREATIVITY 1(1) 2014

and other forms of mistreatment in their childhood. At the same time, the writers’ mothers
were more likely to have psychological problems, but writers’ parents were also more creative than parents of the members of the control group. This may suggest that creativity
and affective disorders co-occur partially as a result of family environment determinants.
Psychometrical studies
Within the psychometrical approach to the subject, a study by Barron (1963, 1969) requires
particular attention. Barron ascertained that writers scored highly on all but one of the basic
MMPI scales. The exception was the masculinity-femininity scale, which is not related to
any disorder. The writers’ scores reached approximately +1,5 SD, which was high, but not

high enough to place them above the clinical level (of +2 SD). Therefore, the interpretation
of the results discussed proneness to disorders rather than disorders as such.
Eysenck was another prominent author (Eysenck & Furnham, 1993), who demonstrated consistent and stable positive correlations – from low to moderate – between psychoticism as an individual trait and various measures of creativity, in particular those referenced
by the Barron-Welsh Art Scale scores and Word Association Rare Responses Test scores.
Eysenck’s understanding was that psychoticism was a risk factor for general psychopathology (with the exception of the neuroses). His studies, similarly to Barron’s, have shown that
creative individuals’ results usually did not reach +2 SD in the psychoticism scale.
These empirical facts might substantiate hypotheses placing creative thinking in the
sphere of conceptual borderlands: at the edge of what we consider a norm and pathology, in a penumbra between rationality and irrationality (for more, see regression in the
service of the ego – Kris, 1952) or even more literally: between states of dreaming and
wakefulness (appropriate neuropsychological view: Obiols, 1996). Consequently, creators
would be expected to be sensible, independent and original, and free from pathological
disorganisation of behaviour and reasoning. This assertion has been supported by another finding; creators who scored high on the clinical scales paradoxically also demonstrated two important attributes of good functioning: high scores on the ego-strength scale
and high results on the intelligence scales (see Fodor, 1995). Further research by Simonton (2004), who also used psychometrical methods, confirmed that the relationship between creativity and psychological disorders, or tendencies towards such, is statistically
significantly stronger for artists than for scientists; a notion previously well established in
numerous biographical and clinical studies.
The results presented above do not directly substantiate the assertion that creativity
and affective disorders (or any disorders for that matter) are correlated. Firstly, any coexistence of creativity and mental disorders does not imply that affective disorders, or any
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others, are a pre-requisite to creativity, even in exceptional forms. The majority of creative
individuals, with perhaps the exception of writers, are mentally healthy. Secondly, a psychometric assessment is not equivalent to clinical diagnosis; therefore, it is possible for one
to suffer from a disorder and have low test scores, or equally likely, to obtain high test
scores and be mentally healthy. Yet, the sole fact that creative individuals do obtain unusually high scores on clinical psychometric scales may signify the existence of a statistical
trend that weakly reflects the true relationship between creativity and mental disorders.
Epidemiological studies with profession used as a creativity marker
Additional support for the above-mentioned findings has come from analyses conducted

on large datasets, primarily collected for medical epidemiological and genetic studies. For
example, in a vast study (n=5040) performed in Denmark on individuals who were adopted as very small children (McNeil, 1971), a comparison was made between three groups
of highly creative individuals (n=10), moderately creative individuals (n=20), and noncreative individuals (n=20). The first division was made on the basis of profession. A hundred individuals were chosen from potentially creative professions or where the likelihood
of being creative was higher, and two hundred individuals were selected from professions
considered less creative. All participants were given self-descriptive questionnaires,
where their creativity was tested through problem-solving tasks and expressive behaviour
measures. Psychiatric evaluations were collected from hospital registers, science institutes and military registers. The results showed higher prevalence of psychological disorders among members of the highly creative group, in contrast to the other two groups.
Moreover, a higher percentage of mental disorders was observed among the biological
parents of members of the highly creative group, supporting the genetic background for
the disorders. The psychological problems that the individuals in the highly creative group
experienced usually revealed themselves before they reached eminent professional status. Unfortunately, due to small sample sizes, the study did not allow psychiatric diagnoses to be differentiated on the basis of creativity levels. However, an analogical study
which began almost simultaneously with McNeil's, but was published forty years later,
factored in the effect of type of disorder on creativity.
Kyaga, Landén, Boman, Hultman, Långström and Lichtenstein (2013) analysed data
from the Swedish National Patient Register, collected between 1973 and 2009.
The dataset contained information on more than one million patients (1,173,763 to be exact). Swedish state registers are very reliable and accurate; therefore, the study was performed on a complete sample equivalent to the general population. The method used
in the study was to classify patients into creative groups on the basis of profession, which
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is a weak assumption, of which the authors were aware. Individuals in the creative professions had a higher risk of experiencing affective bipolar disorder. Moreover, the choice
of a creative profession was more often observed among first degree relatives of patients
suffering from affective and schizoaffective disorders or schizophrenia, (even more often
than among the patients, whose relatives they were). Analyses performed for writers as a
subgroup indicated that the risk of experiencing affective bipolar disorder and, which may
be interesting, schizophrenia, was twice that expected for the control group. Writers were
also more prone to anxiety disorders, addictions, and affective unipolar disorders. Suicides were also more prevalent in this group. Kyaga et al. (2013) also conducted an anal-

ysis on the group containing cases of suicide, after excluding all cases of psychological
abnormality. The results suggested that even writers considered mentally healthy tended
to commit suicide more often than the mentally healthy Swedes in general (odds ratio=1.49). Additional findings provided some insight into autism and anorexia. It was
found that in the group of identical twins, if the first twin was autistic or had anorexia, the
other twin with no diagnosed disorders tended to be a member of a creative profession
(odds ratio=1.30, and 1.04, respectively). The same applied to the parents of anorectic
children. In contrast, not the parents, but the children of individuals with attention deficit
hyperactivity disorder tended to choose creative professional work; for scientific professions the odds ratio equalled 1.19, while for artistic professions – 1.21.
A somewhat similar pattern of relationships was observed in a group of Polish students
studying at artistic faculties when compared to the students of technical faculties (Siwek
et al., 2013). Art students obtained higher scores in the scales measuring certain bipolarity features and were more likely to show behaviours and activities associated with such
disorders, for example, use of psychoactive substances and seeking psychological or
psychiatric help, respectively.
Clinical studies on non-eminently creative individuals
Further indication of the existence of a relationship between creativity and disorders was
observed in studies of clinical groups. Although such studies were aimed at assessing
creative potential measured with test scores, their findings are relevant to the subject of
this paper. Two of these studies are discussed in detail below; however, other research
projects have also provided similar or non-opposing results (for example, see Rybakowski & Klonowska, 2011).
The first study was conducted by Santosa et al. (2007) who compared performance on
tests of creativity in a group of patients suffering from bipolar affective disorders and major depressive disorder with a control group of healthy individuals, and with a group of
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creative students. The latter group comprised various arts students including design and
members of literature workshops. Members of the clinical groups were at the time of conducting the study in the normal non-depressed state (euthymia) and 75% of them were
being pharmacologically treated. The group with affective disorders obtained significantly
higher scores on the Barron-Welsh test in comparison to the control group. No differences were observed for the Gough and Heilbrun ACL test or Torrance’s tests that were
also used. This inconsistency is not entirely clear, although the authors addressed it with
Adolph’s (1999) arguments. He argued that damage to the amygdala leads to a preference for simple stimuli; therefore, enhanced stimulation of the amygdala may result in an

adverse effect. This could potentially explain the higher results in the Barron-Welsh test,
which calls for a choice between complex and simple stimuli.
An interesting observation from this study was also that 60% of the creative students
had suffered in the past from various disorders; however, no cases of mania, hypomania,
or psychosis were noted. At the same time, results on the Beck Depression Inventory for
the creative group placed their members between the bipolar affective group and the major depressive disorder group.
The second study conducted by Simeonova, Chang, Strong and Ketter (2005) compared performance on creativity tests (including the Barron-Welsh test, often used
in clinical studies) between parents suffering from bipolar affective disorder and their children, and a control group comprising parents and their children of similar age. The children were on average 13 to 14 years old (range of age: 9 to 18). In the clinical group
none of the children was mentally healthy; they either suffered from bipolar disorder or
ADHD or depression. The results of the study indicated that both parents and their children from the clinical group were more creative than members of the control group. The
most significant difference was observed on the scale where assessment was related to
preference of graphic forms – clinical group members disliked simple forms. The authors
argued that „ this could reflect increased access to negative affect, which could yield both
benefits with respect to providing affective energy for creative achievement, but also yield
liabilities with respect to quality of interpersonal relationships or susceptibility to depression” (Simeonova, Chang, Strong & Ketter, 2005, p. 623). The results suggest the existence of biological factors influencing creativity and the inclination towards affective disorders. Interestingly, the authors also argue that the increased creativity of the children might
have also been a result of the family environment. Probably, both arguments are valid.
Summary of the empirical results
On review of the above-mentioned studies it is necessary to emphasise the existence of
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a positive statistically significant association between creativity and affective disorders,
bipolar in particular. The strength of this relationship was found to depend on the creative
domain, the highest values being obtained in the field of literature, smaller ones for fine
arts and music, and the weakest ones in the sciences and politics. In the case of fine arts
this relationship was generally quite strong, however, only when eminent creativity was
considered (cf. Ludwig, 1995). Little evidence exists on the relationship between moderate creativity and mental health issues. However, an example could be a study by
Schuldberg (1990) where a correlation between moderate creativity and hypomania was
observed. As the biographical studies suggest, it would seem that mental disorders are

antecedent to creative acts, rather than following them or arising from them.
Drug abuse, addictions and suicides were more prevalent in the group of creative individuals as compared to the general population of those suffering from mood disorders,
independently of their creative abilities. Another important conclusion from the presented
studies related to the siblings of creative individuals, who also tended to be generally creative, though not necessarily in the same domain. Siblings also tended to suffer from a
variety of psychological issues.
Clinical studies also confirm the co-existence of creativity and bipolar disorder, suggesting the complex nature of this relationship resulting both from biological factors and
the family environment.
These results are consistent throughout studies irrespective of their methodology,
across time, and despite the fact that different medical classifications for mental disorders
were employed, which only further supports the conclusions. The significance of these
findings is not derived from the measurement process nor from the definitional approach.
Instead, a relationship between these two phenomena consistently appears, which begs
for an explanation as to its nature.
CREATIVITY – MOOD DISORDERS EXPLANATORY MODELS
In order to explain the existing relationship between creativity and mood disorders Richards (1999) presented five explanatory models of covariance between the tendency towards psychological disorders and creativity. The first model assumed that psychological
disorders directly cause creativity. The second model assumed that disorders indirectly
cause creativity, with the presence of a moderator of an unknown nature. The third and
fourth models reversed the causality chain, and hypothesised that, respectively, creativity
is a direct cause for psychological disorders, or creativity is an indirect cause of psychological disorders (per analogiam to models one and two). The fifth model did not assume
any causality between creativity and psychological disorders, but suggested that both
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have a common latent determinant.
The basic question behind attempting to resolve the problem of causality revolves
around bipolar mood disorder (see also Richards, 1994). Even though the majority of eminent creators are mentally healthy and, in particular, free from mood disorders, the
overrepresentation of cases where creativity and bipolar mood disorders co-occur is intriguing. Which specific factor, that could potentially facilitate eminent creativity, would also
be involved in extreme mood fluctuations?
It is well known that bipolar mood disorder consists of two alternating phases of mania
and depression, which are usually separated by a period of fairly normal functioning. Irre-

spective of the causality models for the moment, what is the psychological mechanism
that allows mood disorders to foster creativity? Let us consider what that mechanism
could be and how it could work. In order to do so, let us compare unipolar and bipolar disorders. Bipolar mood disorders differ from unipolar mood disorders because of the presence of the episodes of mania. Since unipolar disorders do not seem to be related to creativity, the answer could potentially lie within the episodes of mania, which could serve as
periods of inspiration. Elevated mood connected with intuitive and irrational thinking could
facilitate creating remote associations and using broader conceptual categories, which
are important factors in fostering the process of inventing new ideas. Such ideas could
then be evaluated during the phase of normal functioning or sub depression, probably
more strictly and critically in the latter. The ideas that survive such an appraisal could potentially be valuable, assuming that the creator is also highly competent in his field of activity and demonstrates higher than average abilities. A consecutive episode of mania
might then provide the large amount of energy required for intense work, which would
speed up the process of creation. Another benefit for the creative process would be resistance to any criticism and elevated self-confidence, typical for both mania, and required in the generative phase of the creative process, when premature criticism (and self
-criticism) might be dangerous to the new ideas.
Therefore, it is possible that states of mania (or hypomania) may temporarily enhance
creative cognitive abilities (to read more about pro-creative functions of positive mood
see: Hirt, 1999; Isen, Daubman & Nowicki, 1987; Sterczynski & Kolanczyk, 2004). Subsequently, such states may create advantageous motivation for a creative project, which
can be a rather risky enterprise. The depressive (or subdepressive) periods would perform a corrective or control role. However, it can also be argued that both severe depression and mania, or phases of extremely low or high activation in general, effectively limit
or prevent creativity, due to their detrimental impact on behaviour. For this reason creativ-
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ity is more likely to be stimulated in the hypomanic and sub-depression phases rather
than in severe depression or manic phases. Richards and Kinney (1990) studied the selfassessment of the impact of affective states on creativity in people suffering from affective disorders. The subjects’ responses varied, but the positive effect of hypomania was
pointed out more often and it was the preferred state for the respondents. Further, it is
possible that positive mood increases creative productivity in terms of quantity rather than
quality of the products (Weisberg, 1994). However, the relative importance of positive
mood may decrease in favour of negative mood when the task changes from a play-like
situation to a serious one (Baas, de Dreu & Nijstad, 2008). In general, positive mood

would seem to be crucial for the phase of generating new ideas, while later, in the phase
of implementation, „ looking through darker glasses” might be beneficiary to the process.
The relationship described above could serve as an explanation, linking the influence
of mood with the stages of the creative process. It could also serve as a framework for a
synthesis of the empirical research, bearing in mind their different and sometimes contradictory findings (Baas, de Dreu & Nijstad, 2008; Davis, 2009; Kaufmann, 2003). Nevertheless, these findings only pertain to mood disorders in non-clinical populations. The
aforementioned meta-analyses did not include clinical group studies. Any inferences regarding the influence of mood on creativity in clinical populations per analogiam to nonclinical populations, however tempting, have not been proven and remain speculative.
Apart from mania, there is yet another feature of bipolar mood disorder that could hypothetically, facilitate the creative process, namely the abrupt mood changes that may
occur (Richards, 1994). Nonetheless, any clear, empirical evidence supporting such facilitation processes is still lacking. In the case of bipolar disorder, such changes can reach in
their extent, beyond the experience of the majority of the population. As such they could
possibly create the opportunity for a ‘transitional’ connection between the areas of experience marked by adverse emotions, which probably facilitate the process of creating
astonishing and original solutions.
(Un)answered questions
Possible explanations for the mechanism that might facilitate creativity do not provide answers to several important questions. First, how can the differences in the distribution of
mood disorders among creative people in different creative domains be explained? Second, why do those differences pertain only to eminent creativity? And finally, do mood
disorders determine facilitation of the creative process or not?
The answer to the first question is related to the interaction between creativity and other mind activities or traits. Different domains of creativity demand – to a different extent –
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logical thinking, planning, concentration, conscientiousness, but also unconventionalism,
quest diversity, thought wandering, independence, auto-expression, fantasy, and associative and irrational thinking. Therefore, different domains require different proportions of
order and chaos, or logic and fantasy. Assuming there is a continuum that spreads from
the sciences to the arts, different creative domains are likely to be set at different points
along that continuum, and different people may be attracted to different domains on the
basis of their personal preferences. The opportunity to express oneself seems to be particularly appealing in this context. A painter has more opportunity to express himself than,
for example, an archaeologist. And mood disorders may enhance that need. People suf-

fering from mood disorders or people prone to such, may more willingly choose those domains, in which the rules of social correctness are more lenient and where the opportunities for unhampered auto-expression are greater. More formalised and strict domains,
such as architecture or technical sciences, would probably be less appealing to a personality influenced by mood disorders than less formalised domains such as ethnology or literary studies.
A response to the second question calls for a highly speculative explanation. It is possible that a high level of creative abilities makes up for the downside of being affectively
disordered; or that such abilities employ those aspects of the disorder that would work in
favour of creativity2. Another possibility, which is more probable, is that eminent creativity
and mood disorders are biologically determined, and their connection is overly theoreticised. Nonetheless, there is no easy explanation. On the one hand there are strong arguments for the biological background hypothesis. For example, the higher level of creativity
among siblings of persons suffering from affective disorders, the higher prevalence of
mood disorders among relatives of creative individuals, or the higher level of creativity
among siblings of creative persons, etc. One of the most prominent supporters of this explanation was Eysenck (1995b). On the other hand, there are some environmental and
individual (psychological not genetic) factors that take part in fostering creativity. For example, it has been documented that many creative people had a lonely and difficult childhood (Eisenstadt, 1978; Feldman, 1999; Simonton, 1988), which might have led to developing certain mood disorders. Nevertheless the question then arises: did they have an
unhappy childhood by tough luck, but that may be the way they became creative people?
Or is it a special, reactive variant of a genotype-environment correlation, where the children who are (partly due to genetics), independent, original, even „ strange” , are also
more likely to be badly treated? The evidence gathered does not allow us to judge in favour
2

Based on the criteria of social recognition for outstanding achievements (cf. Runco, 2009).
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of either explanation, and it is highly probable that both options are or might be true. A lonely and difficult childhood may not only be due to bad treatment or bad nurturing, but also
may be the consequence of random unhappy events, such as a parent's death. Nevertheless, it seems that people with mood disorders are more likely to be attracted to the arts,
including poetry and drama, in principle, as means for e.g. channelling out the unprocessed
tension, than to e.g. studying the evolution of the excretory system in invertebrates.
The hypotheses described above should be considered as complementary rather than
competitive; however, they should not be perceived as equivalent. In response to the
third question, and following the conceptual models proposed by Richards (1999), a few

examples can be drawn. Firstly, mental disorder sometimes becomes the substance for
the creative work (e.g. Gérard de Nerval). Secondly, creativity can serve as a means for
auto-therapy (e.g. Jan Lechon). Thirdly, a crisis during creative work may push a person
into a psychological breakdown or towards suicide (see „ Rotten wood” by Waclaw Berent, a literary fiction masterfully set in the reality of the epoch), or, with reference to the
fourth model, an unhealthy lifestyle appropriate for some artistic, medical, juridical and
some other professional circles may drive someone (probably prone to such) into addictions or depression. Finally, there is a common biological, partly genetic, background for
the creativity and mood disorders tandem; but mood disorders and creativity are independent. This last model is most strongly supported by empirical studies and is further
briefly discussed below.
The most probable hypothesis
Eysenck (1995b) proposed a complex causative model in order to explain the correlation
between mood disorders and creativity. He stated that a well-defined genetic factor influences both the activity of the hippocampus formation and dopamine (increased) and serotonin (decreased) levels, which jointly weaken cognitive inhibition – one of the cognitive
mechanisms fostering creativity. Weakened cognitive inhibition, including among other
things, overinclusive thinking, is the ground on which affective disorders, schizoaffective
disorders, schizophrenia, and independence and originality (all associated with Eysenck’s
trait of high psychoticism) may flourish when appropriately combined with other, also external, factors. Psychoticism when supported by high intelligence, other abilities, competences, and knowledge, and in favourable environmental circumstances, may bring forth
some good fruits in the form of creative achievements. It seems that Eysenck’s model
has found partial support in molecular genetics.
Molecular genetics contributes to creativity – mood disorders debate
The new evidence that shed some light on the issue of the effects of genes on the crea-
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tivity and mood-disorders debate was presented by new research in molecular genetics.
According to Schmechel’s (2012) study, 38% of professionals in creative domains, as opposed to 13% of people performing other jobs, had rare polymorphisms (called S and Z)
of the alpha 1-antitrypsin (A1AT) gene. A similar percentage of these gene polymorphisms was observed among subjects with bipolar affective disorders, anxiety disorders,
and lung and liver diseases. A positive side-effect of polymorphisms in A1AT was intense
energetic, creative drive. The A1AT gene is, therefore, currently perceived as one of the
molecular determinants of the creativity – mood disorders correlation.
Soeiro-de-Souza et al. (2012) have demonstrated that brain-derived neurotropic factor

(BDNF) involved in the pathophysiology of bipolar disorder is also genetically (i.e. BNDF
polymorphism Val(66)Met) associated with creativity, but only in clinical populations. The
carriers of Met–allele (Val) were more creative than Met+ allele (Met) carriers according
to scores on the Barron-Welsh Arts Scale. This finding was strictly limited to subjects who
suffered from episodes of mania. Neither Met– vs. Met+ patients undergoing an episode
of depression nor members of the control group displayed any change in their levels of
creativity.
In another study, Reuter, Roth, Holve and Hennig (2006) found an association between creativity and two other genetic polymorphisms. The first polymorphism was observed in the Tag IA dopamine receptor gene of the second subtype (DRD2); the gene
is responsible for the density of dopamine receptors. Earlier, Chávez-Eakle (2004) pointed in her study, to another dopamine gene: the dopamine receptor of the fourth subtype
gene. The second polymorphism observed by Reuter et al. (2006) was in the A779C hydroxylase tryptophan (TPH1) gene, which is engaged in serotonin synthesis. According
to Reuter et al. (2006), both of these polymorphisms statistically explained 9% of the variance in creativity measured psychometrically. In the reality of genetic studies, in particular
in terms of the effect sizes observed in such studies, 9% of variance assigned to two polymorphisms jointly suggests a powerful effect. As an explanation, the authors of the study
referred to hemispheric organization of cognitive functions: DRD2 indirectly favours divergent thinking in the area of the left hemisphere, whereas TPH1 accounts of similar processes in the area of the right hemisphere.
In accordance with the findings of Li & He (2006), the polymorphism of the A779C
gene, briefly called TPH1 (see above for the details), was one of two polymorphisms associated with schizophrenia. These findings immediately created a link with the discussion on the madness-creativity affinity on the grounds of a partly common genetic basis;
however, more evidence pointed to affective disorders rather than schizophrenia or simi-
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lar disorders as being implicated.
CONCLUSION
The field of molecular genetics is certain to provide more evidence in the near future on
the origins of creativity and its links to mood-disorders. However, even without that, the
hypothesis on the common cause of creativity and mood disorders and their correlation
has currently strong support. It is much stronger than when it was formulated by Eysenck,
and even then it was influential.
It is worth noting that research projects negating the relationship between mental disorders, and mood disorders in particular, and creativity are rare. One exception is a paper

by Waddell (1998), which is a review rather than a research report. The author comments
on the methodological shortcomings of previous research (case studies, etc.) and argues
that any conclusions on a positive relationship between creativity and psychological disorders emerges solely from the minds of the authors and are not supported by the evidence. In the light of the empirical findings presented above, which are more recent and
methodologically superior to the ones criticised by Wadell, and in the light of the theoretical considerations presented, it is hard to agree with Wadell’s arguments.
Assuming that to a certain extent, there is a common genetic basis for creativity and a
tendency for developing mood disorders, future research should focus on the less-well
researched effect of family environment on the creative potential of persons suffering
from bipolar disorder. A rational starting point would be a study involving individuals suffering from bipolar disorder and their children. The research should focus on analysing
the relationship between parents and their children, their communication styles, and parental attitudes, all in the context of creativity assessment. Future projects might also potentially aim to replicate prominent experimental studies on the effect of mood on creativity in clinical groups.
Arguably, creativity and mood disorders are determined by common factors; moreover,
they are not independent from one another, contrary to the orthodox fifth model presented by Richards. Any mood experienced at a particular moment may favour or inhibit (on
an affective, cognitive, or motivational level) the course of various stages of the creative
process. Creativity and mood disorders influence each other reciprocally. There is a common cause, but there is not complete independence.
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The description and measurement of creativity can be achieved in various ways. One can
analyse creative processes and works, the cultural and psychosocial conditions of creativity or the personal traits of creators (Rhodes, 1961). The analysis of creativity as a personal characteristic is usually focused on two main issues: (1) the level of creative potential and (2) the way or style of creative functioning (Galenson, 2001, 2009; Kaufmann,

1979; Kirton, 1976). In other words, researchers attempt to answer two different questions: (1) whether the person is more or less creative and (2) what kind (type, style) of
creativity the person prefers. Some theoretical models (Galenson, 2001, 2009; Kaufmann, 1979; Kirton, 1976; Nijstad, De Dreu, Rietzschel & Baas, 2010; Puccio, 2002;
Sternberg, Kaufman & Pretz, 2002) indicate the fact that style or type of creativity may be
described by the distinction: “ evolution vs. revolution” (Nowacki, 2013, 2013a). For example, Kirton’s theory (1976) assumes that there exists a continuum, whose extremes
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are described as adaptiveness and innovation. Adaptors work in a gradual and systematic manner; they are precise, diligent, efficient, methodical, but also conformist. Innovators
work on a paradigm-rejection basis; they are inclined to take various tasks, shock, question the rules and disregard the achievements of their predecessors (Kirton, 1976). The
theory of Assimilation–Exploration (Kaufmann, 1979) accounts for two cognitive styles:
the first (Assimilator) amounts to stretching established principles to meet novel tasks and
is connected with greater conventionality, conscientiousness, agreeableness and neuroticism (Martinsen & Diseth, 2011); the second (Explorer) is oriented toward seeking novel
solutions and is less agreeable and conscientious, but more open to experience and

more emotionally stable (Kaufmann, 1979; Martinsen & Diseth, 2011). A typology of creators has also been proposed by Galenson (2001, 2009) which accounts for the two types
of creativity. The first one (Seeker) introduces gradual changes and builds up skills, the
second (Finder) – creates various works, cut off from tradition (Galenson, 2001;
Durmysheva & Kozbelt, 2010). In the propulsion model of kinds of creative contributions
(Sternberg, Kaufman & Pretz, 2002) a distinction is made between the kinds of creativity
that accept current paradigms, the kinds of creativity that reject current paradigms and
the kind of creativity that synthesizes paradigms. Therefore, according to this concept,
creativity may have an evolutionary character (first category) or revolutionary character
(second category). A self-report measure called FourSight (Puccio, 2002) measures four
preferences connected with creative problem solving (Clarifier, Ideator, Developer and
Implementer). The Clarifier is a preference, positively connected with conscientiousness
and negatively connected with influence. The Clarifier has tendencies to adjust him/
herself to the rules and the structure, is analytical, careful, exacting, accurate, reflective,
sceptical and logical, is a master of fact and is critical. The Ideator is characterised by the
tendency to generate ideas, playing with new possibilities, reflecting a high degree of
comfort with change, a willingness to challenge existing paradigms and looking for diversity. Both the Ideator and the Implementer show tendencies toward breaking rules and
avoiding structures (Puccio & Grivas, 2009). Finally, the dual pathway to creativity model
(Nijstad, De Dreu, Rietzschel & Baas, 2010) shows the existence of two qualitatively different processes leading to creativity: the persistence pathway (connected with hard work
and systematic and effortful exploration of possibilities within only a few categories or perspectives) and the flexibility pathway (connected with flexible switching among categories, approaches and sets). Therefore in these models creativity is described either as an
evolutionary activity, characterised by agreeableness, conscientiousness, gradual and
systematic hard work (Galenson, 2001, 2009; Kaufmann, 1979; Kirton, 1976; Nijstad,
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De Dreu, Rietzschel & Baas, 2010; Puccio & Grivas, 2009) or as revolutionary activity,
characterized by diversity and independence, dominance and breaking the rules
(Galenson, 2001; Kaufmann, 1979; Kirton, 1976; Puccio & Grivas, 2009).
It seems possible that both styles can be interpreted in terms of the configuration of
personality traits. Within the context of P-E-N theory (Eysenck, 1952), it can be deduced
that the preferred style corresponds to the severity of psychoticism. The characteristics of
low psychoticism are the traits associated with “ evolutionary creativity” : socialized, conventional, conformist. On the other hand, the characteristics of high psychoticism are:
egocentric, impersonal, antisocial, impulsive, tough-minded (Eysenck, 1995). Looking at

the relationships between some of the style theories (Kirton, 1976; Kaufmann, 1979) and
the Big Five Factors (Costa & McCrae, 1992), it can be seen that evolutionary preferences (adaption, assimilation) are positively related to Agreeableness, Neuroticism and
Conscientiousness, while revolutionary preferences (innovation, exploration) are positively related to Extraversion and Openness (Martinsen & Diseth, 2011; Wittich & Antonakis,
2011). Also, the higher-order factors model of the Big Five (DeYoung, Peterson & Higgins, 2002; Digman, 1997) brings to mind two key creativity styles. This model
assumes that there are two personality metatraits: Stability and Plasticity. The first one
is formed by Emotional Stability, Agreeableness, and Conscientiousness, and the second
is formed by Extraversion and Openness. “ The shared variance of Emotional Stability
(reversed Neuroticism), Agreeableness, and Conscientiousness appears to reflect stability in emotional, social, and motivational domains (...). The shared variance of Extraversion and Openness, by contrast, appears to reflect the tendency to explore or to engage
voluntarily with novelty and may, in consequence, be associated with plasticity or flexibility in behavior and cognition” (DeYoung, Peterson & Higgins, 2002, p. 535). Moreover,
Stability is positively related and Plasticity is negatively related to conformity (DeYoung,
Peterson & Higgins, 2002). Excepting reversed Neuroticism, this model is consistent with
the findings mentioned above.
In looking at the styles or types of creativity distinguished above, it is worth noting that
there are available instruments to measure evolutionary vs. revolutionary ways of creative
functioning (i.e. Kaufmann & Martinsen, 1992; Kirton, 1976). In Poland, however, there
are no measures that match this distinction. Hence, the author’s goal is to prepare
a Polish adaptation of the Creative Approach Questionnaire – CAppQ (Durmysheva &
Kozbelt, 2010), based on Galenson’s (2001, 2009) ‘finder-seeker’ typology. The main assumptions of Galenson’s theory and Durmysheva and Kozbelt’s self-report instrument
are described below. Some results of studies on the original version of CAppQ are also
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reported. Finally, the present studies, aimed at preparing a Polish version of the questionnaire are presented.
THE CREATIVE APPROACH QUESTIONNAIRE:
OPERATIONALIZING GALENSON’S FINDER-SEEKER TYPOLOGY
The Creative Approach Questionnaire is a paper-and-pencil instrument created by
Durmysheva and Kozbelt (2010). It measures individual differences in the constructs
based on Galenson’s (2001, 2009) creator typology. Galenson distinguishes between two
kinds of creativity: conceptual execution and aesthetically motivated experimentation.
Conceptual innovators (also described as “ finders” ) have a deductive approach to crea-

tivity. Their goals for a particular project are precise and all major decisions are made in
advance. One can say that they are “ revolutionists” : their innovations are quite different
from other artists’ work and from the artist’s own previous work. They make sudden
breakthroughs, usually at an early age. Finders are often satisfied with their achievements; it can free them to pursue new goals, so their careers have a high level of diversity. In contrast, experimental innovators (“ seekers” ) are empiricists, working inductively, by
extended observation and experimentation. Their goals are imprecise and their procedure
is more “ evolutionary” : they work by trial and error, cautiously and incrementally. They repeat themselves, learning and gradually improving their work. Unlike finders, seekers are

perfectionists, who rarely feel they have succeeded, and their careers are often dominated
by the pursuit of a single objective (Galenson, 2001; see also Durmysheva & Kozbelt,
2010).
As one can see, the types distinguished by Galenson (2001, 2009) match the previously proposed dimension of evolutionary vs. revolutionary creativity. It also seems possible that the characteristics of the finder and the seeker can be treated as certain configurations of personality traits. Based on the Big Five model (Costa & McCrae, 1992), one
can suppose that the finders are characterized by Emotional Stability, Extraversion and
Openness: they are self-confident and satisfied with their work, able to work on various

problems and willing to communicate ideas or emotions. On the other hand, the seekers
appear to be characterized mainly by Neuroticism and Conscientiousness: they are uncertain, troubled by dissatisfaction, prone to frustration and their work is both cautious
and incremental (Costa & McCrae, 1992; Galenson, 2001, 2009). Such a putative solution is convergent with the findings of personality correlates of Assimilation-Exploration
(Martinsen & Diseth, 2011) and adaption-innovation (Wittich & Antonakis, 2011). Thus, a
description of the finder-seeker typology in terms of personality factors makes Galenson’s
(2001, 2009) model consistent with some other theories. This suggests that
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it is possible to reduce the various models of style (type) of creativity to a common denominator, which is a configuration of personality traits.
Although Galenson’s (2001, 2009) types were originally based on characteristics of
famous visual artists, Durmysheva and Kozbelt focus “ on the subset of the typology highlighting approaches to solving creative problems, since these (as opposed to career trajectories or bases of posthumous reputations) are more appropriate for study via psychometric methods, are generally applicable to a broad population (rather than samples of
elite creators), and probably have more pragmatic implications – for instance, in education and pedagogy, in terms of adapting educational methods to different creative styles,

for maximum efficacy” (Durmysheva & Kozbelt, 2010, p. 40).
The 40-item version of the CAppQ, used in the validation study presented below, includes two subscales: one with 20 finder items and one with 20 seeker items. The participants’ responses to each statement are marked on a 6-point scale, where 1 refers to
“ strongly agree” and 6 refers to “ strongly disagree” . The original study was conducted in
a group of 696 Brooklyn College undergraduates. Analyses included factor analyses, examination of the correlations between pairs of finder and seeker items, Rasch IRT analyses (Rasch, 1960/1980) and examination of the relationship between the two constructs
(finder and seeker). The factor analyses did not reveal any simple solution (with
a single factor or two clear factors). This suggests that Galenson’s (2001, 2009) constructs are somewhat more multi-faceted, which perhaps corresponds with the richness
of his characterization of the two types. The examination of the correlations between
pairs of items demonstrated that seven pairs of items were moderately negative correlated, six pairs of items produced low correlations (less than .12), and seven pairs of items
even yielded positive correlations (greater than +.15). These results are surprising and
may suggest that some of the items were unclearly worded or that characteristics treated
as typical for the finder or the seeker are not necessarily clear-cut. It seems possible that
a particular person may possess some characteristics that are important for both finders
and seekers. The instrument was also refined during Rasch IRT analyses. Four items
from the finder subscale (items no 12, 34, 9 and 1 from the original scale) and two items
from the seeker subscale (items no 40 and 10) showed poor fit and thus were excluded
from the model. Such purification led to determination of the nature of the relationship between the finder and seeker constructs. At this stage, the most fundamental question
was: “ are Galenson’s two types mutually exclusive endpoints of a one-dimensional continuum, largely independent, or something else?” (Durmysheva & Kozbelt, 2010, p. 49).
The Pearson correlation between the finder and seeker subscale measures was moder-
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ately negative, r (694) = -.26, p<.001. As the authors note:
“ The meaning of this result is open to some interpretation. On one hand, the negative
correlation indicates that overall, the finder and seeker constructs loosely function as
opposites, so that the extent to which a person has more finder-like characteristics,
they will have fewer seeker-like characteristics. However, while the correlation is moderate, the variability in one subscale accounts for only 7% of the variability in the other
subscale. Thus, there remains a considerable leeway for the two constructs to function
fairly independently, and a particular person may well possess characteristics prototypical of both finders and seekers” (Durmysheva & Kozbelt, 2010, p. 49).

As Durmysheva and Kozbelt (2010) suggest, further validation and refinement of the
CAppQ are needed. Some new perspectives may be opened by the preparationof the
Polish version of the questionnaire. The report for the initial adaptation is presented below.
PRESENT STUDIES
Before starting the research, an initial Polish version of the CAppQ was constructed,
based on the translation and back-translation procedure (Brislin, 1970). In Study 1 experts were asked to assess the theoretical validity and linguistic appropriateness of each
item. The objective of Study 2 was to establish the relationship between the original and
the Polish version of the instrument. In this study people using both Polish and English
participated. Study 3 examined the susceptibility of the Polish version of CAppQ to social
approval: participants were asked to fill in the questionnaire, and some of the them received the instructions to present themselves in the most favourable light. The effect of
these changed instructions in the Polish CAppQ was evaluated.
Preparation
The process of adaptation of the CAppQ began in the form of preparation of an initial
Polish version of the questionnaire. For this purpose the procedure of translation and
back-translation was used. Firstly, two independent translations of each item were performed. Secondly, the translations were compared and those that were considered to be
more accurate were chosen. Additionally, an independent translator, translated chosen
Polish versions of particular items into English. This gave the possibility of checking
whether the original sense of each item had been preserved.
Study 1
Participants. In the study 6 experts were asked to assess the theoretical validity and
linguistic appropriateness of each of the items, prepared in the first stage. The experts
were employees and co-workers of the Creative Education Lab. at the Academy of Special Education in Warsaw.
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Materials. An evaluation survey created for the purposes of the research was sent via
e-mail to each expert. The survey contained the following elements: instructions for the
experts, descriptions of finder and seeker types prepared on the basis of the article by
Durmysheva and Kozbelt (2010), Polish versions of each item and two five-point scales
for the assessment of the theoretical validity and linguistic appropriateness of the items.
Procedure. The experts assessed the theoretical validity of each item, using a fivepoint scale, where 1 meant “ definitely finder” and 5 “ definitely seeker” . They also assessed the linguistic appropriateness of each item, using a five-point scale, in which 1
meant “ definitely incorrect language” and 5 meant “ definitely correct language” . In a few

cases the experts also expressed other comments.
Results. The assessments of the experts concerning the theoretical validity and linguistic appropriateness of each item are presented in Table 1.
TABLE 1

Item

Theoretical validity

Linguistic appropriateness

M
3.17

Median
3.00

SD
1.72

M
5.00

Median
5.00

SD
0

2S. During the creative process, I find it difficult to describe what I’m trying to do.

4.67

5.00

.52

4.83

5.00

.41

3F. When I start a new project,
I usually have a clear sense
of what the final product will
be like.
4F. I prepare a detailed plan
when starting new projects.

1.17

1.00

.41

5.00

5.00

0

1.00

1.00

0

4.83

5.00

.41

5F. Ideas themselves can
be intrinsically good or bad.

3.00

3.00

.89

3.00

3.00

.63

6S. I tend to learn very deeply.

2.83

3.00

1.33

3.83

4.00

.75

7S. During the creative process, my work undergoes substantial revisions.

4.83

5.00

.41

4.33

4.50

.82

8F. When I have completed
a project, I am confident that
it is truly finished.

1,17

1.00

.41

4.33

4.50

.82

9F. Over the course of my career, I have worked on a diverse array of projects.

2.83

3.00

1.60

5.00

5.00

0

10S. Developing ideas is the
key to creativity.

3.33

3.50

1.21

5.00

5.00

0

11S. When I think about creativity, I think about the creative
process.

3.67

4.00

1.03

4.50

5.00

.84

1F. I prefer working on problems that no one has studied
before.
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Theoretical
validitythe theoretical
Linguisticvalidity
appropriateness
Assessments
of the experts
concerning
Item
M
Median
SD
M
Median
SD
and linguistic appropriateness of each item
12F. Creativity is best achieved
by rebelling against tradition.

2.83

3.00

1.72

5.00

5.00

0

13F. As I am working on a project, I usually have a very clear
sense of what I want to do next.
14F. When I am creating something, making decisions is easy
for me.
15S. As I am working on a project, I have difficulty deciding
what my next move will be.
16S. Over the course of my career, most of my works have
had a common theme.
17F. Sheer originality is the key
to creativity.

1.67

1.50

.82

4.33

4.50

.82

2.33

2.00

1.51

4.83

5.00

.41

4.67

5.00

.52

5.00

5.00

0

3.33

3.50

1.37

4.50

4.50

.55

2.83

2.50

1.47

4.33

4.50

.82

18F. A theory is necessary for
creative accomplishment.

2.17

1.50

1.60

5.00

5.00

0

19S. I use an inductive approach in my work, starting with
specific pieces of information.
20F. I am constantly trying to
get novel ideas.

4.50

4.50

.55

4.67

5.00

.52

3.33

3.00

1.37

5.00

5.00

0

21S. Creativity is best achieved
by building on tradition.

3.17

3.00

1.33

4.50

5.00

.84

22S. I am constantly trying to
improve my skills.

3.83

3.50

.98

5.00

5.00

0

23F. When I think about creativity, I think about the creative
product.
24S. I prefer working on problems that are mainstream in nat

1.50

1.00

.84

4.50

5.00

.84

2.83

3.00

.98

4.83

5.00

.41

25S. It takes me a long time to
complete a project.

4.00

4.50

1.55

4.83

5.00

.41

26F. During the creative process, my work unfolds in a way
that is consistent with my initial
plan.
27F. I tend to learn very quickly.

1.33

1.00

.52

4.50

5.00

.84

3.17

3.00

1.33

5.00

5.00

0

28S. When I am creating something, making decisions takes a
lot of effort.

3.67

4.00

1.03

4.33

4.00

.52

29F. Generating ideas is the
key to creativity.

3.33

3.50

1.21

4.50

5.00

.84
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Item

Theoretical validity
M
Median
SD

Linguistic appropriateness
M
Median
SD

30S. I have difficulty deciding
that a project is definitively
completed.

4.50

5.00

.84

4.50

5.00

1.23

31S. Real-world experience
(data) is necessary for creative
accomplishment.

2.83

3.00

1.33

5.00

5.00

0

32S. When I start a new project, I am not exactly sure how
the work will turn out in the end.

4.67

5.00

.52

4.67

5.00

.52

33F. Once I start working on
a project, I usually complete it
quickly.

2.17

2.00

.75

4.17

5.00

1.60

34F. I believe that one’s best
work can be produced at a relatively early age.

2.17

1.00

1.84

5.00

5.00

0

35S. Technical skill is the key

3.33

3.50

1.63

4.67

5.00

.82

36F. During the creative process, I can easily articulate my
goals.

2.17

2.00

.75

4.67

5.00

.52

37S. Ideas are only good or
bad in terms of how they are
elaborated.

2.50

2.50

1.05

4.83

5.00

.41

38F. I use a deductive approach in my work, starting with
general principles.

1.33

1.00

.52

4.83

5.00

.41

39S. I believe that one’s best
work occurs in maturity.

3.00

3.00

2.19

5.00

5.00

0

40S. I begin projects without
a detailed understanding of
where it will lead.

4.83

5.00

.41

4.17

4.50

.98

Ten items were assessed as problematic in the light of Galenson’s (2001, 2009) typology. Four items from the finder subscale (original numbers: 1, 20, 27, 29) were assessed
by the experts as slightly closer to the characteristics of a seeker, while four items from
the seeker subscale (6, 24, 31, 37) were assessed as slightly closer to the characteristics
of a finder. In the case of two items (5, 39), the average assessments of the experts
showed that it was difficult to decide, the type that these items might characterize. The
degree of compliance among the experts in terms of theoretical validity was high
(Cronbach’s α=.81). The average assessment of the linguistic appropriateness was satisfactory (M=4.65, SD=.40). It should be indicated, that in this respect the experts demonstrated a moderate level of agreement (Cronbach’s α=.64). Therefore, according to the
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experts’ assessments, the created Polish version of the questionnaire, was at this stage,
in the main theoretically valid. However, the linguistic appropriateness turned out to be a
more subjective issue. The version of CAppQ prepared at this stage was included in the
further steps of the assessment.
Discussion. The theoretical validity of the initial version of the instrument used at this
stage causes only slight doubts and reservations. The experts assessed three quarters of
the questionnaire items (75% – 30 items) as theoretically valid. The quality of the 10 remaining items, remains an open question. Despite some doubts, these items were included in further analyses. Although they do not represent a good fit to the ‘finder-seeker’

model (Galenson, 2001, 2009), they do measure some characteristics of human functioning. It is difficult to state unambiguously, whether these problematic assessments are
a matter of imperfect translation or whether the items were unclearly formulated in the
original version of the instrument. It is possible, that the ambiguity of the factor structure
of the questionnaire noticed by Durmysheva and Kozbelt (2010) is associated, among
others, with insufficient levels of theoretical validity for some of the items.
Study 2
The objective of the study was to examine the association between the original version
and the Polish version of CAppQ.

Participants. A total of 50 individuals participated in Study 2: 33 females, 16 males, 1
undisclosed, with a M (SD) age=22.64 (2.46) years. Only people using both Polish and
English were invited to participate.
Materials. The original, 40-item version of CAppQ and the Polish version of the questionnaire, prepared in the previous stage of the research were used in the study. A set of
instructions translated from the original version were attached to the Polish version of the
questionnaire. Half of the participants completed the original version of the questionnaire
first, followed by the Polish version, and the other half filled in the questionnaires in the
reverse sequence.

Procedure. Each participant received both the English and Polish version of the research instruments, together with the necessary instructions. The obtained data were
then subjected to relevant statistical analyses.
Results. Firstly, the intra-class correlation coefficient between the original and the
Polish version of each item was analysed. On average the correlations amounted to
rICC=.91; p<.001. Secondly, the averages obtained by the participants in the original and
Polish version of each item were compared. For this purpose the paired-t-test was used.
Descriptive statistics for the original and Polish version of each item, the intra-class corre-
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lation coefficients and the results of the t-test are presented in Table 2.
TABLE 2
Comparison of the original and Polish version of each item
Pairs of items

M (SD)

Skewness

Kurtosis

1F. I prefer working on problems
that no one has studied before.
1F. (Polish)

3.20 (1.51)

.38

-.59

3.10 (1.46)

.48

-.40

2S. During the creative process, I
find it difficult to describe what I’m
trying to do.
2S. (Polish)
3F. When I start a new project,
I usually have a clear sense of
what the final product will be like.
3F. (Polish)

3.57 (1.53)

-.07

-1.16

3.61 (1.66)

-.06

-1.20

4F. I prepare a detailed plan when
starting new projects.
4F. (Polish)

3.56 (1.61)

-.16

-1.18

3.54 (1.64)

.01

-1.26

5F. Ideas themselves can be intrinsically good or bad.
5F. (Polish)

3.45 (1.57)

-.02

-.85

3.72 (1.68)

-.21

-1.14

6S. I tend to learn very deeply.
6S. (Polish)

3.58 (1.51)
3.54 (1.62)

.02
.05

-.94
-1.09

7S. During the creative process,
my work undergoes substantial
revisions.
7S. (Polish)

3.69 (1.28)

.05

-.79

3.74 (1.34)

.02

-.96

8F. When I have completed a project, I am confident that it is truly
finished.
8F. (Polish)

3.40 (1.58)

.18

-1.24

3.46 (1.64)

.19

-1.31

9F. Over the course of my career,
I have worked on a diverse array
of projects.
9F. (Polish)

3.31 (1.58)

.06

-1.14

3.30 (1.49)

-.04

-.93

10S. Developing ideas is the key
to creativity.
10S. (Polish)

2.70 (1.53)

.60

-.82

2.68 (1.67)

.78

-.78

11S. When I think about creativity,
I think about the creative process.
11S. (Polish)

3.36 (1.35)

-.18

-.98

3.20 (1.47)

.08

-1.12

12F. Creativity is best achieved by
rebelling against tradition.
12F. (Polish)

3.62 (1.58)

-.21

-.96

3.62 (1.59)

-.17

-.94

13F. As I am working on a project,
I usually have a very clear sense
of what I want to do next.
13F. (Polish)

3.62 (1.35)

.12

-1.11

3.49 (1.49)
3.66 (1.66)

3.60 (1.36)

.001
.01

.01

ICC

t(df)

.94***

1.00(49)

.98***

1.00(47)

.96***

1.09(48)

.93***

.18(49)

.90***

-1.63(48)

.96***

.44(49)

.78***

-.51(48)

.88***

-.40(49)

-1.13
-1.37

-1.06

.93***

-.36(48)

.89***

.14(49)

.92***

1.43(49)

.91***

.00(49)

.96***

.26(49)
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Pairs of items
14F. When I am creating something, making decisions is easy for
me.
14F. (Polish)

M (SD)
2.94 (1.60)

3.10 (1.64)

.21

-1.15

15S. As I am working on a project,
I have difficulty deciding what my
next move will be.
15S. (Polish)

4.00 (1.54)

-.21

-1.14

3.78 (1.62)

-.26

-1.14

16S. Over the course of my career, most of my works have had
a common theme.
16S. (Polish)

3.76 (1.41)

-.15

-.83

3.68 (1.45)

-.08

-1.03

17F. Sheer originality is the key to
creativity.
17F. (Polish)

3.52 (1.75)

.05

-1.41

3.52 (1.74)

.01

-1.43

18F. A theory is necessary for creative accomplishment.
18F. (Polish)

3.84 (1.30)

-.04

-.70

3.66 (1.33)

-.14

-.59

19S. I use an inductive approach
in my work, starting with specific
pieces of information.
19S. (Polish)

3.40 (1.41)

-.08

-.61

3.34 (1.51)

.02

-.73

20F. I am constantly trying to get
novel ideas.
20F. (Polish)

2.78 (1.58)

.41

-1.07

2.96 (1.69)

.44

-1.06

21S. Creativity is best achieved by
building on tradition.
21S. (Polish)

3.84 (1.43)

-.05

-.65

3.78 (1.39)

.13

-.70

22S. I am constantly trying to improve my skills.
22S. (Polish)

2.54 (1.57)

.72

-.58

2.59 (1.61)

.65

-.76

23F. When I think about creativity,
I think about the creative product.
23F. (Polish)

3.26 (1.56)

.18

-.95

3.26 (1.47)

.09

-.91

24S. I prefer working on problems
that are mainstream in nature.
24S. (Polish)

3.72 (1.46)

-.11

-.71

3.66 (1.67)

-.06

-1.17

25S. It takes me a long time to
complete a project.
25S. (Polish)

3.10 (1.42)

.31

-.63

3.35 (1.36)

.26

-.48

26F. During the creative process,
my work unfolds in a way that is
consistent with my initial plan.
26F. (Polish)

3.96 (1.34)

-.14

-.87

4.00 (1.33)

-.22

-.75

27F. I tend to learn very quickly.

3.22 (1.56)

.13

-1.07

27F. (Polish)

3.34 (1.64)

.15

-1.06

28S. When I am creating something, making decisions takes a lot
of effort.
28S. (Polish)

3.64 (1.58)

.01

-.95

3.52 (1.46)

Skewness
.32

.21

Kurtosis
-1.04

-.68

ICC

t(df)

.90***

-1.16(49)

.87***

1.45(49)

.96***

1.00(48)

.92***

.00(49)

.96***

2.44(49)*

.91***

.50(49)

.88***

-1.20(49)

.92***

.19(48)

.93***

-.18(48)

.85***

.00(49)

.91***

.47(49)

.87***

-1.81(48)

.82***

-.27(49)

.93***

-1.39(48)

.87***

.83(49)
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Pairs of items

M (SD)

Skewness

Kurtosis

29F. Generating ideas is the key
to creativity.
29F. (Polish)

2.96 (1.62)

.52

-.88

2.88 (1.66)

.48

-1.07

30S. I have difficulty deciding that
a project is definitively completed.
30S. (Polish)

3.56 (1.57)

.08

-1.16

3.46 (1.54)

.04

-1.14

31S. Real-world experience (data)
is necessary for creative accomplishment.
31S. (Polish)

3.44 (1.49)

.28

-.76

3.44 (1.42)

.19

-.82

32S. When I start a new project, I
am not exactly sure how the work
will turn out in the end.
32S. (Polish)

3.16 (1.58)

.24

-1.06

3.20 (1.67)

.17

-1.17

33F. Once I start working on a project, I usually complete it quickly.
33F. (Polish)

3.80 (1.31)

-.24

-.29

3.74 (1.32)

-.16

-.38

34F. I believe that one’s best work
can be produced at a relatively early
age.
34F. (Polish)

2.88 (1.65)

.40

-1.15

2.74 (1.60)

.60

-.69

35S. Technical skill is the key to
creativity.
35S. (Polish)

3.50 (1.31)

-.11

-.47

3.52 (1.33)

-.13

-.55

36F. During the creative process,
I can easily articulate my goals.
36F. (Polish)

3.16 (1.42)

-.21

-.97

3.40 (1.46)

-.29

-.89

37S. Ideas are only good or bad in
terms of how they are elaborated.
37S. (Polish)

3.42 (1.50)

-.01

-.99

3.50 (1.69)

-.03

-1.28

38F. I use a deductive approach in
my work, starting with general
principles.
38F. (Polish)

3.38 (1.37)

.21

-.72

3.44 (1.39)

.39

-.64

39S. I believe that one’s best work
occurs in maturity.
39S. (Polish)

4.08 (1.54)

-.53

-.68

4.20 (1.50)

-.58

-.60

40S. I begin projects without
a detailed understanding of where
it will lead.
40S. (Polish)

3.30 (1.57)

.24

-.92

ICC
.94***

.70(49)

.96***

1.22(49)

.82***

.00(49)

.93***

-.34(49)

.96***

.83(49)

.98***

2.19(49)*

.91***

-.18(49)

.90***

-1.95(49)

.91***

-.60(49)

.85***

-.43(49)

.83***

-.74(49)

.90***
3.50 (1.54)

.14

t(df)

-1.53(49)

-.94

Note. On the scale of answers 1 meant “ strongly agree” , and 6 meant “ strongly disagree” , hence the lower
value denotes higher scores. ICC refers to consistency and average measure. *p<.05. ***p<.001.

In the case of two items (18, 34) the differences between the means were statistically
significant. Moreover, the difference obtained in the case of item 36 was marginally signif-
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In the next step of the analysis, the results obtained by the participants in the finder
and seeker subscales were analysed. The correlations between the original and Polish
version of each subscale were tested. Also the correlations between the finder and seeker subscales in the original version and Polish version of the questionnaire were compared. The correlation coefficients are presented in Table 3.
TABLE 3
Correlations between Subscales
Pairs of Subscales

Pearson Correlation

ICC

Finder Subscale (original)
Finder Subscale (Polish)

.93**

.96***

Seeker Subscale (original)
Seeker Subscale (Polish)

.94**

.97***

Finder Subscale (original)
Seeker Subscale (original)

.28*

.38*

Finder Subscale (Polish)
Seeker Subscale (Polish)

.31*

.41*

Note. ICC refers to consistency and average measure. *p<.05. **p<.01. ***p<.001

As can be seen from Table 3, the correlations have similar strength as far as the original and Polish versions of the subscales are concerned. Finally, the results obtained by
the participants in the original and the Polish version of each subscale were compared.
For this purpose the paired-t-test was used. There were no significant differences in the
case of the finder subscale, t(49)=-.63; p>.05, nor in that of the seeker subscale,
t(49)=.52; p>.05.
Discussion. High correlation coefficients between the two-language versions of the
items, and as a consequence, the scales, the lack of significant differences between the
means and the similar strength of the correlations between the finder and seeker scales
lead to the conclusion, that both versions of the instrument are equivalent. Some doubts
can be raised by the differences between the language versions noticed in relation to two
items. It is possible, that in the final version of the instrument they would need to be reformulated, so that they convey the sense of the original version more fully. However, these
doubts do not undermine the conclusion, that the language versions are equivalent. At
the same time, it is necessary to admit, that the procedure for the research may influence
this result. It needs to be emphasised, that each participant filled in two versions of the
same questionnaire, one immediately after the other. This might have strengthened the
relationships obtained between the two versions.
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Study 3
The objective of the study was to check the susceptibility of the Polish version
of the instrument to social approval.
Participants. In total 64 individuals participated in Study 3:55 females, 5 males, 4 undisclosed, M(SD) age=21.63 (1.43) years. The participants were students of the Academy
of Special Education in Warsaw.
Materials. Two independent sets of the Polish CAppQ were used at this stage. Set no
1 consisted of the Polish version of the CAppQ and instructions translated from the original version. Set no 2 consisted of the Polish version of the CAppQ and instructions en-

couraging the participants to present themselves in the most favourable light.
Procedure. The participants worked in group conditions. In each group, sets no 1 and
2 were distributed randomly: 33 participants received a set containing the instructions
translated from the original version and 31 persons received a set containing the changed
instructions. The participants filled in the questionnaires at their own pace.
Results. An independent-samples t-test was used to compare the means for each
of the items of the CAppQ in the condition of the neutral and modified instructions.
The results of the analyses are presented in Table 4.
TABLE 4
Descriptive statistics for each item in the version with neutral instructions and with
modified instructions together with the results of t-test and Cohen’s d
Item

M (SD)
in neutral
version

M (SD)
in modified
version

t(df)

p

d

1F. I prefer working on problems
that no one has studied before.
2S. During the creative process,
I find it difficult to describe what
I’m trying to do.
3F. When I start a new project,
I usually have a clear sense of
what the final product will be like.
4F. I prepare a detailed plan
when starting new projects.

3.00(1.03)

2.23(1.09)

2.93(62)

.005

.73

3.76(1.68)

3.55(1.73)

.49(62)

.625

.12

3.22(1.43)

3.61(1.43)

-1.09(61)

.279

.27

3.59(1.56)

2.65(1.43)

2.51(61)

.015

.63

5F. Ideas themselves can be intrinsically good or bad.

4.00(1.85)

3.74(1.79)

.57(62)

.573

.14

6S. I tend to learn very deeply.

3.21(1.14)

3.68(1.56)

-1.37(62)

.176

.34

7S. During the creative process,
my work undergoes substantial
revisions.
8F. When I have completed a
project, I am confident that it is
truly finished.

3.21(1.22)

2.65(1.28)

1.82(62)

.074

.45

3.03(1.45)

2.26(1.26)

2.26(61)

.028

.56

80

Polish Version of the Creative Approach Questionnaire: An Initial Adaptation / CREATIVITY 1(1) 2014

Item

M (SD)
in neutral
version
3.27(1.61)

M (SD)
in modified
version
2.74(1.73)

1.27(62)

.208

.32

2.09(1.18)

1.90(1.22)

.63(62)

.534

.16

11S. When I think about creativity, I think about the creative process.
12F. Creativity is best achieved
by rebelling against tradition.
13F. As I am working on a project, I usually have a very clear
sense of what I want to do next.
14F. When I am creating something, making decisions is easy
for me.
15S. As I am working on a project, I have difficulty deciding
what my next move will be.
16S. Over the course of my career, most of my works have had
a common theme.
17F. Sheer originality is the key
to creativity.
18F. A theory is necessary for
creative accomplishment.
19S. I use an inductive approach
in my work, starting with specific
pieces of information.
20F. I am constantly trying to get
novel ideas.
21S. Creativity is best achieved
by building on tradition.

2.88(1.27)

2.87(1.46)

.02(62)

.982

.008

3.64(1.32)

3.81(1.40)

-.50(62)

.619

.13

3.36(1.06)

3.19(1.30)

.58(62)

.567

.14

3.27(1.26)

3.03(1.22)

.78(62)

.442

.19

3.48(1.33)

4.16(1.27)

-2.08(62)

.041

.52

3.67(1.14)

3.90(1.42)

-.74(62)

.464

.18

2.39(1.22)

2.35(1.40)

.12(62)

.906

.03

4.22(1.24)

4.35(1.36)

-.42(61)

.679

.10

3.76(1.15)

3.26(1.32)

1.62(62)

.110

.41

2.91(1.16)

2.06(1.21)

2.86(62)

.006

.71

4.00(1.23)

3.90(1.17)

.32(62)

.747

.08

22S. I am constantly trying to improve my skills.

2.09(1.38)

1.68(1.28)

1.24(62)

.218

.31

23F. When I think about creativity, I think about the creative prod

2.79(1.05)

2.37(1.22)

1.47(61)

.146

.37

24S. I prefer working on problems that are mainstream in nature.
25S. It takes me a long time to
complete a project.
26F. During the creative process,
my work unfolds in a way that is
consistent with my initial plan.
27F. I tend to learn very quickly.

4.03(1.38)

3.68(1.60)

.95(62)

.348

.24

2.88(1.32)

3.29(1.64)

-1.11(62)

.271

.28

4.03(1.19)

3.84(1.42)

.59(62)

.559

.15

2.70(1.26)

2.26(1.37)

1.34(62)

.186

.33

9F. Over the course of my career, I have worked on a diverse
array of projects.
10S. Developing ideas is the key
to creativity.

t(df)

p

d
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Item

28S. When I am creating something, making decisions takes a
lot of effort.
29F. Generating ideas is the key
to creativity.
30S. I have difficulty deciding that
a project is definitively completed
31S.
Real-world
experience
(data) is necessary for creative
accomplishment.
32S. When I start a new project, I
am not exactly sure how the work
will turn out in the end.
33F. Once I start working on
a project, I usually complete it
quickly.
34F. I believe that one’s best
work can be produced at a relatively early age.
35S. Technical skill is the key to
creativity.
36F. During the creative process,
I can easily articulate my goals.
37S. Ideas are only good or bad
in terms of how they are elabora.
38F. I use a deductive approach
in my work, starting with general
principles.
39S. I believe that one’s best
work occurs in maturity.
40S. I begin projects without
a detailed understanding of
where it will lead.

M (SD)
in neutral
version
3.15(1.44)

M (SD)
in modified
version
3.55(1.43)

t(df)

p

d

-1.11(62)

.274

.28

2.03( .85)

2.03(1.40)

-.01(62)

.995

3.27(1.65)

3.90(1.65)

-1.51(61)

.136

.001
7
.38

3.21(1.34)

3.06(1.41)

.43(62)

.669

.11

2.79(1.29)

2.71(1.51)

.22(62)

.824

.06

4.12(1.29)

3.65(1.40)

1.41(62)

.163

.35

2.21(1.43)

1.55( .89)

2.21(62)

.031

.55

3.88( .96)

3.58(1.36)

1.02(62)

.313

.25

3.21(1.11)

3.00(1.24)

.72(62)

.473

.18

3.06(1.27)

2.81(1.35)

.78(61)

.441

.19

3.24(1.35)

3.13(1.15)

.36(62)

.719

.09

4.06(1.25)

4.65(1.08)

-2.00(62)

.050

.50

3.45(1.33)

3.48(1.73)

-.08(62)

.939

.02

Note. In the answer scale 1 meant “ strongly agree” , and 6 meant “ strongly disagree” , hence the lower value denotes higher scores.

In six cases out of forty (15%) statistically significant differences appeared. The participants asked to present themselves in the most favourable light achieved a higher result in
five items belonging to the finder subscale (1, 4, 8, 20, 34) and significantly lower results

in one item belonging to the seeker subscale (15). Also the difference in relation
to statement 39 is worth noticing. Bearing in mind, that the questionnaire consists
of 40 items, one must admit, that the influence of the modified instructions did not turn out
to be very strong. Nevertheless, a tendency to value some features of the finder higher
and to deprecate some features of the seeker was observed.
In analysing the data from Study 3, the reliability of each subscale of the Polish version
of instrument was also examined. The reliability coefficient for the finder subscale
amounted to Cronbach’s α=.78 for all participants, Cronbach’s α=.76 for the neutral ver-
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sion and Cronbach’s α=.77 for modified version of the instructions. The reliability
of the seeker subscale was lower: Cronbach’s α=.65 for all participants, Cronbach’s
α=.63 for the neutral version and Cronbach’s α=.68 for the modified version. Hence, the
results obtained in this subscale need to be interpreted carefully. The correlations between items and subscales for the neutral version are presented in Table 5.
TABLE 5
Item-total correlations for finder and seeker subscale (neutral version)
Finder Item
1F. I prefer working on problems that no one has studied
before.

Item-total
Correlation
.09

Seeker Item
2S. During the creative process,
I find it difficult to describe what
I’m trying to do.

Item-total
Correlation
.22

3F. When I start a new project,
I usually have a clear sense of
what the final product will be
like.
4F. I prepare a detailed plan
when starting new projects.

.27

6S. I tend to learn very deeply.

.24

.44

7S. During the creative process,
my work undergoes substantial
revisions.

.28

5F. Ideas themselves can be
intrinsically good or bad.

.19

10S. Developing ideas is the
key to creativity.

-.18

8F. When I have completed
a project, I am confident that it
is truly finished.

.58

11S. When I think about creativity, I think about the creative process.

.27

9F. Over the course of my career, I have worked on a diverse array of projects.

.57

15S. As I am working on a project, I have difficulty deciding
what my next move will be.

.03

12F. Creativity is best achieved
by rebelling against tradition.

-.03

16S. Over the course of my career, most of my works have
had a common theme.

.47

13F. As I am working on a project, I usually have a very clear
sense of what I want to do next.

.53

19S. I use an inductive approach in my work, starting with
specific pieces of information.

.06

14F. When I am creating something, making decisions is easy
for me.

.35

21S. Creativity is best achieved
by building on tradition.

.20

17F. Sheer originality is the key
to creativity.

.48

22S. I am constantly trying to
improve my skills.

-.15

18F. A theory is necessary for
creative accomplishment.

.30

24S. I prefer working on problems that are mainstream in nature.

.07

20F. I am constantly trying to
get novel ideas.

.48

25S. It takes me a long time to
complete a project.

.36

23F. When I think about creativity, I think about the creative
product.

.49

28S. When I am creating something, making decisions takes a
lot of effort.

.44
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Finder Item

Item-total
Correlation

Seeker Item

Item-total
Correlation

26F. During the creative process, my work unfolds in a way
that is consistent with my initial
plan.
27F. I tend to learn very quickly.

.21

30S. I have difficulty deciding
that a project is definitively completed.

.58

.31

.40

29F. Generating ideas is the
key to creativity.

.32

33F. Once I start working on
a project, I usually complete it
quickly.
34F. I believe that one’s best
work can be produced at a relatively early age.
36F. During the creative process, I can easily articulate my
goals.

.18

31S. Real-world experience
(data) is necessary for creative
accomplishment.
32S. When I start a new project,
I am not exactly sure how the
work will turn out in the end.
35S. Technical skill is the key to
creativity.
37S. Ideas are only good or bad
in terms of how they are elaborated.
39S. I believe that one’s best
work occurs in maturity.

.46

38F. I use a deductive approach in my work, starting with
general principles.

-.04

40S. I begin projects without
a detailed understanding of
where it will lead.

.30

.47

.50

.20

.12

.09

Note. N = 33

Discussion. On observing the tendency towards slightly favouring one of the types, it

is worth thinking about the explanation for this effect. It seems possible, that in Polish culture, the features of a finder (self-confidence, independence) are valued more, than the
features of a seeker. This seems probable when we take into consideration the fact, that
Polish society shows tendencies towards greater individualism (Hofstede & Hofstede,
2005; Nowacki, 2013a; Urban, 2008). Moreover, this phenomenon may exert some influence on the results obtained in the Polish version of the CAppQ. Having in mind their self
-presentation, the participants may distort their self-description, irrespective of encouragement to present oneself in the most favourable light. In other words, the results obtained in the finder subscale may be somewhat overstated in relation to the seeker sub-

scale. These doubts could be clarified by separate research devoted to the characteristics of the Polish version of the CAppQ.
General Discussion
In this article, the process of initial adaptation of the Creative Approach Questionnaire
was presented. First, attention was drawn to the possibility of creative description from
the perspective of the distinction between evolutionary vs. revolutionary creativity. Second, the main theses of Galenson’s (2001, 2009) typology were briefly presented and the
self-report instrument created on the basis of his model (Durmysheva & Kozbelt, 2010)
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was characterised. Finally, three studies conducted in the process of preparation of
a Polish version of the CAppQ were described. Study 1 was devoted to assessment of
the theoretical validity and linguistic appropriateness of the initial version of the questionnaire. This version turned out to be generally theoretically valid and linguistically appropriate, although one fourth of the items of the questionnaire (10 out of 40 items) were considered to be poorly adjusted to the theoretical model according to the experts consulted.
The objective of Study 2 was to establish the relationship between the original and the
Polish version of the CAppQ. Both versions turned out to be closely related to each other.
Study 3 examined the susceptibility of the Polish version of the CAppQ to social approval.

The obtained results indicated the tendency of the participants to value some features of
a finder higher and deprecate some features of a seeker. The question, as to whether future research with the Polish version of the CAppQ may reveal similar disproportions between seeker and finder remains open.
The results of each of the above-mentioned studies contain some ambiguities. All of
the doubts that appear here may be clarified in future studies. It would seem necessary to
conduct separate research, devoted to examining the characteristics of the Polish version
of the CAppQ and comparing the results with the analyses by Durmysheva and Kozbelt
(2010). This would help to clarify whether it is necessary to reformulate or delete some of
the items of the questionnaire, or even to suggest new methods of interpretation of the
results. Such research should form the next stage in the process of preparation of the
Polish version of the CAppQ. However, a description of future research is beyond the
scope of the present article, the aim of which was to provide a summary and evaluation of
the first phase of the adaptation process for a Polish version of the CAppQ.
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APPENDIX: INITIAL POLISH VERSION OF THE CREATIVE
APPROACH QUESTIONNAIRE
1F. Wole pracowac nad problemami, ktorych nikt wczesniej nie zglebial.
2S. Kiedy tworze, trudno mi opisac, co chce zrobic.
3F. Kiedy rozpoczynam nowy projekt, zazwyczaj mam jasnosc, jaki bedzie efekt koncowy.
4F. Gdy rozpoczynam prace nad nowym projektem, przygotowuje szczegolowy plan dzialan.
5F. Pomysly sa z natury dobre lub zle.
6S. Mam sklonnosc do uczenia sie bardzo doglebnie.
7S. W trakcie procesu tworczego efekty mojej pracy sa czesto i znaczaco zmieniane.
8F. Gdy koncze jakis projekt, to wiem, ze jest naprawde skonczony.
9F. W swoim zyciu pracowalem nad wieloma roznorodnymi projektami.
10S. Rozwijanie pomyslow to klucz do tworczosci.
11S. Gdy mysle o tworczosci, przede wszystkim przychodzi mi do glowy proces tworczy.
12F. Tworczosc osiaga sie poprzez bunt przeciw tradycji.
13F. Zwykle gdy pracuje nad projektem, mam jasne poczucie, jaki powinien byc kolejny krok.
14F. Gdy cos tworze, szybko podejmuje decyzje.
15S. Gdy pracuje nad projektem, mam problemy z decyzja, jaki powinien byc nastepny krok.
16S. Wiekszosc dziel w mojej karierze miala wspolny temat.
17F. Kluczem do tworczosci jest oryginalnosc.
18F. Teoria to podstawa tworczych dokonan.
19S. Pracuje w sposob indukcyjny, zaczynajac od szczatkowych informacji.
20F. Wciaz staram sie wymyslac cos nowego.
21S. Tworczosc wymaga budowania na tradycji.
22S. Wciaz staram sie rozwijac swoje umiejetnosci.
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23F. Kiedy mysle o tworczosci, przychodza mi na mysl tworcze dziela.
24S. Wole pracowac nad problemami, ktore sa modne.
25S. Skonczenie projektu zajmuje mi duzo czasu.
26F. W trakcie procesu tworczego moja praca przebiega dokladnie w taki sposob, jak sobie zaplanuje.
27F. Szybko sie ucze.
28S. Kiedy cos tworze, podejmowanie decyzji kosztuje wiele wysilku.
29F. Wytwarzanie pomyslow to klucz do tworczosci.
30S. Mam problem z uznaniem, ze jakies moje dzielo jest juz na pewno skonczone.
31S. Dane i wiedza sa niezbedne dla tworczych osiagniec.
32S. Gdy rozpoczynam nowy projekt, nie jestem calkowicie pewien, jak bedzie wygladal efekt koncowy.

33F. Gdy juz zaczne prace nad projektem, to zazwyczaj szybko koncze.
34F. Wierze, ze mozna stworzyc swoje najlepsze dzielo, bedac w stosunkowo mlodym wieku.
35S. Kluczem do tworczosci jest sprawnosc techniczna.
36F. W trakcie procesu tworczego latwo formuluje swoje cele.
37S. Pomysly sa dobre lub zle w zaleznosci od tego, jak sa opracowane.
38F. Pracujac, stosuje podejscie dedukcyjne, zaczynajac od glownych zasad.
39S. Wierze, ze najlepsze prace powstaja w dojrzalym wieku.
40S. Rozpoczynam projekt, nie majac szczegolowego rozeznania, do czego doprowadzi.
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INTRODUCTION
Creative achievements depend on the coincidence of intra- and interpersonal factors
(Eysenck, 1995). Personality traits such as openness to experience, independence
(Batey & Furnham, 2006; Karwowski, 2009, 2010; McCrae, 1987; Necka, 2001), creative
self-efficacy and creative personal identity (Jaussi, Randel & Dionne, 2007; Karwowski,
2012; Lim & Choi, 2009; Tierney & Farmer, 2002; 2011) and cognitive abilities, i.e. divergent thinking (Carson, Peterson & Higgins, 2005; Cramond, 1994; Plucker, 1999; Kim

2008) as well as an ability to solve problems requiring insight (Szen-Ziemianska & Karwowski, in preparation) are among the main determinants of creative achievement. Feist
(1998) has demonstrated that openness characterizes more creative scientists in comparison to less creative ones. Openness to experience, together with creative thinking increases the chances for creative achievements (King, McKee Walker & Broyles, 1996). In
drawing attention to the motivational aspect of creative activity, it is commonly acknowl*
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edged, that intrinsic motivation is required for creative actions (Amabile, 1996), but under
certain circumstances (i.e. in professional creativity) extrinsic motivation may also be important for creative accomplishments. It is assumed that motivational synergy fosters creativity (Amabile, 1996; Karwowski & Gralewski, 2011), because of the emergent coincidence of interest and happiness with applause and external gratification. Motivation is obviously linked to individual values, attitudes or orientations. Hubristic motivation, that focuses on the effects which confirm the importance and value of a person (Kozielecki,
1997), is often observed among scientists (Tokarz, 1998). This suggests, that hubristic
motivation will be manifested in beliefs and action strategies for this professional group.

This article analyzes orientations toward scientific work among young scientists. The term
"orientation" concerns a set of individual beliefs about work effects and issues related to a
career in science. Orientations may influence the range and level of scientific activity and
lead to creative achievements as predicted by socio-cognitive theory (Bandura, 1997;
Bandura, Barbaranelli, Caprara & Pastorelli, 2001). Hence, such orientations may also be
interpreted as mindsets (Karwowski, 2013) concerning science as a domain of creative
activity. Orientations translate into motivation by activation of the processes that enable
scientists to accomplish their goals and thus are related to the scope and level of creative
achievements i.e. in science. Therefore the article’s goals are: (1) to elaborate and test
a new scale measuring orientation towards science among young scientists; and at the
same time to examine (2) whether, and to what extent, specific orientations are associated with activity in science and (3) whether, and to what extent, specific orientations are
associated with creative achievement in science, such as: publications, attending conferences, creating inventions or winning grants. The study described below was realized
among young scientists in order to ensure external validity and to fill a gap observed in
the creativity literature. It is hypothesized, that orientations play a predictive role, explaining differences in creative activity and creative achievements, adding significantly to other
well-established predictors of scientific accomplishments, such as personality and cognitive factors (Feist, 1993; 1998; 2006).
ORIENTATIONS TOWARDS SCIENTIFIC WORK
Scientists differ not only in terms of their traits and abilities, but also in terms of their beliefs about scientific work. Differences in publishing and research priorities seem to be
especially important when attempting to explain different attitudes and styles in scientific
practice. So far, no scale measuring orientation towards scientific work has been published. Based on the results discussed below, as well as the informal analysis of the work
of young scientists (author's unpublished research), in this study, four orientations have
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been distinguished: the orientation toward quantity, the orientation toward quality, the orientation toward originality and the orientation toward adaptation.
Orientation toward quantity focuses on scientific productivity, especially in terms of
publishing. Its essence lies more in the quantity, rather than the quality of scientific publications produced. Sometimes there is even the suspicion that quality may suffer and give
way to quantity, but this need not be the case – in the long term, quantity may turn into
quality in the case of publishing. People who hold this orientation believe that writing articles is a skill, that can be developed. For this reason, orientation may be treated as specific mind-sets, which play a regulative role: when the ability to write scientific articles is

perceived as being possible to develop (malleable), the chances for achievements grow,
whereas the chances decrease, when the ability is seen as fixed (stable) (Karwowski,
2013). Publishing large numbers of articles leads to a higher standard in subsequent
manuscripts. This belief has been confirmed several times by the high correlations that
are found between number of publications and their quality or degree of scientific eminence (Buses & Mansfield, 1984; Simonton, 1988) and is reflected in the popular saying
„ publish or perish” . Individuals, who believe that the number of publications has a major
meaning, often adopt the “ the more, the better” strategy. Those, who are oriented toward
quality are focused on a more ambitious goal, with fewer publications. Therefore orientation toward quality manifests itself in a tendency to elaborate. People with an orientation
of this kind, set the standards for their work at a higher level and believe, that the quality
of their work determines their future career as scientists. Thus they do their best to elaborate the effects of their work. Individuals oriented toward productivity are probably likely to
take the risk, sometimes even experimenting, by submitting an imperfect manuscript for
review and awaiting comments, which they treat as a form of development. On the other
hand, scientists oriented toward quality will not submit a manuscript until it meets their
internal standards. Orientations defined this way may constitute opposite poles of the
same continuum, but lack of a quantitative attitude does not have to lead to an orientation
toward quality and vice versa – if a scholar is not qualitatively oriented, the tendency towards greater productivity does not necessarily increase either.
Orientation toward originality manifests itself in a sensitivity towards problems and
a tendency for novelty-seeking. People who are oriented toward originality believe that
science develops through discoveries and solving new problems is more likely to make
their careers successful. An important aspect of this orientation is to be inspired by experience gained in creative activity in domains other than science itself. This means that
they acquire their original approach to scientific problems through an orientation towards
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non-scientific activity (like artistic experiences). Artistic activity and the use of experience
from other domains allows scientists to cross the borders of their discipline, stimulates
scientific discoveries and leads to multiple scientific insights. Creative activity in many domains translates into outstanding achievements in one of them (Root-Bernstein & RootBernstein, 2004; Root-Bernstein, Bernstein & Garnier, 1995). Undertaking various activities mediates the relationship between creative potential and achievements. It has recently been demonstrated (Jauk, Benedek & Neubauer, 2013) that fluency, originality and
openness to experience predict everyday creativity, which then translates into creative
achievements. Therefore the meaning of creative non-scientific activity for scientific effec-

tiveness may not only be inspiring, but may also have developmental importance.
Orientation toward adaptation is not the simple inverse of orientation toward originality,
but an expression of another, more pessimistic vision of science. It consists of two elements: first - orientation toward restriction - is an expression of helplessness and the
manifestation of a focus on constraints in the scientific environment. With this perspective, creative scientific work is very difficult. Scientific work requires subordination to a superior and it is the environment that decides which problems should be undertaken. People oriented this way also avoid different activities and hobbies, because they believe that
other activities distract them from scientific work. Another element is the belief that not
every scientist has to be a discoverer: improvements and the compilation of many people’s work are important as well. We are therefore faced with the conviction that limitations are inevitable and the lack of a positive attitude towards creative work, which may
limit the range of activities and creative achievements.
The orientations described are expected to emerge as an effect of the interaction between scholars’ individual characteristics and their environment. On the one hand - traits
such as openness to experience, conscientiousness or risk taking, may influence the formation of orientation, e.g. high openness to experience and high risk-taking may have
particular importance for the orientation toward originality, while low levels of openness
may be associated with an orientation toward adaptation. A relationship between these
two orientations with creativity style (Kirton, 1976) is also expected. Correlations between
style and personality have already been tested (Gelade, 2002; von Wittich & Antonakis,
2011). Orientation plays an adaptive function - the knowledge of "what to do and how",
especially at the early stages of a scientific career, builds a feeling of security and supports motivation towards work. "Know-how" refers to tacit knowledge and may be an expression of practical intelligence (Sternberg & Hedlund, 2002). On the other hand however, the scientific environment forms the attitudes of young scientists, because of external
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expectations and standards. Supervisors, superiors and the overall climate influence the
orientation adopted by graduate students and postdoctoral researchers. It still remains to
be shown, whether and to what extent, these orientations predict scientific activity and
achievements.
CREATIVE ACHIEVEMENTS IN SCIENCE
Creative achievement - defined as the sum of creative products generated by an individual during his/her life (Carson, Peterson & Higgins, 2005) - stems from creative thinking
and actions, realized through conscious activity and deliberate practice (Karwowski,
2009). In science, creative achievements are elaborated products (Stumf, 1995). The

most common approach to establishing a measure of creative achievement used in studies about creativity in science is the number of publications (a measure of the productivity) and the number of citations (a measure of the impact on the field). People at the beginning of their scientific career usually have minor influence on the domain in which they
work. In the course of their work and with the passage of time, their chances of making
an impact increase. The relationship between productivity and quality or eminence of scientists is positive, with a moderate to strong effect (Simonton, 1988; Stumpf, 1995);
productivity translates into quality as assessed by the gate-keepers (reviewers, editors
accepting the article, experts granting funding or patents). The productivity indicator is
a better measure of scientific achievements at the early stage of a person’s scientific career than the citation index. The citation index may increase not only as a result of positive aspects, such as the significance of a finding, but also as an example of a specific
methodology or a negative example of errors in contents (Stumpf, 1995). Moreover the
citation index de-favours authors publishing in languages other than English.
Despite the exploratory character of the study presented in this article, it is possible to
tentatively draw up some hypotheses and to propose a rationale for them. It is hypothesised that the orientation toward quantity is positively related to the actual level of productivity and quantity of creative achievements. This is based on the assumption that people
having this orientation are more motivated to finalize as many creative products as possible, because these products guarantee their development and success. Further, it would
seem plausible that a more qualitative orientation correlates negatively with the quantity
of creative achievements. One direction of conjecture is that excessively high standards
may form an obstacle at the initial stage of a person’s scientific career. An expected positive relationship between orientation toward originality and achievements is based on the
assumption that non-scientific inspirations help to discover new and original research
problems and foster achievements. It is also hypothesized that the orientation toward ad-
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aptation is negatively correlated with achievements. It is highly probable that interactions
will occur between particular orientations, especially between the orientation toward
quantity and the orientation toward adaptation. The most favourable conditions for scientific work are likely to be a strong focus on quantity and low orientation toward adaptation
and restriction. Orientation toward quantity and quality, as well as the orientation toward
originality and adaptation should occur in negative, but weak relationships.
METHOD
Participants
Thirty young scientists (17 women) aged around 30 years (with M=29.43, and SD=6.91)

participated in the study. Graduate students formed the majority of the sample, although it
also included 8 postdoctoral researchers and one Associate Professor. All the participants were affiliated to different departments of Social Science and Science at the University of Social Sciences and Humanities (psychology and cultural studies), the University of Warsaw (English philology, philosophy), the Academy of Special Education
(pedagogy), the Jagiellonian University in Krakow (mathematics and physics), Warsaw
University of Technology (energetics, mechanics and management), the Cardinal Stefan
Wyszynski University in Warsaw (philosophy). One participant was affiliated to the
Univerisity of Euroregional Economy in Jozefow - Warsaw (sociology), one other with the

Paris-Sud Univerisity (computer science), and two respondents did not report their affiliation.
The response rate was very low, which indicates that young scientists are a group that
are difficult to access. Voluntary participation in a study, especially one concerning creative achievement and scientific career reduces willingness to participate. At the same
time, selfless assistance becomes something special in very competitive environments.
Procedure
The study was conducted via the Internet. Snowball sampling was used to complete the
group. Participants received an e-mail including an invitation and a link to the study. They
were informed about the goals, the subject matter of the study and its pilot nature. Their
participation was not rewarded.
They were asked to provide responses on the Scale of Orientation towards Scientific
Work first, and afterwards they completed the Profile of Creative Activity together with a
demographic and professional description. At the end the participants were asked if they
had any comments with regard to the content of the questions or any suggestions for improvement. The whole study took about 5 minutes.
Measures
Two instruments were used for the research:
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The Orientation toward Scientific Work Scale (OSWS) is a new scale developed for
the purposes of this study. It describes individual beliefs about work and a career in science. Participants used a 5-point scale to describe the extent to which they agreed or disagreed with each of the statements (1=definitely not, 5=definitely yes). The initial version
of the OSWS consisted of 24 statements, 6 relating to each of the 4 scales: orientation
toward quantity, orientation toward quality, orientation toward originality and orientation
toward adaptation.
The Creative Activity Profile (CAP) – a scale concerning detailed achievements and
productivity in science. Based on the CAP, two indicators were extracted: (1) creative

achievements and (2) scientific practice. Creative achievements were defined by means
of a total of 14 questions which concerned: the number of published scientific articles
(peer-reviewed and published in Polish or English languages), the number of chapters
published in edited books, the number of authored books (as author or co-author), the
number of utility designs, inventions, patents, implementations i.e. in industry, the number
of grants received and active participation in conferences.
Scientific practice was measured in terms of all scientific activities, that foster gaining
new experiences and contributing to an increase in competencies. The practice indicator
shows the level and range of scientific activity and it includes elements such as: the reali-

zation of individual and team research projects, seminar activity, authorship of unpublished research reports, popular publications or preparation of materials for conferences. These important elements of scientific work precede any achievements but can
lead to them (the more you work, the greater the chance of achievements, the more research projects realized, the more material you have for publication, etc), but practice
alone cannot determine the success of a scientist.
The Creative Activity Profile has been used in the author's earlier research, conducted
among graduate students, and obtained good validity (in terms of correlation with a science scale from the Creative Achievement Questionnaire; Carson et al., 2005) and satisfactory reliability. In the current study, the reliability of achievements index was good
(α=.79) and for scientific practice it was acceptable (α=.60).
The distribution of scores for creative achievements and scope of scientific activities is
usually skewed (Silvia, Kaufman & Pretz, 2009). The minimum value is zero (which may
occur in the first year of doctoral studies), but the maximum value has no limit (Carson et
al., 2005; Silvia, et al., 2009). Eminent young scientists may have a lot of diverse accomplishments and engage in almost countless scientific activities - two eminent young scientists, whose achievements are clearly higher than the rest of the respondents, participat-
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ed in the study. This result reflects the real situation as regards achievements - the presence of eminent young scientists in society is undeniable. In contrast, only one person
within the sample demonstrated a lack of achievements.
RESULTS
The structure of the OSWS
Descriptive statistics for the assumed scales were calculated and their reliability was examined in the first step of the analysis. It was found that the reliability was too low (e.g.
orientations towards quantity α=.33 and quality α=.45 ) and the correlations between the
scales were ambiguous. Thus despite the small sample, exploratory factor analysis (EFA)

with Varimax rotation was conducted. Descriptive statistics and factor loadings for each of
the 24 items used for the EFA are shown in Table 1.
TABLE 1
Descriptive statistics for the OSWS
1. A scientific career depends mainly on the
number of publications, not on the rank of the
problems undertaken.
2. It is better to publish one article in a good journal, than five in a moderate one.
3. Scientists should work mainly on new problems, which have not been undertaken (solved)
before.
4. It is very difficult to create something new in
science.
5. Quantity becomes quality in the case of publishing.
6. It is very time consuming to write an article,
every slightest detail counts.
7. Experience gained in different domains of life
should be used in scientific work.
8. Science develops, thanks to the compilation of
many people's work and not every one of them
has to be a great discoverer to be a scientist.
9. Writing scientific articles is an ability that can
be developed through writing.
10. One great article is sufficient to be successful
in science.
11. People should look to apply their nonscientific interests to science.
12. Any non-scientific activity distracts from
achieving scientific goals.
13. One needs to write many articles to gain
ease in writing.
14. The number of articles published is less important than their quality for success in science.
15. A scientific article should be original and provide something new to the domain.

M

SD

SK

F

FL

2.90

1.15

-.08

I

.796

4.13

1.04

-.87

III

.693

3.27

1.36

-.08

3.73

1.34

-.86

I

.767

2.53

1.28

.45

IV

.535

3.90

1.09

-.80

I

.384

3.90

.92

-.64

II

.596

4.03

1.10

-1.41

V

.447

3.87

1.17

-.84

III

-.415

2.77

1.60

.30

VI

.973

3.83

1.15

-1.12

II

.929

2.13

1.36

1.07

IV

.398

3.57

1.33

-.43

IV

.499

3.77

1.13

-.57

III

.756

4.23

.89

-2.03 II, III, VI -.422.530-.358

IV,VI,VII .357-.377.516
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16. Scientific work requires sacrifice and full concentration - it should be both work and hobby.
17. The more publications, the greater the
chance of success in science.
18. It is better to carefully refine one article, than
write two or three quickly.
19. It is better to have a few group publications,
than a single independent one.
20. Artistic activity (drawing, playing a musical
instrument) is an inspiration to scientific work.
21. It is easier to improve something in scientific
work, than to invent something new.
22. It is better to have one independent publication, than several as co-author.
23. Attempting to tackle completely new research
problems is the main way of fostering a career in
science.
24. Problems undertaken by scientists mostly
depend on pressure from their superiors or current tendencies in the particular domain.

M

SD

SK

F

FL

2.67

1.27

.25

IV,VI

.384.412

3.63

1.03

-.38

IV

.675

4.17

.95

-1.39

2.70

1.05

.66

V

-.930

3.83

1.04

-.66

II

.803

3.90

1.15

-.80

VI,VII

.475-.391

3.27

1.08

-.22

V

.855

3.37

1.19

-.39

VII

.847

3.30

1.18

-.36

I

.798

III,IV,VII .592-.475.408

Note. M - mean, SD - standard deviation, SK - skewness, F - Factors, FL - Factor Loadings. Percentage of
the variance for each of the factors: I - 10.92, II - 9.65, III - 9.24, IV - 8.82, V - 8.78, VI - 8.41, VII - 7.98.

The analysis extracted 7 factors, explaining 64% of the variance. Only the items with
loadings equal or higher than .40 were analysed. Because of the small sample size, a lib-

eral limit of acceptable skewncss of data (+/-2) was set. Only statement 15 was found
to be above this limit and thus it was removed from further analysis.
Content analysis of the factors
The analysis of the factors obtained generally confirmed the assumed structure of the
OSWS, but the number of items in each of the scales was reduced. Factor IV was considered as the orientation toward quantity and included items: 5, 13, 17. Items belonging to
factor III - orientation toward quality - which were confirmed by the EFA are: 2, 14, 18.
Orientation toward originality was only partially confirmed and is reflected by factor II
(items: 7, 11, 20). These statements focus on the role of creative activity in different do-

mains, so the factor label was changed to "orientation toward non-scientific activity". The
orientation toward adaptation was less consistent with theoretic predictions, although the
obtained structure was indeed interesting (factor I). Items that loaded on this factor
showed a rather pessimistic vision of scientific work, a negative evaluation of own scientific activities and helplessness. This scale consisted of statements (1, 4, 24) concerning
superiors’ pressure, the low ranking of problems undertaken, and the view that scientific
work is time-consuming and highly difficult; therefore, the obtained factor was re-named
as "orientation toward restrictions". This factor needs to be clarified and retested in further
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studies. The reliability of the four main factors is presented in Table 2. Further work is also required in the case of the next factor, which consisted of two parallel statements concerning individual and group publishing, and statement 8 concerning compilation of work
and exploration. Nevertheless, in this case the reliability was acceptable (α=.761); it is
likely that reformulation of statement 8 to a more unequivocal statement is necessary.
The remaining two (among seven) factors elicited by the analysis show complexity of
content, which makes their interpretation difficult, therefore they will not form part of the
further analysis.
TABLE 2

Structure and the Reliability of the OSWS after item reduction
Item
17

Orientation toward quantity
The more publications, the greater the chance of success in science.

13

One needs to write many articles to gain ease in writing.

5

Quantity becomes quality in the case of publishing.

α = .667

α = .725

18

Orientation toward quality
The number of articles published is less important than their quality for success in science.
It is better to publish one article in a good journal, than five in a moderate
one.
It is better to carefully refine one article, than write two or three quickly.

α = .799

11

Orientation toward non-scientific activity
People should look to apply their non-scientific interests to science.

14
2

20
7

1
24
4

Artistic activity (drawing, playing a musical instrument) is an inspiration to
scientific work.
Experience gained in different domains of life should be used in scientific
work.
Orientation toward restrictions
A scientific career depends mainly on the number of publications, not on the
rank of the problems.
Problems undertaken by scientists mostly depend on pressure from their
superiors or current tendencies in the particular domain.
It is very difficult to create something new in science.

α = .799

Orientations, achievements and the range of scientific practice
The main purpose of this study was to explore the possible relationships between orientation toward science and the actual level of creative achievements and scientific practice
among young scientists. Distributions and descriptive measures of creative achievements
and scientific practice are shown in Figure 1-2 and Table 3. To examine whether the obtained orientations (qualitative, quantitative, orientation toward non-scientific activity and
orientation toward restrictions) are related to creative achievements and scientific practice, a correlation analysis was conducted. Orientation toward restriction correlated nega-
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tively and strongly, both with quantity of creative achievements (the sum of published
writing, conferences and inventions) and with scientific activity (practice). Orientation toward quantity correlated positively with creative achievements (Table 3).

Figure 1 Distribution of creative achievements.

Figure 2 Distribution of scientific practice.
TABLE 3
Intercorrelations between orientations, achievements and scientific practice
M
1. creative achievements

SD

25.9

46.57

24.78

39.02

9.73

2.84

4. orientation toward quality

12.07

2.52

5. orientation toward non-scientific
activity

11.43

2.59

9.93

3.11

2. scientific practice
3. orientation toward quantity

6. orientation toward restrictions
Note. N=30 *p<.05, **p<.01, ^p< .10

1
1

2

3

4

5

6

.88**

.38*

-.24

.05

-.39*

1

.34^

-.26

-.04

-.46*

1

-.09

.06

.17

1

.06

-.24

1

-.02
1
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Two regression analyses were conducted to determine whether orientations predict
creative achievements in science and scientific practice. The significant predictors of
quantity of creative achievements were: orientation toward quantity (β=.44; p<.01), orientation toward quality (β=-.33; p<.05) and orientation toward restrictions (β=-.55; p<.001).
The model was significantly better than the predictions based on the means (F(4,25)
=5.55; p<.01) and explained 39% of the variance for creative achievement. A similar pattern was observed in the case of scientific practice. Statistically significant predictors
were: orientation toward quantity (β=.42; p<.01), orientation toward quality (β=-.36; p<.05)
and orientation toward restrictions (β=-.64; p<.001). The model demonstrated a good level of fit F(4,23)=6.55; p<.001, corrected R2=.45.

The theoretical assumptions and results of linear regression suggested, that there may
be more complex relationships between orientations, scientific practice and creative
achievements. Due to the small sample size, separate regression analyses with interaction were conducted. The initial results from the study showed that the relation between
orientation toward quantity and creative achievements is moderated by orientation toward
quality. The interaction effect for high orientation toward quality (+1SD: B=1.97, SE=3.55,
p=ns), mean level (B=6.87, SE=2.79, p<.01) and low level (-1SD: B=11.78,
SE=4.25,p=.01) shows, that strong orientation toward quantity with low orientation toward
quality increases the chances for scientific achievements. The model demonstrates good
fit F(3,26)=3.31; p<.05 (R2 interaction coefficient=.09). Similar results were also obtained
for scientific practice. The findings suggest, that the positive relationship between orientation toward quantity and scope of scientific activity grows stronger with decreasing levels
of orientation toward quality (+1SD: B=-0.32, SE=2.93, p=ns; mean: B=5.84, SE=2.39,
p<.05; -1SD: B=12.00, SE=3.72, p=.01, interaction coefficient R2=.19).The model showed
good fit, F (3,24)=4.28; p<.05. The results of particular interactions are shown in Figures
3 and 4 (Aiken & West, 1991).

Figure 3 Interaction between orientations toward quantity,
orientation toward quality and creative achievements.
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Figure 4 Interaction between orientations toward quantity,
orientation toward quality and scientific practice.
The next two analyses reflected, that orientation toward restriction is also a moderator.
Orientation toward quantity is positively associated with creative achievements for low
orientation toward restriction (-1SD: B=13.79, SE=2.44, p=.001) and mean (B=6.08,
SE=2.00, p=.001) and it is not associated with creative achievement for high helplessness and restrictions (+1SD: B=-1.64, SE=2.90, p=ns).
The relationship between orientation toward quantity and scientific practice is not significantly different from zero for high orientation toward restriction (+1SD: B=-3.03,
SE=2.07, p=ns). In circumstances where pessimistic attitude is at either low or mean levels, the relationship between orientation toward quantity and range of scientific practice is
positive and significant (-1 SD B=11.68, SE=1.66, p=.001; mean B=4.32, SE=1.44,
p=.001). Both models show good fit (creative achievements: F (3,26)=14.97; p<.001 and
scientific practice: F (3,24)=26.48; p<.001). It is particularly important, that in the case of
the interaction of orientation toward quantity and orientation toward restriction the percentage of explained variance is quite high (27%, 36%). The results are illustrated in Figures 5 and 6. The results of testing orientation toward non-scientific activity were not significant.
Both the calculations and graphs were achieved with the aid of Interaction, version
1.7.2211 available at: http://www.danielsoper.com/Interaction.

Figure 5 Interaction between orientations toward quantity,
orientation toward restriction and creative achievements.
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Figure 6 Interaction between orientations toward quantity,
orientation toward restriction and scientific practice.
Finally, it is worth mentioning that no significant relationships were observed when
Spearman rank-order correlations were used, or when creative achievement and scientific practice were log-transformed. The skewness for the distribution of the scores for
both achievements and practice indicates, that we might be dealing with Poisson distributions (Silvia, et al., 2009), which impedes data analysis using simple correlational or regression methods. Regression analyses, using a log-transformed creative achievements
indicator, demonstrated a significant relationship only with the orientation toward restrictions (β = -.42; p < .05), although orientation toward quantity was marginally significant (β = .31; p =.09).

DISCUSSION
Orientations toward quality, quantity, originality and adaptation express different beliefs
and mind-sets (Karwowski, 2013) related to scientific work: writing articles and solving
problems. Orientations may influence the range and level of scientific practice and creative achievements (Bandura, 1997; Bandura, Barbaranelli, Caprara & Pastorelli, 2001).
Discovering the way in which people think about their work and its results, may form an
important direction in studies about the determinants of creativity. Orientations or attitudes of scientists have so far not been defined clearly enough to allow their psychometric measurement (Root-Bernstein, Bernstein & Garnier, 1995). Research conducted
among students concerning perception of scientific work (Eijck van, Hsu & Roth, 2009)
also differ from the approach proposed in this paper, where it is assumed that orientations are flexible, and amenable to being shaped by the environment.
The results obtained are only partially coherent with the initial model. However, after
the reduction of the variables, the remaining items reliably measured orientations toward
quality and quantity in scientific work. Orientations toward adaptation and originality, were
only partially reconstructed. In the case of orientation toward originality, only the component which concerns non-scientific activity was confirmed, therefore the name "orientation
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toward non-scientific activity" would seem to be more adequate. The orientation toward
adaptation also showed a different character than that expected, and hence the obtained
factor was named "orientation toward restrictions". The small number of statements for
particular scales leaves space for further work, although the brief nature of the instrument
should be treated as an advantage - short research instruments require less time and
guarantee reliability of results (Jonason & Webster, 2010; Karwowski, Lebuda & Wisniewska, in press).
Orientation toward quantity confirmed its predictive validity towards creative achievements in both correlation and regression analyses. The young scientists examined, who

regard publishing as a crucial aspect of scientific work and a skill that may be developed
with practice, demonstrating awareness that their career depends on the number of articles published, are characterized by higher creative achievements. The belief that quantity becomes quality, may form one of the correlates of success in science. Orientation toward restrictions showed a negative relationship with both scientific practice and creative
achievements. The vision of science that characterizes less active and less effective scientists consists of the following elements: perception of a career in science as being dependent only on productivity and not the rank of the problems undertaken; the choice of
direction in research being influenced externally and evaluation of creative work as highly
difficult. These associations are quite strong and require deeper reflection: are such beliefs a result of actual experience in the work environment, that influence orientation and
inhibit work? Or perhaps people, who for some reason do not work effectively enough,
are looking for reasons in the specificity of scientific work? Causal relationships should be
examined in future research, but significant interaction effects between orientations are
an important step towards a better understanding of the problem. The interaction of orientation toward quantity along with low self-constraints and external influence is beneficial
for practice and performance in science. This means, that beliefs about the specifics of
scientific work manifest themselves in decisions concerning how to work and the effects
of these actions.
Neither orientation toward quality, nor orientation toward non-scientific activity correlated with creative output. The orientation toward quality showed marginal negative tendencies in correlations, which became even stronger in regression analysis. This suggests
that too strong a need to elaborate and excessively high ambitions do not necessarily foster practice and achievements. The results of the further regression analyses confirm the
importance of orientation toward quality. Its interactive relationships with orientation toward quantity indicate that recognition of productivity as a way for developing a person’s
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own skills and as an important element in fostering the development of a scientific career
together with low orientation toward quality and elaboration, leads to a higher number of
creative achievements in science. The results illustrate, that science is a highly competitive work environment, in which the principle: "more, faster", leads to success.
Limitations and Future Studies
This research was conducted on a small sample and should be treated as a pilot study.
Such a small group may cause instability in the results of the factor analysis, and hence
the results should be treated indicatively. However, it is particularly important to emphasize that both creative achievements and scientific practice were analysed through the

prism of individual productivity. In future, it is necessary to take into account qualitative
criteria of achievement - scientific work is a phenomenon that cannot be limited only to
the raw quantity of accomplishments.
In the future it is important to improve the presented scale. More complex research,
conducted on a larger scale, will allow the status of orientation towards practice and creative achievements to be clarified, while at the same time considering the stage of an individual’s scientific career. Is the orientation toward quantity related to the beginning of
a scientific career? Does it become crucial when the potential is realized? Does the orientation change over the years, and with a decrease in productivity (Simonton, 1988) are
achievements driven by a more qualitative orientation? These and other questions so far
remain unanswered.
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INTRODUCTION
At the end of World War II, Poland found itself behind the so-called iron curtain and was
governed by a communist regime; in other words, the Polish State was under the political,
economic and strategic influence of the USSR. Between the years 1989 - 1991, as a result of political reforms, the State underwent a transformation into the democratic Republic of Poland. After 1989 an intensive socio-economic transformation began, which also
affected Polish education. Reforms in education evoked optimistic emotions and hopes
for real changes in the system of education at every level. Political and economic conditions began to be favourable in terms of the personal, social and professional autonomy
of teachers and many educational innovations appeared, e.g. the school curriculum being
protected by copyright programmes. There were hopes that alongside the new political
system, the formal structure of school organisation would also change and - more importantly - that changes would also occur in the mentality, not only of teachers, but in particular of the educational authorities. After over twenty years of successive reforms,
changes in education and education authorities, it is worth looking into what is left of the
1

As a context for our state diagnosis it is worth quoting research carried out in May 2013 by the Public
Opinion Research Centre in Warsaw entitled: ” Current problems and events” (276), on a representative
random sample of 1101 adult inhabitants of Poland. The results demonstrated that there is a feeling of
missed historical opportunities amongst the Poles, opportunities that were connected with the transformation – the majority (59%), of respondents claim that more could have been done (Research statement.
Was it worth changing the system? Social evaluation of the changes after 1989. BS/73/2013. CBOS).
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optimistic approach that followed the year 1989.1 It is important to know and understand
current views that define school reality and not only those declared in official documents,
and reports, so as to plan real and new changes in education (Drucker, 1993).
During our work with teachers (workshops, lectures, methodological consultations, individual and team coaching) our particular attention has been drawn to the image
of schools emerging from their statements as being ‘superficially innovative’. We define
the term ‘innovation’ as introducing creative ideas (new and useful) into practice, including that of the school context. We treat the term somewhat broadly, understanding it as
referring not only to the creation of new ideas, things, goods or services, but also as so-

cial solutions that foster quality of life and work (West & Ricards, 1999; West, 2000;
Szmidt, 2013).
What we have in mind is that the problems and difficulties experienced by teachers
and voiced during meetings are typical limitations for innovative thinking at every level of
an organisation’s functioning. We wonder whether innovations in Polish schools are of
a systemic character or exclusively educational and instructive. We are convinced that
educational innovations should not be treated solely as activities that are subjective, but
also organisational and systemic because innovativeness is not just the matter of an individual teacher, but of the whole school community. Educational innovation understood in
this way may trigger changes in the closest environment of a school or local community
(see Drucker, 1992; Przyborowska 2013).
However, innovative activities require a particular atmosphere. According to authors
undertaking research into the atmosphere fostering innovation, there are elements in organisations that do promote the implementation of new / unorthodox ideas. These include, e.g. the support of others, supervisors in particular, safety, clear goals, flexible procedures, creative leadership, debates, appropriate communication on every level of the
organisation, co-operation, possibilities for experimentation, the consent for risk-taking
and making mistakes, creative activities (Isaksen, Lauer, Ekvall, Britz, 2001; Karwowski,
2009; West, 2000). On the other hand, they list numerous barriers that influence the outcomes of innovative activities. Some of the most frequent obstacles in organizations, that
make it difficult for innovative ideas to be implemented, are administrative and financial
concerns (e.g. an inappropriate system of bonuses), limitations (e.g. the imposition of
subject material, expectations regarding behaviour, work methods no interest in innovative solutions, inappropriate human resources management, excessive criticism from superiors, unrealistic expectations, lack of feedback, insufficient resources (e.g. funding, incompetent co-workers), time pressure; rivalry between departments/people (Adams,
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1986; Von Oech, 1983; Amabile, 1996; Davis, 2004). Thus, we tentatively defined the
term limitation (barrier) as factors influencing the undertaking, course and outcomes of
innovative activities.
METHODS AND RESEARCH CONTEXT
The research presented was conducted as part of a project entitled “ System of school
support in the Kartuzy district” (funded by the European Social Fund). Holistic diagnosis
of school reality was based on analysis of the school environment and its functioning, on
the basis of teachers’ opinions (their subjective experiences). 2 It was carried out by scientific workers and coaches (the authors of this article) during diagnostic workshops in

which teachers participated.
The educational project “ System of school support in the Kartuzy district” is aimed at
recognising the specific properties of school reality in the Kartuzy district through multifaceted diagnosis and, as a result, increasing teachers’ skills (supporting teachers’ professionalism). The beneficiaries of the project are teachers, educators, school counsellors
and school headmasters. The project is monitored by the Starost of the Kartuzy Poviat in
co-operation with The Centre of Education Initiatives in Kartuzy.3
Realisation of the project is possible thanks to the complex activities undertaken by the
following specialists and institutions: The Department of Education of the Starost of the
Kartuzy Poviat (substantive co-ordinator), The Centre of Education Initiatives in Kartuzy
(substantive and programme co-ordinator), The Teacher Education Centre in Gdansk and
the University of Gdansk (substantive support), six School Education Development Organisations (SORE [Pl] / SEDO [Engl]4); two external experts: trainers / coaches – diagnosing the school situation of each individual institution (the authors of the text); specialists in selected issues in psychology, didactics, methodology, therapy and law (Deren,
2014) .
Consecutive stages of the project included:
1. Level of diagnosis:
a. Holistic diagnosis, carried out on the basis of diagnostic and developmental skills
during which a given school reality is analysed. Factors belonging to this section are:
2

The term diagnostics is understood by us as the cognitive process of exploration of a given social reality, using various
instruments (discussions, diagnostic tools, document analysis), which is intended to lead to forming development plans
and support for a given social institution (e.g. school).
3

The duties of the Centre include, e.g. organising classes supporting the development of children and teenagers, realising projects and educational programmes. Activities of the CIE are evolving around cultural education and are creating a coherent system of school support realised through actions that allow co-operation among students and teachers,
meetings with masters and experts that are an integral part of the cultural aspect of education.
4

SORE/SEDO is a type of school counsellor, a trainer, a person from outside who supports the development
of a school by offering help in analysing the school’s needs, selecting appropriate workshops from the rich list of education courses. Such a person is also to create an ASP (Annual Support Plan) which describes the duties of a headmaster, teachers’ board (TB), task team in detail, listing the number of hours, dates, forms, etc.
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educational facts and events; activities; teachers’ own behaviour; intra-school communication: between teachers, teachers/headmaster, teachers/students; communication
outside school: teachers/parents; school/local community. This stage is realised by the
experts on diagnosis, using coaching diagnostic instruments (the authors of the text).
b. Drawing up a School Annual Support Plan (SASP) on the basis of holistic diagnosis delivered by the experts (the authors of the text). The plan is prepared by SEDO in
co-operation with the school pedagogical team.
2. Level of change:
a. Improving a teacher’s work on the basis of SASP and using various forms of sup-

port such as workshops, psychological training, lectures, group and individual consultations, group and individual coaching (e.g. headmaster’s). Realisation of this stage is
the duty of external experts (team coaches, psychologists, educators, psychotherapists, subject methodologists) within the chosen subject adjusted to the needs of an
individual school, the object of activities being educational practice. The authors of the
text are among the group of listed specialists.
b. Preparing a SASP realisation report together with recommendations for further work
in the consecutive school year (in the 2nd edition of the project), during which evaluation of the 1st part of the project achievements will also take place.

Research participants
42 schools were included in the diagnosis (16 secondary schools, 24 elementary schools
and 2 kindergartens), which is around 39% of all schools in the Kartuzy Poviat, and the
direct recipients of the project were 766 teachers. Diagnostic activities were realised during individual meetings with school headmasters and several hour long diagnostic and
development workshops with groups of teachers (overall there were meetings with 766
teachers). Meetings were held in the absence of the management personnel. We did not
want team work, the issues tackled, and the difficulties and problems postulated to be influenced by the presence of headmasters on each occasion, the needs analysis was

aimed at pointing to areas of change which a team from a given school wished to explore
in further parts of the project.
Research instrument
For the purposes of the diagnostic procedures, we used the following: the ICC 5 diagnostic
coaching instruments – Goal Grid in order to structure group and individual discussions
with teachers and headmasters. Goal Grid includes the following areas of analysis:
5

ICC – International Coaching Community is one of the biggest professional organisations for coaches in the world.
One of the authors is a member of the ICC.
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1. Resources – defined as important and valuable aspects of work that the pedagogical
team wishes to maintain. The area was diagnosed through two questions:
What do we want? and What do we have?
2. Matters to be eliminated – areas and problems that the pedagogical team treats as unwanted. The area was diagnosed through two questions: What don’t we want? and
What do we already have?
3. Motivators – defined as areas and aspects of work that the team wishes to achieve
and develop in their school in future. The area was diagnosed through two questions:
What do we want? and What don’t we have?

4. Concerns – defined as those aspects that may interfere with future work of the pedagogical team and ones that the team wishes to avoid. The area was diagnosed through
two questions: What don’t we want? and What don’t we have? (Chmielinska, Modrzejewska-Swigulska, 2014).
Diagnosis was begun with a group discussion centred around the following outline: Our
school and us as a teaching team. The work was monitored by two coaches (the authors
of the research) –we took notes during the group discussion and whenever possible, recorded, took pictures, collected the teachers’ notes. Adopting team coaching assumptions
(Clutterbuck, 2007; Mackin, 2007), our task was neither to prepare a strategy nor point to
ready solutions, but to accompany the participants in the process of analysis of the most
important needs and problems their school faced with the use of appropriately selected
methods of team work.
Procedure for the interpretation of the research material
We only analysed in detail data concerning the second area of the diagnosis (of the four
described above), that is, matters to be eliminated (difficulties and problems at school)
that were acknowledged by the participants of the diagnostic workshops.
While interpreting the written statements of the teachers, we asked ourselves the following question: What image of the school emerges from these statements? Analysis and
interpretation of data was of an inductive character and was carried out in several stages.
In the first stage of our analysis, we distinguished 30 common threads in the written statements of the teachers concerning matters to be eliminated. Subsequently, the 30 areas
obtained were reduced to 20 and we named them according to detailed categories that at
the same time were the properties of 8 basic categories. These parent categories were
made up of 4 general ones that describe the central category of the teachers’ statements
– limitations affecting teachers’ work (Table 1).
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RESULTS OF RESEARCH - LIMITATIONS IN INNOVATIVE APPROACH
IN THE EXPERIENCE OF POLISH TEACHERS
As can be seen from our diagnostic research, barriers affecting teachers’ work mostly
concerned individual competences (those of teachers, school management personnel),
ability to communicate well and efficiently, creative leadership. Additionally, the lack of
flexible procedures (the legal and economic context of the school’s operating system)
was identified as significantly hindering innovations to the system, at an organisational
level (compare cf. Isaksen, Lauer, Ekvall, Britz, 2001; West, 2000; 2002; Karwowski,

2009). Below, we present a hierarchical dependency of the theoretical categories elicited
(Table 1) and describe selected limitations (blocking innovative activity) in detail: 6
TABLE 1
Central category – limitations affecting teaches’ work
Basic categories (8)

Properties / attributes of detailed categories (20)
General category – individual limitations

1. Individual limitations 1. Psychological difficulties affecting teachers’ work
affecting teachers
2. Teachers’ attitudes towards work and organisation of work
3. Professional development
4. Rules governing teacher – student relationships
5. Teachers’ availability and additional duties at work
6. Effects of teaching
2. Co-operation in peda- 7. Relationships between teachers
gogical teams
8. Teachers’ co-operation
3. Leadership at school
9. Leader – teacher relationship
10. School management
4. Students and their in- 11. Students’ attitudes towards school and educational problems
fluence on the life of the
school
General category – limitations within the local community
6. School partners and co 12. The school and decision making bodies
-operation with them
13. Co-operation with parents
14. Co-operation with the local community
15. Social opinion about the school and teachers
General category – limitations connected with the premises
7. Working environment 16. Organisation of work at school
of teachers
17. Premises and school equipment
General category – limitations connected with the cultural context
of the school’s work
8. Legal and economic 18. Situation on the labour market
context of the school’s 19. Educational reforms, changes
work
20. Bureaucracy
6

Data used in the article from part of a report available in the evaluation materials and documents within a
project entitled: “ System of school support in the Kartuzy district” . Materials were prepared and are distributed free of charge by the co-ordinator: The Centre of Education Initiatives in Kartuzy to the beneficiaries
and implementers of the programme. The report was prepared by the authors of this article (Chmielinska,
Modrzejewska-Swigulska, 2014).
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Limitations affecting Polish teachers’ work - hierarchy of categories
The teacher as a subject of creative activities (Table 1) – this refers to teachers’
individual areas of work, including their sense of self-efficacy and self-fulfilment at work.7
a. Psychological difficulties affecting teachers’ work were reported and these were
mostly issues concerning professional burnout, stress at work, and insufficient openness and / or fear of the new / innovations being introduced into teachers’ work. These
problems are illustrated in the following examples of personal difficulties described in
relation to pedagogical work: stress concerning the introduction of innovations, education (stress connected with family conflicts, psychological distress); professional burn-

out (psychological fatigue, no desire or energy to undertake activities); sense of helplessness –disparity between the effort put into teaching and students’ progress.
b. Teachers’ attitudes towards work and organisation of work refers to the extent of
personal engagement and concern for the high quality of teaching and education, and
systematic delivery of the educational activities undertaken. This is illustrated by the
following examples: the passive attitudes of teachers; professional routine; mediocrity
and chaos in carrying out duties; lack of a systematic approach in executing rules to
maintain standards of students’ behaviour.
c. Professional development appears as a factor that hinders teachers’ work in the

form of ” overtraining syndrome” . Teachers participate in numerous forms of training on
various subjects; however, they treat them as a formality and do not introduce the developed effects into their own work. The following statements illustrate this point: too
many training requirements; useless and senseless forms regarding training; pressure
to participate in training; unnecessary training (inappropriate subject, not adjusted to
appropriate levels).
Pedagogical team and work quality (Table 1) – this category includes the area of building interpersonal relations and the ability to work in a team.
a. Relations between teachers are listed as an issue in schools; they mostly include dis-

ruptions at the level of a team’s maturity, verbal communication, assertive building of
relations, ability to delegate professional and collegial duties at work, and ethical aspects of work in a team. The following quotes illustrate this point: no group solidarity
and consensus; dishonesty and superficial contacts; no courage in talking about difficult problems in a team; no support from colleagues when talking about difficult problems; obstinacy; egoism; no tolerance in teachers’ team; no openness and honesty in
teachers’ team; non-compliance of teachers to the basic rules of ethics in relations (no
7

We have italicised quotes from the written statements of teachers.
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respect).
b. Inappropriate co-operation among teachers is a factor disrupting the team’s work in
schools. The listed difficulties mainly concern solving conflicts, group work planning
and setting goals, credibility and trust in a team, engagement in team work
and taking responsibility for tasks. Examples of lack of competences in the above areas listed by the teachers include:
“ lack of responsibility among team members as far as realising tasks assigned to
them is concerned and ignoring the assigned tasks (running away from responsibilities); lack of engagement among all teachers; no solidarity, lack of regularity; no

consequence in activities regarding realisation of teachers’ board provisions; little
ability to work out specific solutions to problems during team meetings (a lot of talking, few specifics, waste of time on empty discussions followed by nothing); no discipline among the teachers’ board during their meetings.”
Leadership at school (Table 1) – the leadership category appeared in educators’ narrations in relation to building relations between teachers and a school’s headmaster. However, for the vast majority, this field is connected with school management.
a. When it comes to leader – teacher relationships, the main problem is in relation to
schools’ headmasters treating a teacher as an individual in relation to the following ac-

tivities: imposing activities without prior consultation with the teacher; requiring participation in tasks and workshops without informing the teaching team earlier; teachers
having no influence on decisions concerning the team.
b. The issue of school management appeared in the diagnoses of the schools and was
most frequently defined as lack of trust and respect between the management and the
team; insufficient information flow from the management to the teachers; little or no
support from the management; an ordering management style and no key competences in working with the team, such as delegating responsibilities or providing feedback.
These problems were exemplified by teachers as follows:

“ the head teacher’s interference and pressure on teachers and decisions made
by them; the failure to solve team problems together with the head; poor information
flow between headmaster and teachers; changeability of the head teacher in relation to previously taken decisions and activities planned earlier; uneven and unfair
treatment of teachers; no sense of appreciation from the management (only outcome counts and not effort put into achieving it); no understanding of the direction
for the development of the school amongst the teachers; imposing the role of team
leader by the management.”

115

Aleksandra Chmielinska, Monika Modrzejewska-Swigulska / CREATIVITY 1(1) 2014

Legal and economic context of a teacher’s work (Table 1) – this category concerns
teachers’ comments on educational reforms, the situation on the labour market and
above all, limitations resulting from bureaucracy.
a. Teachers commented on the negative outcomes of constant administrative and legal
changes concerning: the requirements made on teachers, changes in curriculum, textbooks or set books. In their discussions, teachers emphasised mainly: changes in curriculum; increases in the number of hours; no legal stability (permanent changes in
law, e.g. retirement age, annual changes in set books or textbooks).
b. The unstable situation on the labour market as a matter to be eliminated was

brought up in discussion in just one team.
Bureaucracy (no flexible system of education regulations) is a barrier to work that
was widely commented on by teachers. This category includes the necessity for generating documents that is not understood and is unnecessary to the work of teachers (e.g.
schedules, reports concerning project realisation, drafts, justifications for programme selection; programmes describing incidental events such as an hour-long excursion to
a nearby park mid-semester, half-year and annual class statistics). Teachers emphasised
the mismatch in the requirements and decisions made by administrative staff in relation to
the real conditions at school and in educational work; lack of regulations pertaining to ex-

ceptional cases that would apply under these circumstances as comparedto those specified in the standard Acts and ordinances. Teachers postulated that too much bureaucracy
makes it impossible for them to carry out their basic duties, i.e. teaching. In summary, it
may be said that the reported problems can be described as a transfer of the goals typical for a school onto activities superficially connected with the necessity for generating
documents, that for decision making bodies have become more important than the real
work of a teacher and student with his/her individual ‘story’. The following statements illustrate this point:
“ frequent controls from bodies supervising schools during which documents and regulations have become more important than realising the goals for which a school exists;
teachers’ real work does not count any more, neither does a student with his particular
story in terms of the examination results.“
DISCUSSION
We treat the results as a stimulus and introduction to further inquiries in the area of innovation and the subjective conditions and socio-economic factors which influence this process. In the statements of teachers, headmasters and decision makers we see certain
significant limitations to innovativeness that are connected with the rigid, formal structure
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of schools, communication barriers that disrupt co-operation within teaching teams and
the local community (local institutions, other schools and mostly with parents).
The most important conclusions relisted below in several points that concern not only
suggested corrective actions on the level of individual competences, but also in a more
general reflection connected with the operation of the socio-cultural school system:
From the comments of the participants it may be concluded that a significant barrier to
their professional work exists in the form of limitations connected with bureaucracy, which
make it harder for them to realise their educational and teaching activities. Thus, we wonder to what extent it is possible to introduce innovativeness (atypical, creative tasks) that

require re-structuring of the existing socio-cultural school system, since it is known that
limitations connected with bureaucracy not included in the regulations, block the smooth
operation of schools. We assume that real, innovative concepts introduced to
schools mostly concern isolated methodological and educational activities and not
the school system as a whole. The concept of innovativeness in schools requires deeper thought and mutual discussions among the scholars and practitioners, and representatives of the educational system. Diagnosis of the current state confirmed the following
barriers to innovativeness in schools described in the literature, including: the contradictory interests of the various social groups engaged in education; lack of co-operation be-

tween local educational and cultural institutions; too many petty and insignificant legal
changes; underinvestment in education; ambiguity of school tasks; insignificant influences from the surrounding environment; parents; a lack of leaders who would efficiently
manage institutions; lack of effective and multi-level communication and no co-operation
as a result of this (Przyborowska, 2013).
A significant factor for change and effective group co-operation is a leader, his personality and ability to build a team and partnerships. We believe that a creative leader is indispensable to a school (creative leadership) as compared to a headmaster who is merely in a supervisory role. One of the greatest limitations to a teacher’s work that was highlighted during the research meetings, was the management style of the teaching team.
Our diagnosis revealed the necessity for supporting the leadership competences
of headmasters and their particular skills: being able to communicate with a team, building a team, inspiring and motivating verbally and through example, triggering creative energy in a team, knowing the methods and techniques for solving problems, appreciating
efforts and providing fair rewards for efforts undertaken (Adair, 2008; Puccio, Mance,
Murdock, 2011).
Discussions with teachers confirmed our previous conviction concerning the necessity
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for changes at the level of individual competences, especially those concerning the
ability to communicate well. Appropriate and supportive communication is the basic
condition for effective co-operation and even more so with regard to innovative activities
at every level of the school system: teacher – teacher, teacher – student, teacher – management, school – local educational cultural institutions, school – supervising bodies. By
means of proper communication we understand a dialogue that would not only be an argumentative duel, but a conscious competence in listening to others and holding a conversation, an element of a teacher’s job and thus a desired aspect of a teacher’s professionalism. Close to our belief is what Richard Sennetti (2013), a sociologist dealing with

analysis of the public sphere described, in claiming that co-operation is a job and we
need to learn it again, because the transformations of the contemporary work system,
jeopardise this ability, deeply rooted in human nature.
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INTRODUCTION
In nurturing the creativity of gifted children, the family may provide the environmental context that stimulates or sparks creativity, rewards creative ideas and behaviours, and evaluates creative products (Sternberg & Lubart, 1993). Some studies have concluded that
the family plays an important and positive role in the development of talents and potential

of gifted children (e.g. Albari, Smadi, Bani Yassin & Al Schammari, 2013; Bloom, 1985;
Csikszentmihalyi, Rathunde & Whalen, 1993; Goertzel, Goertzel & Goertzel, 1978; Helson, 1968; Hennessey, 1995; Mendecka, 2003; Miller & Gerard, 1979; Olszewski, Kulieke
& Buescher, 1987; Paris & Helson, 2002; Pufal-Struzik, 2006).
Evidence for the supporting role of the family in the development of creativity
was provided, amongst others, by a longitudinal study of children aged 3–5 years
and then at the age of 11–14 years (Harrington, Block & Block, 1987) and by studies examining the retrospections of creative adults who, as a rule, had received support from
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their parents in childhood (Walberg, Rasher & Parkerson, 1980). A more stimulating
effect may be had by families which successfully solve situational and developmental
crises as compared to those families which cannot effectively deal with crises (Russell,
1979). So it can be assumed that experiences related to one's family play a significant
role in the development of creative abilities.
Over the last few decades, systems theory has gained a great deal of interest
and recognition among family researchers, emphasising the view that the development of
the individual is the result of an interaction between various dimensions of family life (Cox
& Paley, 2003; Rostowska & Rostowski, 2006). According to Olson's Circumflex Model

(Olson, 2000), the family is a system that functions in three dimensions: cohesion, flexibility and communication that occur with varying intensity and in different configurations,
which results in the uniqueness of each family system. The functional family system is
characterized by positive emotional ties, skills to adapt to the changing conditions
of family life, efficient communication processes, lack of both developmental difficulties
and the disintegration of family life and a general sense of the functionality of family members. A manifestation of the difficulties a family experiences (a dysfunctional family system) can be enhanced by pathogenic family roles, experiencing developmental difficulties, lack of mutual understanding and a general lack of a sense of family functionality
(Gas, 1994). The systems perspective is also applied to the search for the relationship
between environmental factors within family and the development of creative attitudes
in adolescents (Mendecka, 2003). In our research we aimed at answering the question:
what are the positive and negative traits of family functioning in the perception of adolescents with different levels of creative attitudes? The following research hypotheses
were adopted:
Hypothesis 1: There is a positive relationship between the creative attitude of adolescents and their perception of the positive dimensions of family functioning.
Hypothesis 2: There is a negative relationship between the creative attitude of adolescents and their perception of the negative dimensions of family functioning.
METHOD
Participants
The research was conducted in the school year 2011/2012. The study involved adolescents

from

secondary

schools from the

city of

Kielce.

The

sample

group

was drawn from four randomly selected secondary schools. A total of 335 persons participated. The complete material collected from 297 individuals (including 169 girls and
128 boys) aged about 16 years to 18 years was selected for analysis. Most of the re-
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spondents were adolescents who had completed 17 years of age (91% of respondents).
The age group from which the subjects were drawn allows for the presumption
that they have a rich experience of family interaction and that at the same time, they are
able to take a more objective view of the nature of the functioning of their families during
their childhood and adolescence (cf. Csikszentmihalyi, Rathunde & Whalen, 1993).
Instruments
The Family Profile Inventory (FPI designed for persons over the age of 15 years), developed by Gas (1994), consists of 86 statements that form six scales, of which three concern the positive aspects of the family system (family cohesion [FC], adaptiveness [AD],

mutual understanding [MU]), while three other scales concern the difficulties experienced
by families (family roles [FR], developmental difficulties [DD], family disintegration [FD]).
Based on the results of the Family Profile individual test scales, conclusions are made
about the global level of the sense of family functioning. The sense of family functionality
(SF) is the ratio of the sum of the scores on the scales of the positive dimensions of family functioning to the sum of the scores on scales that describe the difficulties in family
functioning, in accordance with the conception of the author of the inventory, calculated
according to the formula SF=(FC+AD+MU)/(FR+DD+FD). The task of the investigated
subject was to assess the degree of accuracy of each statement referring to his or her
family. The basis of the inventory is a circumplex model. Reliability was assessed using
the absolute stability index (calculated separately for children, mothers and fathers), the
values of which are in the range from .35 to .90. The most stable scales are family cohesion (FC) and family roles (FR), and the lowest level of stability was found in the mutual
understanding scale (MU) and the sense of functionality scale (SF), being mostly dependent on ad hoc life experiences related to the functioning of the family system (Gas, 1994).
The KANH I Questionnaire (for people aged over 13 years ), developed by Stanislaw
Popek (2010), consists of 60 statements that make up the four lower order scales: conformity (C), nonconformity (N), heuristic behaviour (H) and algorithmic behaviour (A),
which give two factors of a higher order – creative and reproductive attitude.
From this perspective, creative attitude is a dynamic construct, which consists of nonconformity and heuristic behaviour. Nonconformity (including such items as: independence,
originality, courage, self-organization) refers to the personal characteristics of creative
attitude and heuristic behaviours (including the following features: independence
of observation, divergent thinking, cognitive activity, constructive and verbal creativity,
as well as potential talent for artistic creativity) represent the intellectual sphere. In turn,
conformism (as evidenced by such features as dependency, passivity, stereotypy, sub-
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missiveness) and algorithmic behaviours (e.g. convergent thinking, intellectual rigidity,
lack of technical and artistic ingenuity) are characteristic of the reproductive attitude. The
questionnaire allows for the diagnosis of general creative and imitative skills in the field of
cognitive and motivational personality because the statements contained therein are associated with a variety of human actions taking place in the process of activity or in learning situations. The questionnaire includes, amongst others, such statements as: I aim to
apply well proven and established ways of behaviour, work rules, play forms, as well as
common morals (scale C); I try to solve a variety of tasks and any difficulties according to
known principles (scale A); I go my separate way, and I try to perform my tasks differently

from my peers (scale N); I try to act prudently, and I am not influenced by the models
adopted by others, but I make my own rules of conduct (scale H) (Popek, 2010). KANH I
is one of the most successful instruments of measurement in the Polish psychology of
creativity (Karwowski, 2013). The reliability of the individual scales of the questionnaire
was estimated at .72 (scale C), .69 (scale N), .69 (scale H), and .65 (scale A), calculated
as the reliability of the latent variable in a confirmatory factor analysis (Karwowski, 2013).
Procedure
Students were investigated during two class periods, with an interval of about two weeks.
Correlation and regression analysis were used for the analysis. Kendall's nonparametric
correlation coefficient was calculated by estimating the strength of the relationship between the level of creative and reproductive attitudes of adolescents and the intensity of
positive and negative features of family system functioning perceived by the subjects.
RESULTS
Family functionality in the perception of the investigated adolescents was inferred on the
basis of the scales of the Family Profile Inventory. The positive dimensions of the functioning of the family environment are assessed by the following scales: family cohesion,
which refers to a sense of community, emotional intimacy, or possession of solid family
values and beliefs; adaptiveness, which includes, amongst others, such dimensions as
coping with family problems and the ability to constructively use inferences from past experiences in future; and mutual understanding, which concerns family empathy, mutual
understanding of the motives and behaviour of family members or being open to other
people's messages. A manifestation of the difficulties that arise in family systems can be
pathogenic family roles of interrelated identities, family development difficulties,
as evidenced by schematism of action, stagnation, pessimism, life helplessness, hopelessness in situations of crisis for particular family members and family disintegration,
which leads to difficulties such as the family being unable to unite in crisis situations
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and increases in the family's sense of threat, as well as levels of dysfunctionality.
The indicator of a global sense of family system functionality is the result of the perception of the individual characteristics of family functioning in both positive and negative dimensions (Gas,1994).
In turn, the level of creative and reproductive attitudes of the investigated subjects was
evaluated by the Creative Behaviour Questionnaire KANH I, developed by Stanislaw
Popek. The level of creative attitudes of adolescents was inferred on the basis of the intensity of nonconformist-heuristic behaviours disclosed by adolescents and the level
of imitative attitudes was determined on the basis of conformist-algorithmic behaviours.

Table 1 shows descriptive statistics of the results obtained.
TABLE 1
Descriptive statistics for results on the FPI and KANH I
Descriptive statistics (N=297)
Dimensions ofFPI
family cohesion <0;40>a

M
23.1

Me
23.0

Min.
0.0

Max.
40.0

SD
8.9

s
78.5

V
38.4

K
-0.6

A
-0.3

adaptiveness <0;34>

22.9

24.0

0.0

34.0

8.4

71.3

36.9

-0.3

-0.7

mutual understanding <0;28>

19.9

21.0

4.0

27.0

4.7

21.8

23.3

0.7

-0.9

family roles <0;50>

20.4

20.0

2.0

46.0

9.5

89.6

46.4

-0.8

0.1

developmental difficulties <0;18>

7.2

7.0

0.0

18.0

3.9

14.4

53.1

-0.3

0.3

family disintegration <0;20>

6.2

5.0

0.0

20.0

5.3

27.8

84.4

-0.3

0.8

sense of family functionality

2.8

2.0

0.2

13.1

2.3

5.2

82.2

3.9

1.8

Scales of KANH I
Conformism <0;30>

M
12.7

Me
13.0

Min.
2.0

Max.
25.0

SD
4.3

s
18.7

V
34.0

K
-0.2

A
0.2

algorithmic behaviour <0;30>

14.8

15.0

6.0

24.0

3.6

12.7

24.0

-0.4

-0.1

non-conformism <0;30>

19.5

20.0

9.0

29.0

4.1

17.1

21.2

-0.2

-0.2

heuristic behaviour <0;30>

18.1

18.0

8.0

28.0

3.9

15.3

21.6

-0.4

-0.1

Note. M – mean, Me – median, Min. – minimum value in a set, Max. – maximum value in a set, SD – standard deviation, s – variance, V – coefficient of variation, K – kurtosis, A – coefficient of skewness.
a
Theoretical range of scale.

A correlation analysis was used for determining the relationship between the positive

and negative dimensions of the functioning of the family system and a global sense of
family functionality and the components of creative and reproductive attitudes. The corresponding correlation coefficients for the relationships and interrelationships between
the FPI scales and relationships within the KANH I scales are presented in Table 2.
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TABLE 2
The correlation matrix between the individual subscales of the FPI and the KAHN I
Variable
FC
AD
MU
FR
DD

FC

AD

MU

FR

DD

FD

SF

C

A

N

H

1.00

.53*
1.00

.48*
.50*
1.00

-.22*
-.34*
-.24*
1.00

-.37*
-.50*
-.37*
.17*
1.00

-.50*
-.65*
-.49*
.32*
.41*

.55*
.70*
.53*
-.57*
-.48*

.04
.04
.12*
-.07

.09*
.05
.10*
-.02
-.02

-.02
.04
-.02
.01
-.11*

.04
.07
-.10*

1.00

-.66*
1.00

.02
-.04

-.05
.05

.00
.02

-.06
.02

1.00

.28*
1.00

-.19*
-.05

-.08*
-.04

1.00

.36*

FD
SF
C
A
N
H

1.00

Note. FC – family cohesion, AD – adaptiveness, MU – mutual understanding, FR – family roles,
DD – developmental difficulties, FD – family disintegration, SF – sense of family functionality, C – conformism, A – algorithmic behaviour, N – non-conformism, H – heuristic behaviour. * p<0,05

Values of Kendall’s τ were calculated in relation to the deviation from the normal distribution of results in the scales for adaptiveness, mutual understanding, developmental difficulties, family disintegration, sense of family functionality, algorithmic behaviour, nonconformism, and heuristic behaviour. In accordance with the character of the areas of

family life described by the FPI scales, significant positive correlations between the
scales for family cohesion, adaptability, mutual understanding and a sense of global functionality of the family were obtained. Similarly, statistically significant positive correlations
were found for the scales relating to: the pathogenic role of the family, developmental difficulties within the family and disintegration of the family.
The negative relationships between the positive dimensions of family system functioning and the negative dimensions of family functioning were also statistically significant.
The positive correlation coefficients among the scales that comprise the creative attitude,
as well as positive correlations among the scales measuring reproductive attitudes, with

negative dependencies between the components of creative and reproductive attitudes
also confirm the reliability of the KANH I.
The correlation analysis used to test the relationships between the results of the FPI
scales and the KANH I results confirmed that the higher the level of creative attitude of
the respondents, i.e. stronger manifestations of heuristic behaviour and non-conformism,
the less often were developmental difficulties perceived in their families as a negative aspect of family life. It was also observed that the higher the level of algorithmic behaviour
of the respondents, the more likely they were to feel greater family cohesion and mutual
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understanding based on specific empathy between family members. Algorithmic behaviour, as a manifestation of reproductive attitude, correlates positively with two positive dimensions of family functioning, while, conformity, which belongs to the realm of the characterological sphere of reproductive attitude, coincides with the perception of pathogenic
roles in the family.
In the next stage of the analysis, multiple regression was used to determine the predictors of dimensions of family functioning from the perspective of the adolescents. In constructing the regression models, the positive and negative dimensions of family functioning, as perceived by the respondents, together with the global index of the family sense of

functionality were selected as dependent variables. The predictors included the four
KANH I factors (conformism, algorithmic behaviour, nonconformity, heuristic behaviour).
The procedure took into account the results of the analysis of residues in order to eliminate cases of outliers according to the adopted criterion ±2s.d. A total of seven regression analyses were performed for the 239 respondents, after eliminating outliers in the
data sets for the dependent variables. Variables were subjected to logarithmic transformation and determination coefficients calculated; values significantly greater than zero
(p<.01), were obtained in the case of the family roles scales (R=.31) and family development difficulties (R=.27). Other models were found not to be suited for interpretation in
terms of the regression equations obtained. Therefore, hypothesis H1, which assumed a
positive relationship between the positive dimensions of family functioning and the components of creative attitudes was confirmed. The regression equation explaining the pathogenic roles in family included only conformism as a significant predictor (R 2=.09). In explaining the variable family development difficulties, nonconformity and conformism were
found to be most important, but with a much weaker effect size (R2=.07).
On the basis of these results, it can be concluded that the perception of pathogenic
roles of family members is positively associated with conformism, and the perception of
greater developmental difficulties in the family coincides with both lower levels of conformity (b=-.17, p<.05) and nonconformity (b=-.21, p<.01). Hypothesis H2 concerning a
negative relationship between the negative dimensions of family functioning and components of creative attitudes was therefore only partially confirmed. The extent
to which variation in the perception of dimensions of family functioning by the respondents can be explained in terms of the intensity of nonconformist or conformist characteristics is, however, weak.
DISCUSSION
The results of our study show that algorithmic behaviour (the cognitive component of re-
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productive attitudes) correlates positively with family cohesion, as a positive dimension of
the functioning of the family system. This result is in keeping with the findings of Mendecka (2003), indicating that the family may provide a coherent system of such strength,
that the individuality of its members is completely lost (among the research tools used by
the author used was the KANH I Questionnaire) (see also Albert, 1994).
Excessive levels of family warmth and nurturance may inhibit a child's openness to
new experiences and tolerance of risk associated with the desire for full implementation
of creative possibilities (Gute, Gute, Nakamura & Csikszentmihalyi, 2008). It can be assumed that emotional bonds of moderate strength in the family between a child that is

growing up and its parents are most likely to ensure the freedom of expression, and also
the full realization of his or her creative potential. It has been shown that sustainable family systems, i.e. those with moderate intensity of family cohesion, flexibility and communication are more functional than families with an extreme intensity of features forming the
dimensions of the Circumplex Model (Olson, 2000).
The results of the regression analysis demonstrated the predictive role of conformism
in explaining the perception of pathogenic roles in the behaviours of family members.
Perhaps people with a conformist attitude are more sensitive to the diversity of the roles
taken by members of their families, because of the tendency of these people to submissiveness and the search for a scheme for their own conduct, which can be difficult when
there are a number of roles of an interconnected identity present in the family. Conformism is understood, amongst others, as dependence, weakness or defensiveness (Popek,
2010). In this context, the result obtained corresponds to the results of a study of retrospective self-image in dysfunctional adolescents, in whom it was found that the lower the
efficiency of defending oneself in an emergency, the greater is the intensity of dysfunctional family roles in the perception of the adolescents concerned (Gas, 1994). On the basis of regression analysis it was also found that a lower level of family developmental difficulty in the perception of adolescents is characteristic of both respondents with conformist and nonconformist attitudes, but for nonconformists the relationship is more pronounced. It can be assumed that the conformists, because of their submissiveness, do
not participate in solving the kind of family problems which sometimes happen in any
family system, but difficulties arising from stereotypical actions in their families accompany, in their perception, solutions to these critical situations.
It is therefore difficult to establish unequivocally the relationship between the perception of developmental difficulties in the family and the components of creative and reproductive attitudes. Indeed, focusing on the otherwise stronger relationship of nonconformi-
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ty and the perception of family developmental difficulties, the results of the research suggest that there are significant negative relationships between the intensity of family development difficulties and nonconformity as a characterological component of creative attitudes. Similar results have been obtained by Mendecka (2003). Art students with a developed creative attitude, surveyed by the author (N = 349), were found to have, in the main,
grown up in families with warm relationships,fostering an environment favourable to children. Besides, families from which creative people come, also appear to cope better with
crises (Russell, 1979).
In conclusion, it must be admitted that the research results obtained do not give clear

support to the assumed nature of the relationships between the manifestation
of creative or reproductive attitudes and adolescents' perceptions of family functioning.
Findings from the literature appear to indicate that there is little convincing and conclusive
evidence of the strong influence of parents on the behaviour and personality of children
and adolescents (Collins, 2000; Harris, 1995, 1998; Landau & Weissler, 1993; Rowe,
1994). In addition, a comparison of the results of our study with other studies presented in
the literature is difficult because various researchers have used heterogeneous measures
of creative attitudes, respondents are of different ages, and sometimes surveys are
based on relatively small samples, which may be unrepresentative, or are focused on different dimensions of family functioning (Fu, Moran, Sawyers & Milgram, 1983).
For example, in another study on the perception of the functionality of the family system in terms of the Circumplex Model (scale FACE II) by adolescents with different levels
of creative attitudes, it was found that the higher the level of creative attitudes of adolescents, the greater is the level of dysfunctionality in the family in the opinion of the respondents (Van Rossum & Van der Loo, 1997). It should be noted, however, that the results of this research are not comparable with the results of our study and the profile of
the study group was very different from the respondents in our survey. The analysis concerned the perception of family functionality by talented athletes compared with athletes
with average achievements.
In our opinion, further studies should be undertaken in order to analyze the functioning
of the families of adolescents with different levels of creative attitudes so that the potential
of adolescents might be diagnosed more accurately, and opportunities for the implementation of this potential could be augmented. The need to use both quantitative and qualitative methods in examining the variables of family life and their relationship with the level
of creative attitudes of adolescents should be considered, e.g. by having adolescents describe their life or present chronologically the most important family events in the adoles-

128

Functionality of the Family System in the Perception of Adolescent Students … / CREATIVITY 1(1) 2014

cent's opinion, and have them identify the differences and similarities in their perception
of other members of their family (such proposals are presented, amongst others, by Gilbert, 1993; Oskowitz & Meulenberg-Büskens, 1997).
This would provide a more dynamic view of the parent-child relationship
than is permitted from a unilateral perspective, that is, from the point of view of the adolescents. In future studies, it might also be interesting to take into account the moderating
influence of personality traits of adolescents with different levels of creative approaches
on the perception of the individual dimensions of their family functioning and support obtained.
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INTRODUCTION
In the XXth century, the development of psychology as a science resulted in attention being paid to the role of creativity and imagination in the development of personality (Popek,
2010). Moreover, researchers were aware of the crucial role of these issues in terms of
their effects for the development of civilization. Nowadays, imagination is a recognized

component of creativity, viewed as a special, spontaneous, creative force. An analysis of
the psychological and pedagogical literature concerning creative activity points to the theorists' and researchers' multi-faceted interest in the issues of imagination (Tarasiuk,
2013). For the artistically gifted, a high level of creative thinking, its flexibility, as well as
an exuberant imagination, is typical. Perceptual sensitivity, visual memory, eye-hand coordination and manual dexterity should also be developed in the teaching process in art
schools. The adepts of such schools are creators, hence the specific ways of artistic education. The role of the teacher is the most important in artistic education. Artists working
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as teachers in higher education, are known as the creators of art. It is rare, however, for
their teaching to be documented. This study is an attempt targeted at the reconstruction
of the educational work of a few outstanding creators of Polish artistic and applied
graphics. The study is of a pedagogical-historical character and concerns the methods
applied by teachers-masters, graphic artists designing books, their creative attitudes towards the didactic process and their influence upon their students.
In the interwar period an intensive development in art schools took place. During this
period, the teaching of applied graphics crystallized at the academic level, reaching very
high artistic status unusually quickly. Undoubtedly, the primary cause for this was the ed-

ucational work of a unique group of artists, creators of Polish applied graphics. The most
outstanding graphic artists - teachers active in Warsaw - were, among others: Edmund
Bartlomiejczyk (1885-1950) and Wladyslaw Skoczylas (1883-1934)1. In the postwar People's Poland, education in applied graphics was related to the activity of many professors,
among others: Henryk Tomaszewski (1914-2005), Jan Marcin Szancer (1902-1973) and
Janusz Stanny (1932-2014). At least some of the methods used by the teaching artists to
develop the creative abilities of their students and their artistic skills are worth recalling.
CREATIVE TEACHING OF GRAPHICS. EMINENT ARTISTS
– TEACHERS. THE INTERWAR PERIOD

The Department of Graphic Design at the Warsaw School of Fine Arts (SSP), later the
Academy of Fine Arts, was organized and directed between 1922-1934 by Wladyslaw
Skoczylas. Therefore his activity is important, not only because of the quality of organizational and programme changes in teaching that he introduced, but also due to the
measures taken for graphics to become an independent discipline: “ The workshop with
all the equipment was located in the basement. There modern Polish graphics was born,
this black and white art, whose echo, thanks to its high level, spread throughout the
world” (Sopocko, 1989). Skoczylas knew and predicted the value of the art of reproduction, its capacity and mass character, and he announced a new “ graphic era” of the arts.
Its implementation happened through individual creation and outstanding teaching activity. Together with his students, he worked to disseminate graphics and to instil a culture of
arts. These activities were jokingly called “ a xylographic storm” .
In his teaching Skoczylas acquainted students with graphic techniques and with “ the
style of work drawn from the materials and the tools” (Wallis, 1934, p. 52). It was
a preparation for independent, individual and creative work. As a way of achieving this
assumption, he accepted individual compositions on any subject. ” He rejected mindless
1

Stanislaw Ostoja-Chrostowski (1897-1947), Waclaw Radwan (1887-1962), Bonawentura Lenart (18811973), Adam Poltawski (1881-1952) should also be mentioned.
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copying of nature and copying of patterns'' (Wallis, 1934, p. 16). The selection of topics
served this purpose; portraits of saints, illustrations of beliefs, rituals, folk sayings, proverbs and legends dominated. He emphasized the need for ornamentation. Ornament and
repetition of decorative motifs were often inspired by folk patterns. Over time, the students adapted materials and tools to the intended formal effects, among which textural
qualities and colour value were in the lead. The Master respected the individuality of the
students and encouraged them to be independent without duplicating existing representations (Wallis, 1934, p. 19-22). The outstanding student of Skoczylas, Konstanty Sopocko
recalls:

” I remember well the hard-hewn face, powerful physique of the professor, his short
lectures and concise corrections. He was a man of few words. The better his guidance
could be remembered. With a warm but firm voice he taught how we should fall in love
with a piece of smoothed wood, with a polished copper plate, and how to make friends
with chisels and burins” (Sopocko, 1989).
After four years of Skoczylas' work at the Warsaw SSP, the first exhibition of the art society ,,Ryt” [,,Etching” ], associating mainly his students, was presented. The level of this
display confirmed the new approach to graphics and the deliberate and consistent implementation of the ideas permeating his teaching. Among the students, interest was growing mainly in wood engraving, but the master himself introduced the broader arcana of
graphic arts to the students.
” The workshop of Skoczylas (...) is perfectly conducted. First and foremost, all the
techniques have been equally taken into account. Wood engraving gained a greater
autonomy, became free from the cut line classically carried (...) lithography uses crayon drawing and ink very freely, and we see the great results achieved with ossa sepia
and wash (painting). In etching and related techniques the hints of the professor, leading his students by combining different techniques on the same plate, could be
seen” (Siedlecki, 1931).
A consistent approach to these assumptions resulted in individuality in the work of graduates of the Faculty of Graphic Arts.
” It was as if Wladyslaw Skoczylas, sensed the increasing importance of graphics,
when he devoted all the energy and pedagogical talent to his beloved profession (...).
He loved art and was able to inspire young talents with this love of his'' (Chrostowski,
1986, p. 133).
The Master of wood engraving brought the artistic milieu together, and he regularly exhibited students' work to the community of Warsaw (Woydyno,1924, pp. 192-195; see Bart-
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nicka, 1975).
From mid-October 1926, Edmund Bartlomiejczyk was appointed lecturer in applied
graphics at the SSP. He was an artist with great professional and didactic experience and
his artistic personality accounted for the formation of the graphical skills of students until
the end of the interwar period.
” The applied graphic design studio led by Professor Edmund Bartlomiejczyk, solves
the problems of a book, a book cover and any graphic image associated with multiplication on paper and exhibits works created very diligently and perfectly. A student is
taught book aesthetics there, making texts and illustrations such as wood engravings,

which is, to a certain extent, a repetition of the historical development of a book, which
originates from woodcuts and texts cut in wood before a text was broken into individual
letters and began to be composed in rows and columns on a complete page of a book.
In this studio, illustration of poems and book printing in the lithographic process are also used, which again provides the advantage that a student deals with the qualities of
black-and-white and colour valour's of illustrations and text, and learns the harmony of
merging these two elements. Stickers and covers for books are full of useful invention
and of aesthetic solutions in colours. The most difficult to find there is a good solution
for letters and a drawing: the two elements fight with each other on a plane, because
one of them has a predetermined form – a letter - whose integral part is the content,
while the second – a drawing – is of any form” (Siedlecki, 1931).
The wide creative interests of the artist in conjunction with applied graphics also enriched
the students' experiences. Bartlomiejczyk's teaching work at the Warsaw SSP was based
on a study execution of a small number of tasks. The realisation of the exercise lasted up
to six months and it usually required that several versions of the task be explored. At the
start of the task the professor demanded as many designs as possible. He selected one
of the designs at the beginning, explaining the choice. The student completed the task in
the chosen graphic technique. During its development, the task was subjected to repeated corrections, in which the professor activated the individuality of the student, without
imposing solutions. He pointed out that each of the presented ideas could be used adequately to refine the chosen version. These ideas often represented the next stages in
the work towards the completion of the task. This was the method of using art forms and
attempting to differentiate various solutions in guiding the development of graphic techniques. During the first year of specialization in Applied Graphics, students were expected to realise a project for the design of packing paper as their first topic. There then
followed a period of developing experience with the use of the lettering, for example, in
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creating a logo or a poster on a chosen topic in small format. The second year of specialization required the student to complete a project in relation to books. He/she was expected to design book-jackets and to develop expertise in the typographical layout of
pages, ornaments and pictures. Chosen themes were frequently executed as largeformat posters. The layout of a book was most frequently chosen as the subject for diploma work. The professor allowed other subjects, if they could be justified formally and in
terms of the topic.

FIGURE1 Barlomiejczyk, Kraszewski Dziad i baba.
Bartlomiejczyk was characterized by more than a cordial approach to his students. His
expertise, but above all, his kindness, his attitude - that of an educator, a guide in life, is
emphasized in the memoirs of his students. ” He was a balanced teacher, he really knew
how to assess the merits of students.
“ He was not indifferent to their needs and difficulties in life. His good-natured friendliness and warmth, as well as a cheerful disposition, won him popularity and the sincere
attachment of young people; in their language he was simply called ,,Bartek” . Tricks
were played on ,,Bartek“ , his name day was celebrated sumptuously at the academy,
but everyone rushed to him for advice and help in difficult situations and with their troubles” (Gronska, 1984).
The correction of work plays a great role in artistic education.
” During corrections he discussed a great deal, he did not impose his own style, trying
to bring out and develop the individuality of the student. He treated students equally,
but - assessing their aptitude and capabilities - he individualised and dispensed the dif-
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ficulty of tasks accordingly. He had a cordial and amicable relationship with students, a
cheerful disposition and also an exceptional conscientiousness and responsibility in
carrying out his professorial duties. His interest in students and contact with them was
not limited to corrections only. He encouraged them and emphasized the need for
overall intellectual development, while the atmosphere of trust and friendly intimacy
created by him, predestined him for the role of a trustee in the personal troubles and
worries of young artists. He remained in close contact with former students after their
graduation, caring about their work, providing advice and sharing his wealth of experience” (Gronska, 1984).

The contribution of Bartlomiejczyk to the education of the younger generation of graphic
designers, the so-called “ utilitarians'' is impressive and undeniable. His contribution to the
search for new areas for the expression of wood engraving should be noted, as well as
the search for new uses of applied graphics and extending the scope of its functions. The
students of Bartlomiejczyk were able to follow his work, which has been successful in
Paris, Poznan, Sofia. As the founder of The Circle of Advertising Graphic Artists he supported the debuts of his students, presenting their work at exhibitions in the years 19351938. The significance of Bartlomiejczyk as an educator of artistic youth was great. His
disciples are the most eminent Polish book artists: Bohdan Bocianowski, Michal Bylina,
Zofia Fijalkowska, Jerzy Karolak, Edward Manteuffel, Wanda Manteufflowa (ZawidzkaManteuffel), Konstanty Sopocko, Tadeusz Tuszynski and others.
THE PEOPLE’S POLABD YEARS
The Academy of Fine Arts (ASP) in Warsaw continued the tradition of graphic education
in Poland. Applied graphics, as one of the disciplines developed gradually, stimulated by
the scope of the needs of the growing statehood of the Polish People's Republic. The
Academy of Fine Arts in Warsaw revived its operations in 1945, functioning under the Act
on academic schools of 15 May 1933 (Official Journal 1937, 52, 406). OstojaChrostowski was involved in its rebirth as the first post-war Rector, only six weeks after
the liberation of Warsaw, together with Edmund Bartlomiejczyk (Vice Rector from 14 June
1946, and Dean of the Faculty of Graphics).
In the environment of Warsaw, Henryk Tomaszewski's role in shaping the creative personalities of many artists-illustrators was important. His students were engaged in the
creation of posters, graphic designs and illustrations. The Master introduced to the stylistics of illustration, the simplification of an artistic mark, the discipline of colour, once again
highlighting the path taken by Polish artist-illustrators at the end of the 1930s. Much of
this experience was derived from the studio of Henryk Tomaszewski, who attached great
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importance to the unique and new solutions of the undertaken task, using artistic means.
His method consisted of assigning the tasks, which were often abstract concepts, to future poster artists - and these were shaped above all by the intellectual sensibility, the
ability of logical thinking and the imagination of the students. Tomaszewski's model of
teaching, based on exercising and stimulating the intellect, seeking new solutions, eliminating stereotypes, not succumbing to any schemes and, above all, emphasizing the individual language of the designer, has become a specific interpretation of the Polish poster
school. His synthetic artistic expression influenced a whole generation of students. An
outstanding artist Janusz Stanny, referring to his Master - Henryk Tomaszewski says:

” during the later years of the Academy the strongest impression on me (...) was made by
Henryk Tomaszewski, in whose poster studio a special atmosphere of mental ferment
reigned. The tasks constructed by him, surprising, though defiant, were intended to provoke the adoption of an intellectual attitude towards their realization, could then have been
treated as the boldest experiment, are now shrouded in legend” (Sztuka, 1989, 2 ).
In 1954 Jan Marcin Szancer was awarded the title of associate professor at the Warsaw
Academy of Fine Arts. “ Assessing his creative work with appreciation” - wrote Tadeusz
Kulisiewicz - “ as that of an artist and a teacher - I suggest that the academic title of associate professor be bestowed on Mr. Jan Marcin Szancer” (Registry of the ASP in Warsaw, KD 148).
His own programme for the Studio of Book Illustrations, realised in the fourth year of
graphics studies, provided a number of illustrator tasks. Diaries of Pasek, Memoirs of my
time by Niemcewicz, Cellini's The Autobiography were used for the tasks designed to introduce students to the specificity of the historical era and the history of culture and customs, allowing them to establish their own contemporary interpretation of a given era. Illustrating fairy tales and legends was an important task, developing the imagination and
freedom of composition in form and colour. Later the students illustrated contemporary
novels, applying modern formal solutions. Drama literature (e.g. by Slowacki, Witkiewicz,
Zapolska) was the basis for successive practice, using either the characteristics of the
epoch, or the author's own vision of the stage play. The next educational section was that
of illustration for poetry. Fifth-year students were given a choice of topics, such as: War
and Peace, Life and Death, Moon, Warsaw, Mediterranean Culture, Nature Protection
and required to design an album. The task was to determine the contents and to select
and compose the entire material with consultation from experts in the field. The aim was
to allow the student to gain basic knowledge on complex editing issues: how to formulate
the concept of a book properly and to determine the type of illustrations, format, typogra-
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phy, cover and dust jackets. Students were expected to prepare a model of their chosen
album (Registry of the ASP in Warsaw, The file: Programy studiow Wydzialu Grafiki
[Curricula of the Graphics Department]. 1955, pp. 1-2).

FIGURE 2 Szancer, Konopnicka Basn o Krasnoludkach i Sierotce Marysi.
Szancer's programme was modified over the years and it was adapted to individual students' needs. An inherent requirement - as Szancer claimed - for the creation of a sense
of illustration is an extremely good understanding of the artistic intentions of the author of
a given text and the ability of the graphic artist to sense these intentions. This, of course,
requires the specific selection of individualities. No work of art can result from the random
matching of creators, even the most valuable ones, who are strangers to each other in
the aspect of atmosphere (Szancer, 1956, p.43). His exceptionally rich personality instilled
in the students a desire for their own exploration, revived their interests and encouraged
a variety of artistic activities.
In 1976, after the death of Jan Marcin Szancer, Janusz Stanny became the director of
the Book Graphics Studio. Lech Majewski was his assistant. In subsequent years, under
the artistic direction of Professor Stanny, this Studio played a particularly significant role
in building the quality and identity of the Warsaw Faculty of Graphics and educating artists of remarkable creative dispositions. Characteristic, however, were the words of Professor Stanny concerning the decline in innovativeness of the students in the Books and
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Illustration Studio at the Warsaw Academy of Fine Arts at the turn of the century: ” Over
the last few years I have noticed a slowdown of emotions. For example, tasks related to
romantic literature trigger the objection that it is literary trash (...). Books lose out to television. Before the mass watching [of TV] students brought something of their own, now
they reproduce television pictures like Donald Duck or Mickey Mouse” (Guliwer, 2004, 2,
p.47, 50). The artist notes a decrease of creativity among students due to the reproduction of visual schemes from the media. In the years 1976-2001, in the studio conducted
by Stanny, 159 students graduated with a specialization. Through their intensive work in
the field of children's book illustration, many of them gained a permanent place in the his-

tory of the field. The Warsaw Academy of Fine Arts has continued this glorious tradition
after systemic transformation. The names of the following artists-teachers deserve mention here: Janusz Stanny, Lech Majewski, who as a student of Henryk Tomaszewski extended the life of his master's teaching methods, improving them in his own work, Maciej
Buszewicz, Grazyna Lange.2

FIGURE 3 Stanny de La Fontaine Bajki.
CONCLUSION

2

The Books and Illustration Studio, following the retirement of J. Stanny, was in 2003 taken over by Zygmunt Januszewski (1956- died 13.09.2013).
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The personalities of eminent and creative graphic artists - teachers directly influenced the
artistic development of young people in the master-disciple relationship. This relationship
was marked by an exceptional atmosphere of kindness, which contributed to the development of natural artistic talents, retaining their individuality. Professional artistic education
of a creative nature, developed dispositions towards creative thinking, artistic and perceptual skills as well as imagination - as documented in the presented examples of the tasks
recommended for students. It has resulted in the successes of Polish graphic artists and
it is still fostering their further achievements.
A research analysis of the teaching process and teachers' attitudes towards their stu-

dents presented above confirms that the function of academic training was achieved at
the highest level, both in the transfer of knowledge and skills and in educational formation, manifesting itself in the awakening of students' intellectual and creative needs.
Teaching at this level is inextricably linked to the research work of the academic teacher,
in this case with his creative activities in the area of graphic art. In the light of research
the Master - Student relationship is irreplaceable in art education. The didactic activities
of the artists - teachers presented often contradicts attitudes, which are nowadays common among university professors; as Zbyszko Melosik indicates: ” (...the) university
teacher ceases to be <<a master >> or << a wise man>> is reduced to << a tutor >> or
even to a simple <<transmitter>> of the required knowledge and skills. In such a situation, a professor loses control over the objectives, methods and evaluation of education all these become the domain of the employer and of the general – established by a university (and sometimes externally) - << procedures of education quality >>” (Melosik,
2008, p. 246).
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The digital revolution affects every aspect of our lives, changing them very quickly and
efficiently. This process also concerns our fundamental values, which take on an ambivalent character (good-charity, truth-manipulation, beauty-ugliness or love-sex). This is
a new challenge for art and education and for theatre for children, seen as a form of nonformal education.

Modern society has forged a deep chasm between childhood and adulthood (Van den
Berg, 1988) which continues to grow.1 From the very beginning, art for children has been
created by adult artists,2 from their life-perspective and experiences. How can these artists communicate with a new, young audience if their languages and their ways of per1

Today a difference resulting from a different attitude to digital reality is coming to the fore. Marc Prensky
expresses this difference in terms of digital skills: Digital Natives – young people who are all “ native speakers” of the digital language of computers, video games and the Internet; Digital Immigrants – older people
who have grown up without digital technology, who need to learn to adapt to their new environment (2001).
2
This is another kind of theatrical expression that I could call “ children’s theatre” . The difference between
these two forms is great and noticeable. Generally, the former is oriented towards creation and its product,
the latter also towards creation, but more in an educational sense; the first is directed to the audience, the
second – to itself. Certainly both are linked and mutually interact.)
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ceiving reality are so different? At the same time, school as a place of education is beginning to lose its significance in favour of non-formal education, which is situated outside
school and is conducted after school at different levels and places, which are not always
safe. This is a spacious area where art for children – in particular theatre for children –
plays an important role. The most important thing is to seek a new language to communicate with a new, young audience. The second challenge is to make the form of the artistic
process interactive. The use of a variety of means is a standard form of contemporary
communication and it provides more possibilities for affecting the audience and stimulating their intellectual and emotional activity. The third issue is connected with the inclusion

of teachers and other educators in the artistic process of the creation of performances for
children. Their help could enable the spheres of artistic influence to be enlarged. Certainly, the theatre is not an educational institution. It is an institution of art. But the theatre has
had an educational function since antiquity. This is the first point: the second is necessity.
If theatre artists want to have an audience in the future, they will have to prepare young
people for the reception of this art and encourage them to regularly participate in this kind
of art.
For over 10 years I have been running activities with students in “ social and cultural
animation” 3 which is characterized by artistic experiments. The basic aim is to search for
a new form of theatre performances, which will be attractive to contemporary audiences
and at the same time, communicate important messages. The second challenge is the
search for a theatrical language that will be both appropriate to the potential of children’s
audiences and relevant to their experiences as formed by media and digital reality. The
students and I search for a means of artistic communication which will appeal to the audience’s emotions and imagination. This involves stimulating them to create their own sequences of associations and create free references to their own lives. Our inspiration was
the theatrical concept and ideas of Jan Dorman,4 put forward and partly carried out by
him in the 1960s and 70s (Dorman, 1981).
DUCK AND HAMLET (2003)5
The performance was aimed at children aged 5-6 and carried out according to Jan
Dorman’s scenario. Two theatrical props: big ducks on wheels – a blue and a yellow one,
were brought to two preschools by actors. For the children they were props from another
3

The specialism “ social and cultural animation” is offered on the M.Ed. degree course at the University of
Silesia, Faculty of Ethnology and Educational Studies in Cieszyn.
4
Jan Dorman – one of the greatest Polish artists who created the new mainstream of theatre based on children’s games and plays; he also established Teatr Dzieci Zaglebia in Bedzin (near Katowice, the capital of
Polish Silesia) where he formed an original idea of theatrical and aesthetical education for children.
5
57 children from two preschools (experimental group) and 60 children from three preschools (control
group) took part in the project. The children’s reactions were recorded. One or two days after the performance conversations were conducted with the children on the basis of previously prepared questionnaires.
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world, a little mysterious and strange, but really interesting. The ducks stayed there for
2 weeks. During this time the children greeted the ducks spontaneously, played with
them, and told them some personal stories, often as whispered secrets. Finally, on the
fifteenth day of their stay, the ducks disappeared. The same day, the children went to the
theatre, where they found their ducks on stage, as part of a play (Tomaszewska, 2004).

FIGURE 1 Duck and Hamlet (2003).

FIGURE 2 Duck and Hamlet (2003).

145

In Search of a New Theatre for Children / CREATIVITY 1(1) 2014

The play wasn’t easy: completely without a story, based on the relationships between
characters, with a free structure. The action was not driven by logical situations, but by
associations. The framework of the show was a rhythmisation inspired by children’s
counting games, children’s play, and folk traditions. According to Dorman, they were
treated as conventions which are familiar and recognizable to children – even if not always and not completely comprehensible. The movement on stage was strictly conventionalized. The play was built on ritual gestures, processions, dances, and mechanical or
spontaneous movement. The same applied to the way the actors interpreted their lines.
They spoke rhythmically, the lack of interpretation removing the meaning from their

words, they spoke in one breath, they whispered, they sang, they spoke with exaggerated
interpretation or ecstatically, they spoke chorally. It ought to be stressed, however, that all
the theatrical action was inspired by the children’s games which accompanied the Ducks’
stay in the preschool. The performance progressed quickly; each game constantly transforming into other games, but the children reacted wonderfully; no bored reactions were
observed, and after the performance they were able to describe quite competently what
had happened on stage.
A scene which evoked very strong emotions for the audience was the moment when
the characters dressed up their ducks for a competition. The prize in the competition was
a big drum. The chief of the blue group stole the yellow duck’s props. The children were
really disgusted and screamed: “ Look out! A robber!” The situation was serious – the actors were not able to continue the play. This reaction was really bizarre, because it was
not usual for the children to behave in a similar manner when playing with each other. But
in the theatre they showed their disapproval of this behavior. After the show the children
said that, because of the performance they had learned to be good and honest: “ This is
what the ducks told me” . After this event the blue group was lost – each of their entrances was accompanied by the exclamation: “ Robbers! Watch out! It’s a trap!” The same
scene was also watched by children from a preschool, where we had not carried out the
first part of the experiment. The reaction of the audience was different – the tension was
expressed by silence. The children seemed repressed, unforthcoming, no spontaneous
reactions could be seen, their emotions were expressed more stereotypically, simply by
applause.
Finally, the yellow group reclaimed their props and the children were satisfied. We
asked the children after the experiment: “ What has the Duck changed in your life?” The
children answered: “ Everything! I’ll look at ducks in a new, different way” ; “ I’ll be nicer to
them” ; “ I don’t know, but I miss them very much” ; “ I love ducks!” ; “ I go to the pond and
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I look at ducks. Before I didn’t go because there was nothing to look at” ; “ I like ducks
more then I used to” ; “ The duck has replaced the Pink Panther and Harry Potter because
I liked both the ducks so much” ; “ The play was happy, but it’s sad in my home” .
As you can see, the children’s theatrical experience had been transformed into reality.
It also confirmed that the children who had met the Ducks earlier, experienced the performance more intensively and understood the meanings of the theatrical situations much
better. They were more open and confident than the other children. This can lead to the
supposition that traces remained in their memories which would form a horizon of associations for the future.

THE PONY (2006-2007)6
The idea of the horizon of associations was tested in the second project – The Pony –
which was also addressed to five- and six-year-old children (Tomaszewska, 2007). We
began at the preparatory phase, which was carried out in two different ways. One group
of children had to go to the theatre 3 times to watch three short shows (2’5” ) about the
Pony as three successive theatrical images, which described the main character of the
performance they would later see. The other group of children met the Pony during four
short meetings organized at their preschool. The first situation was particularly bizarre
and irritating for the children – they had to make more effort to go to the theatre than to
actually watch the shows. But we had been hoping this would stimulate their imagination
and the performance would last from the first meeting until the end of the performance in
the theatre. In the second situation we did not stimulate the children’s imaginations
through theatrical convention, but through play.
The actors visited the preschool with 4 short, 5-minute paratheatrical presentations.
Here again, the aim was to introduce to the everyday preschool routine an element of another world – the world of theatre, and also to create a surprising and thought-provoking
situation. First there appeared a fairy, who conjured up a little pony, then Pierrot pulling a
wooden pony on a cart, then a group of actors with a rocking horse, which was used as a
vehicle to enter the dream world. During the last meeting, a package containing 4 sticks
and a board was opened. The actors built a bench from these elements with the children
and asked them to imagine it was a horse, to mount it and set off on a journey to the
world of the imagination. This element of the experiment turned out to be the most difficult. The children found it hard to accept the convention, and when they finally joined in
with the game, their journeys turned out to be quite mundane – they travelled to various

6

We worked with 7 preschools, including 5 in the experimental group (91 children) and 2 preschools in the
control group (41 children); we repeated the entire project twice.
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cities and countries (e.g. to Lodz in Poland, or Ireland). Only sporadically did elements of

a fantastic journey appear.
FIGURE 3 The Pony (2006-2007).
FIGURE 4 The Pony (2006-2007).
Following the first part of our project, which lasted from 8 to 10 days, the children went to
the theatre for a performance. The theatrical action was set at the circus. There appeared
different characters borrowed from masterpieces of world literature or from folk customs.
Each one had a symbolic meaning, e.g. Mother Courage from Brecht was the symbol of
an anguished, suffering mother, Cyrano de Bergerac – an independent artist, Candide –
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an absurd philosophy of optimism, Pierrot and Colombine from Alexander Blok were
icons of unhappy love etc. The Bear comes from old rituals of passage and represents
the uncontrollable and mysterious power of fertility, so it serves a double meaning: the
power of life, but also slavery and rape. The children understood this double meaning

very well and after the performance they said: “ The Bear was scary, as well as nice” ;
“ The Bear was horrible but I wasn’t scared of him because he had nice fur” .
FIGURE 5 The Pony (2006-2007).
The other character from Polish folk tradition was the Devil. In our play he comes from
Marlow’s play: The Tragical History of the Life and Death of Doctor Faustus, which meant
that he was a tragic character. In our performance we connected the Devil with the folk
tradition in which this character is usually represented. There was the Mother, who liberates, purifies and saves both the Faust-Devil and the Bear by removing their masks. In
our performance, the audience could also see two girls – one happy, one sad – representing two sides of the same nature. Stella7 was an icon of joyfulness, optimism and
youthful faith in the future and the Little Match Girl from Andersen was the symbol of an
unhappy childhood. They both wake the Bear up. The child with its little Pony on wheels
symbolizes every child who has an imagination and dreams. During the performance, the
Pony becomes a big horse – the vehicle of our dreams. Finally the child mounts the big
horse and becomes Don Quixote. The performance’s meaning was focused around this
character. It talked about not giving up one’s dreams, because only in our dreams are we
7

From the poem The Coffee Mill (Mlynek do kawy) by K. I. Galczynski.
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truly free. It appeared that in spite of all the formal and semantic difficulties the children
interpreted the actors’ intentions correctly.
Of course, little children could not know these characters and all the meanings described. But I believe this theatrical experience will leave traces in their memory, which
will be filled by this content in the future, when the children come into contact with great
examples of our culture’s art. This action is directed towards the future and this horizon
of associations would be something to refer to. In the future, when children come across
a character like Don Quixote, they will perhaps remember something from their childhood
(“ I’ve seen this somewhere” ) and this will be helpful in their education. Jan Dorman

(1968, p.47). wrote: “ ...I am not afraid to put on incomprehensible plays, composed only
of images and associations. It is my principle that theatre ought never to explain, but
merely to suggest. Theatre exists to make people more sensitive! I do not allow the audience to watch the play passively but I force them to be constantly vigilant, to be active, to
think.”
This is why our theatrical interactions were also connected with the enlargement of
theatrical space extending beyond the boundaries of the stage, into the aisles and even
out of the theatre itself. After the performance, on the way to the cloakroom, the children
came across various ponies: rocking horses and hobby horses. The children stopped by
them, played and talked with them.
Later conversations revealed that the children who had watched the performance without previous preparation experienced it in terms of sensations, but also quite superficially.
The performance opened their imaginations to various associations, but not necessarily
connected with the performance itself. In the case of the remaining children, having been
earlier introduced to the subject influenced the orientation of the associations and the
connection with the performance’s meaning. They also demonstrated that they had enjoyed the performance. To the question: “ Would you like to see the performance again?”
the children answered: “ …I’d like to very much, I could watch it a hundred times, it was
awesome there; I felt great; I was happy; I felt warm in my heart; it was fun at first, then
someone took us downstairs, they told us to put on our coats and took us back to preschool” .
THE COFFEE MILL (2005)
The third project was aimed at older children, in the 11-14 age group.8 This group of viewers is the most problematic – but also challenging – because they are between childhood
and adolescence. They often rebel against adults and all forms of restriction, they mis8

Children from grade 6 of elementary school and from grades 1 and 2 of junior high school (86 children in
total) took part in the experiment.
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trust everybody and are very often confused and lost in the abundance of possibilities,
requirements and emotions. This is the effect of the difficult period of puberty and

a search for one’s own way. But it is very important to create performances for this audi-

ence in order to give them ideas, guidance and some indicators.
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FIGURE 6 The Coffee Mill (2005).
FIGURE 7 The Coffee Mill (2005).
The literary inspiration was a short story by the Polish poet K. I. Galczynski. The performance consisted of several complementary elements: a poster, arrangement of the
theatrical aisle, a theatrical programme and the show itself. The main character of this
play was an object – a coffee mill which had been given as a wedding present to a railway man, Mikolaj, and his wife Celina. For many years it was used to grind coffee. But
finally it broke down and became useless. Because “ it didn’t want to die on a scrap
heap” it escaped and had a lot of adventures. A guardian angel guided the Coffee Mill

through the dangers of life. The audience could reproduce this story from many different
theatrical scenes (Tomaszewska, 2006).
FIGURE 8 The Coffee Mill (2005).
This character emerges from the interaction between the form of the object on the
poster and the image created by the live actor on the stage. In our play there was no information about Mikolaj’s profession, but before the performance the young audience
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could see an exhibition about trains in the aisle which was complementary to the stage
character. In the theatrical programmes, which were made in five different versions (each
one in a different colour), the children could read fragments of Galczynski’s poem which
never appeared in the show. We hoped that the short texts would give fuller meaning to
the performance and the programmes' various colours would mean that the audience
would notice the differences between the quotations and would read more than one passage out of curiosity. It turned out that the children wanted to have a programme of the
same colour as their friends beside them. Uniformity, being like everyone else, identification with the group, and not curiosity, turned out to be the dominant motivation. Apart

from that, the children simply did not read the programme, and even if they did, they only
read the quotation they were given: 51% of the audience stated that they had read the
programme, but only a little over half of them (around 30%) were able to say what it was
about, and only 21 children (24%) could link the text to the performance’s content.
In the piece we used the same theatrical means as in earlier performances, for example
rhythmization appearing in all the layers of performance and the action was based on associations. The characters were internally dualistic and consisted of actors and props who
complemented each other. We used a chorus as in ancient Greek theatre. The speech uttered on stage was treated like music: joining, mixing and interpenetrating sounds.
The scene where the Coffee Mill is sent to a hostel for lost things made a big impression on the young people. After the performance, the children referred to this place as: an
orphanage, a home for old people, a residential care home, etc. The audience understood very well that the Coffee Mill was not really an object, but a metaphor for any abandoned or lonely human being.
Another scene showed that you should not count on help from anyone else and that it
is difficult to find consensus. Stella, Mikolaj’s granddaughter, a symbol of good faith and
optimism, tried to find the abandoned Coffee Mill, but it was difficult, because nobody
wanted to help her, nobody listened to her; people only thought about themselves.
War was constantly being waged on the island of Atra. The Coffee Mill showed a general and his army that a soldier “ has a heart and that ordinary human blood flows inside
each soldier’s veins” . The audience was laughing, but it suddenly went silent – it was
proof that the young people had understood our pacifist meaning.
Finally, the Coffee Mill was reunited with his family, and this optimistic meaning proved
the most important for the young audience. 75.5% of the audience stated that the performance ended happily: “ …because the Coffee Mill returns home; …because they found
the Coffee Mill and didn’t want to throw it away any longer; …because the Coffee Mill has
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a family again and everyone loves him” . There were also statements expressing mistrust
towards adults: “ The Coffee Mill might be deceived by its owners again” . The majority of
the audience identified with the protagonist. This was particularly apparent in the art work
which was done after the performance. It showed that the children felt lonely and rejected.
Creative audience participation in the play does not depend, of course, on placing children in the drama, but on drawing the audience into co-creating the action by engaging their
intellectual faculties and sensitivity, on activating the children's imagination and on the interactive nature of this process. In this way I think we came close to a theatre of community.9
Our performance provoked the audience to reflect and triggered their imaginations,

which they admitted themselves by saying: “ the performance made me think” . As in the
previous projects, the audience related their thoughts to their own lives. They said after
the play: “ When somebody is ill or old you can’t send them to hospital, but you have
to take care of them” ; “ Sometimes people want to have a dog, but after some time they
get bored and throw it out. Or they take in an orphan, but then they get bored and stop
looking after her. But the child feels that and is alone and unhappy, like that Coffee Mill” .
These three experiments show the possibilities for forming a new programme of theatrical education, which can be created for all age groups of children. Additionally, this theatre must be flexible, because children change quickly and develop, and as a result, their
needs change too. This kind of theatre should be modern, creative and fun.
This new form of theatre could be based on children’s counting games and forms of play,
on metaphor and symbol, on traditional and even ritual theatre. These forms, treated
as theatrical language instead of words, could be the link between an audience of children and the adult creators. And finally, theatrical creators – stage directors, actors, stenographers and composers – should have something to tell the young audience. I observe performances aimed at children which are empty or full of infantile content, without
an important message. Very often creators play and experiment with values, treating traditional stories as a springboard for their strange or questionable artistic concepts. We
should remember that art, in particular theatre, should help children in their individual development, as well as preparing new theatrical audiences for the future. This is very important in our world, which is making human beings increasingly homogenous and cybernetic. It is necessary to collaborate with institutions of education and simply with teachers.
Otherwise, they may not understand our artistic and pedagogic issues and aims and thus
9

In the book The Second Reform of the Theatre Kazimierz Braun describes the phenomenon of the theatre
of community in the following way: “ A theatrical play would be an enduring social process of reciprocal
communion. A process of joint creation (...) It is an extreme but logical consequence relying on the understanding of theatre as an artistic process in time and as a social phenomenon. It is clear that theatre understood in these terms at last breaks away completely from the idea of a play performed by actors for the audience. It concerns theatre created together. Not for, but with, together” (1979:144).
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detract from them. I hope that my theatrical attempts show that this collaboration is possible and may even reinforce artistic stimulation.
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INTRODUCTION
Each time Beksinski’s paintings come to my attention I ask myself the questions: what
needs to happen to a person to make him paint such frightening things? What open or
hidden dramas is he subjected to? To get closer to the sources of this terrifying imagery,
the following questions have to be answered: are we dealing with miasmas of morbid fantasy or fears split from their original stimuli and recurring in visions that perpetuate them
again? Where should we look for the causes of destruction and self-destruction in man?
For the reflections considered in this article, paintings from the 70's to the early 90's of
the 20th century were chosen, the period named by the author himself, the 'fantastic one'.
The selection criteria were based on symptomatic works that strengthened Beksinski’s
image as a surrealist both in Poland and abroad.
Origins of artistic creation according to Alice Miller
Delving into the problem of the origins of artistic creation, Alice Miller, a Swiss psycho-
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therapist, claims that the subconscious mind, which in psychoanalytic terms is a reservoir
of repressed emotions, traumas and desires, becomes an infinite arsenal of all creation,
dreams and fairy tales. In her opinion, knowledge stored in the subconscious is not pure
fantasy, but rather an explanation referring to the reality of early childhood. Hence, fascination with certain works of art is defined by the strength of the message they convey,
which in turn is based on the intensity and sincerity of profound human experience.
Science has stripped the World we live in of its original magic. These were the three
pillars of scientific thought: The Copernican Revolution, Darwinian theory of evolution of
organic matter and Freudian Theory, which gave us the tools for describing connections

between early childhood experiences and adult emotional life. Relations with parents,
congenital and hereditary factors, experiences of birth, adolescence, sexuality, love and
death all play a crucial role in the process of shaping a person’s personality. Square one
in psychoanalysis is the rudimentary assumption that deep within the human brain there
is an area inaccessible to consciousness, which conditions our behaviour and emotions.
Feeling inspired by Miller, whose reformulation of the psychoanalytic approach provided a
way of deciphering the enigmatic pieces of Franz Kafka's poetry, I have attempted to take
a look at Beksinski’s style of grotesque illustration from a similar methodological point of
view (Miller, 1991). Before turning to a description of this approach, however, it would be
helpful to introduce the Freudian conception of interpreting works of art.
The Freudian conception of interpreting works of art
In “ The Relation of the Poet to Daydreaming” Freud undertakes the subject of the origins
of poetic creation and the phenomena of its reception. He sees an analogy between the
imaginative work of a creative writer and child’s play in: (1) rearranging the elements of
the real world according to subjective needs, (2) taking these fictional worlds surprisingly
seriously and (3) providing “ large amounts of emotion” (Freud, 1991, p. 249). As a result,
a world of fantasy is created. The child's fantasies are of great importance as a way of
dealing with inner conflicts that cannot be dealt with on the conscious level. This can only
be achieved by means of repression and sublimation. Therefore, fantasy would appear to
be a vehicle fuelled by unfulfilled wishes stored in the unconscious. Having investigated
the nature of inspiration in art, Freud concludes that it is more likely to originate from the
artist’s unconscious mind than from the outside. Moreover, fantasy moves from the present through the past to the future, transforming the memory of the desired situation, recalled by current experience, into a creative fulfillment. It is the unreality of the fictional
world that unbinds us from the imperative of control and enables us to live out our disruptive conflicts, fears, longings and desires indirectly, in a camouflaged way, without any
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stings of remorse and shame. This in turn releases psychical tension.
The next question concerns the methods that the writer uses to arouse intense emotions in readers. The first step is to strip the fantasy of any subjective aspects by means
of changes, veils or distortion. Initially, the writer teases the reader with purely aesthetic
pleasure to gain access to the deeper pleasure of psychical release. Both the writer and
the reader identify with the protagonist, who unveils the complexity of his inner experiences and sensations.
The essay “ Leonardo da Vinci & A Memory of His Childhood” is a psych biographical
analysis of the artist’s work. From Freud’s standpoint, the stigma of Leonardo’s spurious

origin, the absence of his father, partly compensated by his mother’s fondness were of
paramount importance in shaping his personality. The act of sexual repression and sublimation of libido to cognitive passion was the aftermath of separation from his birth mother. The memory of her, stored in the unconscious, was evoked by the mysterious and enchanting smile of Mona Lisa del Giocondo. “ Physiognomic subtleties of this woman’s visage” were willingly recreated in his subsequent paintings (Freud, 2000, p. 300). The iconographic depiction of The Virgin and Child with St. Anne, a theme not often occurring in
Italian art, was interpreted by Freud as a symbol of the love of two mothers. Leonardo’s
composition of this theme diverges greatly from the conventional scheme, which according to Freud is explained by its hidden meaning.
In the article “ Dostoyevsky and Parricide” the choice of literary themes itself - murder,
violence, egoism to name but a few - indicates the author’s personality traits. Freud sees
the problem of parricide, appearing in “ The Brothers Karamazov” , as a subjective expression of the Oedipus complex. One cannot help but notice an undeniable reference to
the story of Dostoyevsky’s father’s life.
Alice Miller’s conception of interpreting works of art
Alice Miller challenges two aspects of Freud’s theory: (1) those referring to the infantile
sexuality of a child, and (2) those perceiving a work of art as a sublimation of physiological drives. Her psychoanalytical practice confirmed Freud’s empirical finding of traumatization, described in 1896 as seduction theory, which he later abandoned to the theory of
the Oedipus complex. Miller prefers to call the former ‘abuse theory’, thus extending its
meaning beyond the sexual sphere. This theory, posing a threat to the commonly accepted idealization of parents, had to withstand much stronger criticism than the Oedipal one.
According to the latter, a child is not abused by adults, but through denial and repression
of its drives, fantasizes about them and perceives them as external to itself. Miller’s experiences as a psychoanalyst proved both sexual and narcissistic disorders, as well as the
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aetiology of destruction, to be of a reactive nature. Hence, creation is potentially possible
when unpleasant emotions felt towards certain people from the past get detached and
forced out into the subconscious, making it an inexhaustible wellspring of ideas, dreams
and fairy tales. According to Alice Miller, until this subconscious data is perceived merely
as fantasy and not an elucidation of an early childhood realm, it will be admired as a form
of art, transmitted in tales as the “ wisdom of ancestors” , and interpreted constantly as an
expression of ever the same, archetypical, collective subconscious (Miller, 1991, p. 225)
while the creators unwittingly depict the silent drama of a suppressed child, the deeply
hidden story of constant subjugation.

Art of poetry - Franz Kafka’ s anguish
According to Miller, the absurdity and grotesqueness contained in Kafka’s works should
be viewed as a cryptogram, not just as a product of the author’s vivid imagination. The
repressed experiences may come to life as an artistic creation of fictional characters and
events. In “ A Hunger Artist” the imaginary – one might say – refusal of food refers to Kafka’s childhood, marked by emotional starvation. “ The Metamorphosis” of the protagonist
into an insect-like creature causes rejection and hostility among his family. It is a metaphor depicting the disastrous consequences of revealing the real ‘self’, which has been
suppressed by the snuggly fitting false self. Understanding of Kafka’s literary works became possible through analysis of his letters, where Miller searched for the truth about
the early-childhood realm. For instance, “ Letters to Felice” are the key to deciphering
“ The Castle” : Kafka’s futile efforts to communicate with his fiancée can be interpreted as
a reflection of lack of understanding that was imprinted his childhood.
Fantasy or elucidation ?
If we perceive art as a creative articulation of the painful experiences dwelling in one’s
subconscious, it is hardly conceivable that a child, whose needs for acceptance, love, affection, respect, expressing feelings, thoughts and desires are met, could grow up to create paintings so deeply touching and full of emotional tension. However, in most societies, the upbringing of a child is commonly performed merely as an exercise of authority.
It is probable that Beksinski’s emotional alienation from his family might have been the
driving force behind his work, which is perceived as enigmatic and is often misunderstood.
INTERPRETATION OF SELECTED PAINTINGS BY BEKSINSKI
Each time Beksinski’s paintings come to my attention, I experience the feeling of psychical death. Surprisingly, as a child, he was deeply moved by Bocklin’s “ Isle of the Dead”
that became for him a subject of contemplation.
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A recurring theme in Beksinski’s work from the ‘fantastic period’ is the frail silhouette of
a child. In the first painting a feeble, fragile human being attempts to lighten an obscure
pathway, leading through a glen-like lane of monstrous monks.

FIGURE 1 1972/DG-2466.
An evident overscaling of their figures resembles the position the overpowering adults
hold in a child's world. It may also be a metaphorical portrayal of the emotional perspective from which children experience their reality. Both the unsettling visages of hooded
skulls and the dark, monochromatic coloration of the painting only add to the overwhelming sense of petrifying fear, horror and helplessness.
Another painting introduces us to a secluded, mysterious location, restricted by a stone
wall.
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FIGURE 2 1971.
What seems to be the only way out is blocked by a giant face of stone with eyes wide
open. In the foreground there is a colossal yellow mask and a figure who is probably
praying (or meditating) with the aid of beads. What strikes us the most in this picture,
however, is an emaciated human being, stranded in his repeated yet miserable efforts
to struggle free from the fortified place, eventually falling to the ground in a tragic gesture
of futility and surrender.
Yet another painting presents a tiny, inert, lifeless figure with thin, dangling legs that
intensify the sense of weakness.
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FIGURE 3 1972/DG-2241.
It is held by a preposterous creature of hominal flesh but with a reptile-like head that
makes the hybrid devoid of humanity. But it is the lifeless creature that draws our attention, forming a compositional and chromatic centre, due to the application of the dominant
colour red and the appropriate use of grotesque proportional imbalance. Thus, it becomes the focal point of hidden meanings and contexts. All of the three paintings seem to
retell the story of a child’s feelings and desires that were deprived of any sense of individuality, because of an adult’s approach in perceiving the young as an extension of self.
They show emblematically the power of parents’ authority, beginning with Beksinski’s
compulsory activities in childhood up until his father’s refusal to allow his son to pursue
the studies of his dreams.
Zdzislaw Beksinski was born into a distinguished family with long standing contributions to the town of Sanok. He was an only child, always neatly dressed and with impeccable behaviour, he envied those grimy and dirty children who were allowed to run
around all day long in the yard with laughter and fun. His upbringing was more in line with

163

Zdzislaw Beksinski’s Paintings of the “ Fantastic Period” ... / CREATIVITY 1(1) 2014

his parents’ imagined desires than with his own childhood needs and wants. His father,
with the best of intentions to foster the comprehensive development of his only son, sent
him to piano lessons and tennis, which the boy strongly disliked. There is a voluminous
list of activities that Beksinski was forced to undertake as a child, against his wishes:
apart from piano and tennis lessons, there were morning exercises and bathing in the river San (come rain or shine) and acolyte courses. He once told his father “ he would like
the first bomb that ever drops to smash that goddamned piano” (Grzebalkowska, 2014,
p. 12). He used to pray for something to happen, so he wouldn't have to serve at mass
every Sunday (Grzebalkowska, 2014, p. 13). When entering university, one of the deci-

sive moments in his life, Beksinski did not follow his heart (he dreamed of film school in
Lodz) but was forced by his pragmatic father to continue the family tradition by studying
architecture (Banach, 2005, p. 34). It didn’t even occur to the boy to revolt against this
pressure. Just how deeply he was affected by his father’s plans for him can be judged
from Beksinski’s confession, that was written many years later, not long before his death:
“ I generally know little about cinema. It used to be different, but then when I gave up my
dream to become a film director I completely lost interest in cinema” (Snieg-Czaplewska,
2005, p. 26). In 1960 during the Congress of the International Association of Art Critics
(AICA) in Poland, the exhibited works of Beksinski drew the particular attention of the
president of the AICA and at the same time, the director of the Guggenheim Museum in
New York. He offered Beksinski a half-year scholarship in the USA. It would seem that
standing at the gates of artistic paradise, every obstacle might be overcome. Beksinski
did not accept the offer, amongst the reasons for his decision, naming the fact that he did
not have a second pair of shoes or pants and his family situation (Banach, 2007, pp. 3033). The truth is, that he was frightened by the expectations put on him as well as his situation of dependency. It was for the same reasons that Beksinski also broke a contract
with Peter Dmochowski, a collector and art dealer.
His paintings are full of horryfing elements that terrify us. But for the painter it was the
mechanism by which he transferred his inner visions into an image and locked them up.
Was there another route for Beksinski to express his subconscious; was there another
way to express powerlessness, helplessness, loneliness? Have we not received the manifestation of his world, which had become strange in the process of becoming inhuman
and therefore ultimately appearing absurd? According to Beksinski it is so: „ No, Beksinski: Back to work! Convert your daily portion of anything into anything". "I always had and
still have only bad thoughts". "The error in my resume was that I was born. (...) The World
is the candies, which have been invaded by the worms. Attracts yet at the same time fills
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with disgust“ (Snieg-Czaplewska, 2005, p. 125, 67, 27). He never studied film direction
that he had dreamt about. He never resumed any sports he used to do in childhood.
When Beksinski took up painting, he did so to express fear. One of his works depicts a
mostrous, deformed head, devouring hordes of spiders crowding into its mouth.
FIGURE 4 1970/DG-3399.

The horror in its eyes leads us to conclude that it must have somehow been forced into
this revolting act. This constraint might possibly be a camouflaged enunciation of the obsessive - compulsive disorder that haunted Beksinski from his early years. Even the sight
of the smallest spider triggered uncontrollable fits of hysteria (Snieg-Czaplewska, 2005,
p. 62). One of his major obsessions was the thought of somebody stuffing spoonfuls of
spiders into his mouth (Grzebalkowska, 2014, p. 75) The roots of these neuroses, according to Alice Miller, can be found in psychical enslavement in the infantile years and
being deprived of the possibility to express rapid, spontaneous feelings (Miller, 1991,
p. 301) awakened by traumatic experiences. Indeed, Beksinski was brought up in a regime of tempering emotions: “ a man does not cry or demonstrate any feelings” (Grzebalkowska, 2014, p. 12). He was a reserved, inhibited boy who never laughed or fooled
around.
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The last of the selected paintings shows a woman standing astride, with hands raised
high.

FIGURE 5 1981/DG-2457.
There is also a head tangled in the wrinkles of her dress and the stretched out hand of
another character. In a letter to a friend Beksinski confessed: “ As a child I dreaded the
thought of falling asleep, the thought of what I would have to go through (Grzebalkowska,
2014, p. 17). What he feared most was: a phantasma of a woman who sat on a boy’s
chest and the Holy Mother descending from the wall and placing herself astride his face,
which obviously made him suffocate (Grzebalkowska, 2014, p. 16). The female effigy in
the painting might refer to the second image or a combination of them both. The depiction
of the scene from a worm’s eye view may suggest the perspective of a child who experienced these night terrors. The seventy-year-old artist admitted that his “ memories from
childhood never filled [him] with nostalgia, on the contrary. (…) he damned didn’t like himself. He continually felt inferior to others: weaker, less handsome, cowardly, shy, no muscles, in a word an ass” (Grzebalkowska, 2014, p. 10).

166

Beata Sokolowska-Smyl / CREATIVITY 1(1) 2014

The grotesque and the depths of the subconscious
By applying the aesthetic quality of the grotesque (which in the act of degeneration always stops at the stage of elementary similarity) to Beksinski’s paintings, is it not the
case that we shall receive a manifestation of the world, which has become alienated
in the process of becoming inhuman and therefore ultimately appears absurd? Is this grotesque language a peculiar way to discover the 'real' bottom of transforming reality?
In this almost neurotic escape into deformation, the creator does not stop at the external
physical nature of distortion, but also exposes the state of our mental disturbances.
The message of the grotesque comes to the aid of our fear, frustration generated by mor-

al, social, aesthetic restrictions. A grotesque look at art is the view from the inaccessible,
cavernous depths of the subconscious. It is connected with the deep structures of works
of art, which at first glance are not obvious. Some researchers perceive in this kind
of message ” the epitome of extreme pessimism, a cosmic frown, an expression of the
anguished soul“ (Glowinski, 2003., p. 56).
Neither Kafka nor Beksinski had they realized that they were revealing the traumatic
reality of the early years of their lives would have permitted exhibitionism of this kind. But
because the mechanism of expulsion is a defence mechanism, an attempt to deal with
the unbearable truth is achieved by erasing memories. Recipients will share the belief
that earth-shattering descriptions in Kafka’s works such as “ The Castle” or “ The Trial”
as well as the similarly disturbing paintings by Beksinski are the product of the specific
imagination of these artists. However, the content of their works come from the depths of
their subconscious where traumatic, authentic experiences are stored and it is also the
subconscious of the receiver that registers them. This is why Beksinski’s work is a subject of fascination and fulfils the role of a mirror for so many adolescents undergoing psychological revisions of childhood traumas. But these young people might rest assured
„ that what they find in their intimate, inner world might not be madness“ . (Miller, 1991, p.
272).
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EXPIRING SERVICES
From early morning Areta had been in a spin of foreboding. She was listening out franti-

cally, anxious to determine from which side the furious thunderbolt might strike our family
home.
But as for me, I have to confess that lately, my situation has been pretty good, not
counting the odd biographical gaffe or occasional setback regarding my health. I manage,
as it were, to endlessly visualise a significant moment of this kind, trying to create the impression that I really do appreciate it. I spare no efforts in fanning the flames of its existence in order to take delight in it. I’m considered to be something of a local diplomat, not
raising my voice unnecessarily, steadfastly remaining quietly at home, and time and time
again turning with a prophylactic smile to the Almighty, or at the very least not complain-

ing, certain that it is possible to come to some kind of arrangement with Him, in the firm
conviction that the world which He created, has so far, turned out to be reasonably OK,
though it is plain to see that it is far from being ideal.
Nonetheless Areta – filled with a sense of bad omen – was not prepared to give up.
While I, somewhat in slow motion, was getting dressed in order to go out, she at considerably greater speed, repeatedly reminded me to take my straw hat, which by throwing
out a dense refreshing shadow, would shade me from the sun. In her opinion, this rather
ordinary head covering would fulfil the role of an amulet. She warned me fervently to beware of the rays from the sky, of the raging glare of the sun, during my walk. In just a mo-

ment I would find myself under pressure from the entire cosmos. The infernal fireball
would stress me, but I should not submit to its provocations. I was to remain calm, not attempting to outrun anyone, least of all, my own thoughts. Not to charge ahead, but to
spare my legs in this heat wave. To rest every few steps. Straighten the toes of my right
foot, massage it, adjust it, restore its function as an organ of forward motion. It should be
constantly adjusted for walking. Should complications arise, I was to return immediately –
my home would be waiting for me. Now however, it was important that I should take up
the challenge. There was a difficult task ahead of me.

169

Free Interpretation Expiring Services / CREATIVITY 1(1) 2014

– You’ll get on the bus and travel one stop – she said. – You’ll be alright. If not, it
doesn’t matter, nothing will happen, you’ll just be back to square one.
And if I were to feel more confident and manage to retain my equilibrium in my hot sandals, then I shouldn’t get too excited or panic, but head towards the neighbouring estate
at a slow pace, choosing a convenient short-cut, and there make a beneficial purchase in
the “ Butterfly” .
Areta had in mind a bottle of Chilean wine. So, just in case, I took a corkscrew with me.
On the return journey, if the sun were still shining mercilessly, I’d open the bottle and
pour the beverage over my head. Visualising this event, I suddenly experienced my own

hair through the fragrant echoes of South America. Suddenly, I saw myself as if in a picture painted by the shower of wine. And this entire, strange happening of mental extravagance pleased me beyond measure in all of its aspects.
It hit me that in this fantasy I had behaved boldly, confidently. In it I had acted audaciously. Yes, in this fantasy, in the wanderings of my imagination my existence was more
interesting, much more original than in the rawness of reality.
It had been forecast for some time now. I however, did not believe in the announcement. Then suddenly I was dumbfounded. In just a few hours, as it were, from one day to
the next, the mighty heat wave appeared on the entire continent and immediately took
control. People of the north, among whom I readily count myself, are stuck in thermal
shock. It’s true that the more cautious among them have life insurance, as a matter of
course, but on their own initiative they also carry huge containers of water on their backs.
It’s true that prominent figures are accompanied by fabulous, colourful water carts, while
popular members of the government are even followed every step of the way by fire engines diverted for the purpose. But even this is not a solution to the problem. In short,
a complicated reality has emerged, the rules of which are completely unknown. Meanwhile, things are happening on the surface, which appear, in a sense, to be quite straightforward, yet alarming, and cannot be stopped despite the will to do so. Meanwhile, time
and time again, haphazardly of course, selected citizens – as if chosen by someone – fall
like flies, there, wherever they happen to have been standing at a given time, in whatever
situation they may have been in. And so, ambulances are engaged to and fro, all the
time, their hands full of work. The Minister of Health has instructed scientists to take samples of the aura and compare it with past experience. The necessary steps were taken
immediately. It turns out, that not even the oldest people, nobody at all, can remember an
attack of the sun, of this kind before.
And now, returning to me, I would like to emphasize just how great is my discomfort.
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I feel not only spiritually and mentally confused, but also physically cut up, wounded.
I have never before been afraid of the world, but now I have fears, I have qualms about
the prosaic act of leaving home to buy a bottle of the cheapest wine. In my head I design
various forms of behaviour, I create subtle outlines of explanations for the benefit of
friends. If someone were suddenly, and thus brutally, to ask me why I was unable to
maintain the vertical, but rock back and forth like a duck, albeit managing to move forward, but asymmetrically, clumsily even, my answer would be as follows.
My dear passer-by, don’t be surprised, I wasn’t born yesterday, on the contrary, it was
long ago and so I am as old as the intervening years, and they in turn, as old again, so

that their summation gives rise to a serious matter, which as you may imagine, has its
own exceptional rules.
This morning, Areta again sensibly suggested that I should avoid taking any unnecessary risks and that I should catch the bus and get off at the next stop. And if I am able to
stand erect in my choking shoes, that step by step, at a slow pace, I should try to reach
the neighbouring estate, where I should make a small purchase.
She had in mind, of course, as usual, the dry, red Chilean wine.
And so I left home, though I had the impression that it did not leave me. Again and
again I stopped, giving myself a rest, and my foot, the opportunity to organize itself. Some
passers-by were concerned about me. They asked what was the matter, why it was that
I would take two or three steps and then stop, and even retreat a little in pain. They suspected all kinds of difficulties. That my heart was not up to it. That my lungs were beyond
repair. What’s more, they guessed clumsily, predicting my imminent demise, and so I reassured them that it was only a difficulty with my leg, or rather with my foot, and its toes,
that were jamming together uncontrollably. Perhaps it was simply a matter of corn that
was gradually breaking through. An expert would certainly be able to tell, or perhaps even
an amateur, if he were to take up permanent residence in my lower right extremity.
Hurrying towards the “ Butterfly” – a cheap supermarket – I thought about many of
them, in particular one young passer-by, who had promised the entire world, that he
would not allow me – a slow person – to perish like a dog on this busy street.
I thought about home as well. Home, yes, home - it only sounds ostensibly cosy. There
are even those who believe that its intimacy and cordiality are indelibly written into the
bricks and mortar.
Before entering the supermarket I notice a sign: SHOE REPAIRS. It’s the first time I’ve
noticed it, it wasn’t here before. Perfect. My big toe is swollen. In the circumstances, my
right shoe needs to be less tight, so that it doesn’t squeeze, doesn’t rub. The wretched
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sandal is giving me hell. I can barely walk. In fact, I’m not walking, I’m hobbling along. I’m
having to stop every few small steps, because it cannot be saidthey are normal footsteps.
It plagues me mercilessly. THE SHOEMAKER IS BENEATH THE BUTTERFLY, so the
sign announces. And so I circle the building resembling the shape of the insect. Here, in
the basement. I pass the tailoring services, today they seem to me to be insignificant. The
only ones that count are the shoe repairs. I press the door handle, open the door and enter the small workshop. Please don’t shut the door, I hear the shoemaker’s voice from
behind a screen. He is young, well-built, weighs at least a hundred and thirty kilograms.
My attention is drawn to the piles of shoes stacked up on shelves. I don’t have the

strength to stand, and so without waiting for an invitation from my host, I fall upon something akin to a sofa. It ripples and sags squeakily under my weight.
– Could you remove the fire from my right sandal?
– It’s chafing you – he holds it in the palm of his hand and bends the sole. – Oh, you
see, it’s rubber. And rubber leaves its mark on feet. The shoe is tight, I could drive it onto
the last and stretch it. But it’s not worth it. In any case I haven’t got a last.
– You haven’t got a shoemaker’s last? – I ask, surprised.
– I got rid of it ten years ago, in 93 to be precise, when we were invaded by the Italians and the Chinese. Those foreign shoes are made for one season. Poland went crazy
over cheap, transitional shoes. Even I was tempted. I allowed my feet to get a taste of
Chinese comfort and soon enough they were grilled as if on a spit.
– And you, a specialist, were taken in.
– And so I was. I came a huge cropper. The Poles are not careful enough. We need to
be protected at a global level. Foreign rubber is murderous, it’s aggressive. Our feet are
not resilient. Predatory shoes lie in wait for us. I wept, but I put them on. I couldn’t think
normally, sensibly. You should know that a tight, chafing shoe had a terrible effect on my
mind. I felt the victim of an alien shoe-making industry. My foot in chronic danger. This
easily eradicated threat constantly absorbed my attention. I thought I would go mad. It’s
a miracle, that at present I am perfectly sane.
I looked at the shoemaker with sympathy. He told me the story of his shoes, while
I drifted into an impasse. Into indecision. To leave, or not to leave. There was no way in
which I could just leave him, but neither could I befriend him, even though I adore people
engaged in physical work. A modern shoemaker, but how degraded he had become. In
93, long ago, he had got rid of his shoemaker’s last. There was little work, few orders.
Now – without this basic tool of his trade – he was just a ruin of a tradesman. Sure
enough, he provided repair services, but ones that were shallow and of little honour.
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– Now I understand the Poles – He spoke casually, in a melancholy, yet, at the same
time, brusque tone of voice. – They are extremely hot-headed. Madcaps, impatient. Why?
Because their shoes are too tight.
– The Poles can’t afford leather shoes – I interrupted. – I myself, wear imitation leather shoes all the time, be it an ordinary day or special occasion.
– Calf-skin would be the best, because, as you know, it’s the most delicate. And it
shapes to fit the feet most easily. Even so, even a leather shoe is no good, if it is too tight.
– Fitting is the main problem, if someone wants to understand the new psychology of
shoes – I interrupted again, this time as a means of taking my leave.

We parted in an atmosphere of frustration, without shaking hands. And there, I had
been thinking that I would receive a marvelous cure. That he would offer me a decidedly
helping hand.
And so, he remained in his basement, and I came up to the surface, where the sun tyrannized all around. But strange, very strange. Not alone, I emerged with renewed hope.
Yes, with hope, although the shoemaker had not provided me with any evident service.
How could it be, that such hope had appeared? I didn’t know why exactly. Nonetheless,
there could be no doubt that at the moment of my meeting with the shoemaker, a completely different view of my foot had taken hold. During my visit to his workshop an alternative position had materialized, a safe counterbalance. It’s not after all, a terrible illness
gnawing away at my limb from the heel. Days passed, time was getting the better of me.
The longer you leave it, the worse it will be for your body. I was close to caving in. A few
steps away from panic. Just, just – and that, everyday – on the verge of going to the doctor, but in the meanwhile I happened upon the shoemaker, who without hesitation provided a simpler, and thus let’s hope, more fortunate diagnosis. I fell into an excellent mood
and in a jiffy, with the eyes of the whole world upon me, I uncorked the bottle and started
to sing in dry tones of the deepest red. I danced on the potholed street, or at least, that’s
how I imagined myself at that moment. And I reached – to my mind – the convenient conclusion, or rather insight, that on this wave of fantasy in its vivid flow, I am in much better
health than in the field of hard reality, which is allegedly supposed to teach someone like
me common sense.
FREE INTERPRETATION
I am sitting completely still and in total silence. I stare greedily at the screen of my laptop,
on which I have "Expiring services". At a given moment, there reverberates a call for an
open calculation. I tune in statistically and slowly start to count. It turns out, that "Expiring
services" is a story, which consists of thirty paragraphs.
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I check. It’s correct. There are thirty indentations in the text. Thirty shifts at the beginning of lines of text.
At this moment I become aware of a consoling doubt in my mind. What if this isn’t simple prose, but camouflaged poetry? And every opening line of each paragraph, a separate and at the same time, curious poem? I’d thus have thirty of them! Thirty poems,
enough for a slender volume. A slender volume of poetry, of course.
Much easier – I spread out in the armchair. Maybe that’s how it really is. After all, numbers can’t lie, they can only spell out the truth.
So let’s stop at this point, in order to think more deeply about what they are telling us,

what is the significance of thirty paragraphs entitled "Expiring services".
Luckily, I don’t have to wait long for an answer. My intuition tells me, that first and foremost the significance is poetic.
In the first paragraph we meet Areta, a female figure, who is, each day, filled with foreboding. She vacillates in the heat of uncertainty, not knowing from which angle to expect
the might of an enemy attack on our house, which will wipe it off the face of the earth.
She is not concerned for herself, but for the narrator, for the family home, for our ineffectual state, our country – for that green island of ours, for the effects of global warming.
In the second paragraph, the narrator presents himself as a person of measured appetites. He is happy with his gift of being able to visualise significant moments. He does not
complain about the world, in the belief that it is in a virtually ideal state.
In the third, Areta - a caring mother - reminds the narrator of the need to take his straw
hat, which will protect him. Against what? Against the fierce, raging sun, which symbolises here an angry father, and his destructive, even murderous energy.
In the fourth and fifth, Areta gives the appropriate instructions. By the by, Areta is not
a complicated figure. On the face of it, she seems to be characteristically defeatist,
a prophet of doom. In reality she is a careful optimist. This is apparent in her relationship
with the narrator. She tries to inspire him with a moderate amount of faith in the success
of the initiated enterprise. Subconsciously, it is her desire that he should stand up to her
catastrophic fears.
In the sixth, Areta makes the task a concrete one: the narrator is to purchase a bottle
of Chilean wine in the “ Butterfly” . He takes a corkscrew with him, just in casethe expediency should arise. It is mercilessly hot, and so he opens the bottle, and pours the wine
over his head (at least, that is how he visualises the scene).
In the seventh, the narrator is amazed at the thought, that in his fantasy, in his imagined wanderings, his existence appeared more original than in everyday life.
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In the eighth, we learn that as a result of the relentless heat-wave, a complex reality
has emerged, one in which the precise rules are no longer evident. Simple, and at the
same time alarming things occur: people are falling like flies wherever they happen to be
standing at a given moment. Even the oldest people do not remember an attack of the
sun of this kind before.
In the ninth, tenth and eleventh, the narrator emphasises his discomfort - his resistance to embarking upon the journey in the direction of the bottle of cheap wine. As
a result of his advancing years, he cannot maintain an upright position, and those years
have their own years (their summation creates a serious problem, which has its own ex-

ceptional rules).
In the twelfth and thirteenth, we have the next, of that same morning, when Areta again
offered some sensible advice, that the narrator should not take any risks, that he should
take the bus to the neighbouring estate, getting off at the next stop in order to buy the dry,
red Chilean wine.
In the fourteenth, fifteenth and sixteenth, the narrator, on leaving home, took a few
steps and had to stop, sometimes even retreating a little as a result of pain. Passersby
were concerned for him, so he reassured them as best he could, blaming
his foot for his incapacity (or at least, his pinced toes). A young passerby proclaimed to
the world, that he would not allow such a slow-moving person to perish like a dog on the
busy street. The narrator also thought about home, in a way that others don’t.
In the seventeenth, thanks to an unexpected sign, he ends up at the shoemaker’s
workshop (in the basement beneath the “ Butterfly” ).
In the eighteenth he asks the shoemaker, if he could remove the fire from his right sandal.
In the nineteenth, through the twentieth, right up to the twenty-ninth chapter, the narrator talks to the shoemaker – a ruin of a tradesman. The shoemaker doesn’t even have
a last. The proverb about the shoemaker’s children being ill-shod is right - perhaps uncomfortably shod, at least. The Poles can’t afford leather ones. Nonetheless, the shoemaker was worth a visit, so as to understand the new psychology of the shoe.
In the thirtieth paragraph the narrator reveals his delight at the visit to the shoemaker.
It’s true that the shoemaker did not provide him with any evident service, nonetheless,
from the moment of meeting him, there appeared another point of view concerning the
narrator’s foot.
What then is the significance of this? Let’s take a closer look.
It is not beneficial with regard to me. What’s more, it’s compromising. And there’s
nothing I can do about it. Writing, and at the same time reading the text, these were my
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exact impressions.
I’ll put it in a straightforward manner - I do not accept antecenence. Antecenence in
myself. I refuse to countenance it. But I should, because it is starting to be something significant. A simple fact, and (allegedly) it is not possible to challenge facts. But, with regard
to myself, on the contrary, I fully intend to challenge them.
Please look around you. Look at human beings. They are developing all the time, but
the opposite is also true - they are constantly retracting, closing down, that is, continually
growing older. It’s as if, while striding through life, at the same time one is swimming
against the tide of life. Now one tires more easily and quickly. I’ve notice that up to a cer-

tain day before yesterday, I was evolving as a human being, and from some symbolic
yesterday, my body has begun to protest. My legs are resistant, my feet protest. I’m
changing into a silent, bloodless revolution. And this bodily, physical uprising is beginning
to have an effect on my creativity. At first, I recognised with utter shock that this rebellion
had drawn a negative shadow across the process of my creative struggle, limiting it (me).
But this kind of limitation, of itself, need not be a bad thing. My body is deteriorating, my
life is falling into ruin, I’m sinking into a minor panic, becoming not so much totally, but
episodically unhappy, but explaining to myself that this is an exceptional opportunity to
get to know myself better. Up until now, I have seen life as something joyful, in a sense
enticing. Now I have to reformulate the concept from being something sweet to something bitter. Old age is settling in on me. Good-bye, happy world! In essenceit is the taste
of death insidiously overwhelming me. Let’s agree, that as of today, I am in a state of
war, that is being played out peacefully. No-one is attacking me with weapons. It is time
that has raised its hand to strike out at me. The war is being played out within me - at the
level of biology. In a cultural sense, so to speak, I am still sound. Looking at myself
through a cultural prism, I have to confess that not much has changed. I even speak at
the same rate as before, though I move more slowly. Biology is, slowly and by small
amounts, placing a blockade on me. In literary or artistic terms I am sensitive to even the
smallest losses in biology. Up until now, true enough, I have, on occasion, prepared to
take my leave of this world, mostly in jest. Without any real conviction. There was irony, a
pseudo-departure, a make-believe parting. Today, out of bare necessity - it is more serio

u

s

.

I don’t believe, yet at the same time I grow ever more convinced, that the goodbye will be
a real one, not relative, but final. This finality is an admonition of solemnity. It wants to be
treated with understanding, perhaps even with affection. It begs me not to frolic, not to
joke, not to mock myself. A little more dignity, my friend. And so I have to become ac-
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quainted with a certain dose of resignation, which demands that I cease the race against
time. Yesterday I was in a hurry, but today a slower pace suits me better. A lighter being,
more easy-going. And free interpretation. Of what? The world of creativity in relation to
a declining existence. It would be wonderful, if I could superficially recognize old age as
the next, in effect, final stage of the illness that is life.
"Expiring services" is a story about advancing age. About the rapid, quite simply lightning speed with which biology reaches its twilight. At this stage of life, I am characterized
by a stumbling gait. A listless sinking into my own home for hours on end, as if it were in
some way, a curative armchair. Thus it is, and so somewhat prosaically, that I make my

debut in old age.
What else will it do with me? Old age brings chaos and confusion into my life, anxiety
that my legs will fail me and will decline to cooperate any further. Taking a look at myself,
I see that the distance that remains to be conquered is becoming ever shorter. The world
is shrinking. It is sometimes the case, that my path is reduced to little more than just
a few steps. A moment ago, I embarked on a journey, but now, unfortunately, I have to
interrupt it.
I turn back. Yes, I retreat with the thought that the excursion in search of the bottle of
wine was in fact, a belated expression of longing. Longing for what? A longing
for a view of southern countries, where vineyards grow.
And now, a prisoner of my own body, remaining at home, I eagerly visualise the ceremony of buying a bottle of Chilean wine. And storing it in the cellar of my imagination.
It’s true that I don’t travel anymore, but I’m not giving in. Quite the contrary – I write.
You may therefore expect a report from me, a hands on account of the fight I have undertaken against old age.
Because old age is an everyday struggle. So far, I’m not afraid of a solitary old age.
Solitude with advancing age is something of an exaggeration. The very essence of old
age is solitude. You cannot be old and not alone. Anyone looking for solitude is most likely to find it in their own seniority. In their own withdrawal, in departure. That’s just it, precisely. First there is becoming and being, and at the end we have a gradual departure
and final parting. Departure. The opposite of becoming. It is the narcotic poetry of twilight,
leaving, fading away, dissolving into nothingness. The wonderful, miraculous space of
non-existence. In nothingness I cannot be found, in any case, no-one intends to seek me
out there. It would be utter nonsense, common, and at once, abject absurdity. I hide, cautiously, in the abyss created by language - meanwhile someone - some joker! - recklessly
imagines, that he can find me without any trouble, and reveal my disguise. Not so, I do
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not create or rather slip into this metaphorical chasm, so that now someone might have
straightforward and direct access to me. I am, with premeditation, lost in language,
I, amusingly sprinkled with the greying effects of time, am happy at the very thought of my
own withdrawal. I hope, that thanks to my seclusion as a writer, there will come a time
when I eventually attain the desired state of solitude.
The easiest thing to say about someone like me, is that my illness is one of excessive
years. And that is an accurate diagnosis, it’s true. But then my intention is not to reduce
those years. My aim is to maintain my fitness, to remain efficient despite my many years.
I can be 140, so long as I can preserve a spring in my step, a radiant smile, a fully aware,

and better still, penetrating mind. In any case, I have the feeling that at this moment in
time I am approaching a certain paradox. At any rate I am close on its trail. It seems to
me that it might be stated as follows: man, for example, someone like myself, feels
youngest in old age, in a state of constant, everlasting departure.
At times, I think that I am expecting too much. Because I am right at the beginning, and
yet I would like to impart my experience of growing older with some kind of sense. Moreover, I don’t at all believe that old age is a tragic event, but I know too, that of its very nature, it is unavoidable. Since old age is unavoidable, why treat it as if it were, at the same
time, a tragic event?
One thing is certain. No-one can give us a conclusive answer about how to live and
how to be creative. Filled with trepidation we dwell in a fluid world. And as a result of the
constantly changing circumstances, the lives of each and every one of us have become a
constant confrontation with unexpected and fickle challenges.
In a word, life requires relentless bravery, but a sensitive person, growing older, feels
this bravery slipping away with every passing day, naturally and at the same time unnaturally, there is less and less of it. Meanwhile, the challenges remain the same: being human, paradoxically, they are challenges that remain imperturbable.
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