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Section 1: Introduction

1.1
Aims and purposes

This report forms part of the project that the Qualifications and Curriculum Authority (QCA) is taking forward on creativity across the curriculum. The purpose of the project as a whole is to identify the key features that help develop pupils’ creativity.

This report is based on a small-scale investigation by Marilyn Fryer and provides an analysis of some of the key programmes designed to develop creativity. It comprises an overview, description and evaluation of the most influential creativity programmes and approaches to developing creativity in pupils, with particular reference to their implications for programmes in England. The report includes an assessment of their impact. 

1.2
Approach taken and areas covered

This report uses the term ‘creative education’ to describe education that promotes creativity in pupils. This report focuses on heuristic approaches to developing creativity. A heuristic approach is one that trains pupils to discover things for themselves.

The report uses data from the United States, where the most influential programmes have originated, from the UK, Singapore, Hong Kong and Japan, and also from other parts of the world as appropriate. While there is brief reference to gifted education (the education of gifted and talented pupils) and the role of the arts, the report does not delve deeply into these areas, but rather examines creative education more globally.

The findings are based not only on literature and online searches but also on primary data from key pioneers, researchers and practitioners, including UK schools. Such a small-scale investigation cannot be exhaustive, but it is based on significant data.

This report does not include all countries involved in creativity research and development. Much of the work going on in Eastern Europe is excluded, as is work in mainland China, India, South America and elsewhere. Only a much larger investigation would give a truly global and multicultural picture.

Section 2: Major programmes

2.1 
Programmes reviewed

The report reviews three major programmes: Synectics, the Osborn-Parnes creative problem solving programme (CPS) and the de Bono programme. The first two are of US origin and have spawned thousands of other programmes. De Bono’s work has had a significant impact and is probably the best known in the UK. 

Each of these programmes focuses on a different aspect of the problem-solving process. Here, the term ‘problem solving’ is used in its psychological sense of ‘resolving anything puzzling or unclear’. This is a key function of all thinking and active learning, equally applicable to creativity in the arts, sciences and humanities. The negative connotations usually associated with the term ‘problem’ are not implied here. All three programmes have specific procedures and terminology. Each focuses on a core aspect of cognition.

A discussion of Torrance’s contribution to creative education follows the review of the programmes. This contribution is much more than a programme. Torrance’s influence has been enormous internationally, but apart from in my own work perhaps less so in the UK.

2.2 
Synectics

According to George Prince, the term ‘synectics’ is derived from the Greek ‘syn’, meaning ‘together’, and ‘ectics’, which means ‘arbitrarily selected’. The key thinkers include WJJ Gordon and George Prince. They parted company early on, and two somewhat different versions of the programme have evolved (see below). Prince established Synectics Inc, and Gordon set up SES Associates.

Vincent Nolan, founder of Synectics UK, together with consultants and educational psychologists, set up the UK Synectics Education Initiative (SEI). 

2.2.1 
Development of Synectics – Prince’s account

In the mid 1950s, Prince managed the creative department of an advertising agency. He became interested in Gordon’s new systematic idea-generation method, and the two joined forces. In 1958, Prince joined the invention design group of a Massachusetts company inventing new products and processes for clients. Videotaping group idea-generation sessions revealed how collaborative working, humour and use of analogy featured more in successful sessions than in unsuccessful ones. In 1960 Prince and Gordon set up the Synectics Company as an invention company, but resentment from ‘creatives’ in client companies led to a shift of focus towards facilitating invention groups and training facilitators for these companies. Over a 20-year period Prince worked with 10,000 people.

2.2.2 Description of Prince’s Synectics programme

The programme enables people to use more of their thinking potential to generate more and better ideas and to work more effectively in a group. The key goals include restoring people’s natural capacity to imagine, think speculatively and make bold connections between ideas – a capacity which, Prince argues, is dulled from an early age by criticism and ridicule. He finds that as children grow older, they learn to play safe instead of coming up with bold ideas. Prince maintains that playing safe to avoid humiliation and anxiety prevents children (and adults) from making creative connections between ideas. He argues that the child or adult who is constantly criticised becomes anxious and develops a low self-regard. In 35 years of videotaping invention sessions, he has found that people who are criticised or put down usually retaliate in some way, and this also has a negative effect on a group’s productivity.

Group composition

An important feature of a synectics group is the diverse backgrounds of the individuals in it. One participant acts as ‘problem owner’, or client, for the session. Each group has a designated facilitator. In school, participants could be pupils specialising in various subjects or those with different interests. The group needs sufficient background information before it can begin working. 

Procedure

1
The client briefly explains the problem and participants try to give him or her as many different perspectives as they can on the problem, phrasing these as ‘goals’ or ‘wishes’ to encourage speculative thinking. Ideas can be impractical at this stage. 

2
The client selects one or two goals or wishes for exploration and the team explores these. 

3
The client selects one goal or wish and the team works out how to make it practical. 

The emphasis is on being constructively helpful. Praise and appreciation are encouraged, and unhelpful contributions ignored. Participants are expected to listen for flaws, overcome flaws and get ideas without flaws. 
When a group gets stuck, or when the facilitator thinks it appropriate, the group goes on an ‘excursion’. This involves thinking of something unrelated to the problem, using techniques such as analogy or imaging. Participants then use this apparently irrelevant material to reconnect with the problem.

2.2.3 A classroom example 

In 1994 Marilyn Yas, a Massachusetts elementary school teacher working in a middle class area, began to implement Prince’s ideas in the classroom. She aims to make school a meaningful experience for every child. A key goal is to enable the children to function as a self-managed group with her support. 

Yas creates opportunities for the children to ‘learn, initiate, create and relate to one another in a respectful way’. The children often take part in synectics think-tanks, which encourage them to identify problems relating to how they operate as a group and how they learn. They decide their daily learning programme from a list of tasks provided by the teacher, they choose their own learning groups and can opt to move groups, and they have devised their own classroom management systems, for example for regulating noise level. These children work cooperatively, are really enthusiastic and have long attention spans. Eighteen children in a class of 20 have taught themselves to read. Children with learning difficulties have been integrated into the group and function effectively without outside help.

2.2.4 
Impact 

Thousands of people have been through Prince’s programmes and synectics is popular with major organisations throughout the world. As far as education is concerned, the impetus to apply synectics in the classroom has come from Prince himself and, in the UK, from Vincent Nolan and the Synectics Education Initiative (SEI). So far the impact in UK schools has been limited.

2.2.5 Evaluation

Much of Prince’s Synectics programme is valuable in the classroom, although some of his explanations of underlying mechanisms can be questioned. What Prince has done is to key into an important heuristic strategy – use of analogy – which has a key role in solving fuzzy problems, but this is not all that is required to develop pupils’ creativity.

Importantly, Prince has also recognised the value of people working together cooperatively and productively. As far as group problem solving goes, this is important. His approach, however, over-emphasises group cohesion. Once group members have learnt mutual respect and cooperation, healthy competition can be fun. Moreover, not all pupils do their best creative work in a group. Highly creative pupils tend to be loners: their learning needs also have to be met. 

A key issue is whether schools should whole-heartedly adopt a programme such as synectics in schools. An alternative would be to incorporate the learning points derived from this programme into classroom teaching and curriculum design.

For various reasons, it is impossible to gauge the extent to which the children’s performance in Marilyn Yas’s classroom was related to introducing synectics. Other factors such as small class size, teacher skill and children’s familiarity with autonomous learning may have had an effect. A larger, carefully constructed investigation is needed before firm conclusions can be drawn.

Prince’s first-hand accounts of Yas’s work are similar to the work of a UK middle school teacher I observed during Project 1000 (an investigation between 1985 and 1989 into the views of UK teachers and further education lecturers on creativity, teaching and learning). This UK teacher’s class of around 30 juniors, including children with learning difficulties, came from a mixed catchment area. These children also operated as a self-managed group. They were highly motivated and attentive. The teacher devised lessons which encouraged the children to solve problems. The mastery of basic skills was built into stimulating and stretching tasks that the children clearly enjoyed. The children with learning difficulties, whose self-confidence was enhanced through drama, made good progress.

2.2.6 The development of Synectics – Gordon’s account

William Gordon began researching creativity in the USA in 1944. He was president of the Invention Research Group in Cambridge, Massachusetts and between 1950 and 1960 led, with Prince, the Invention Group at Arthur D Little Inc. He published Synectics in 1961.

Gordon defines the creative process as ‘the mental activity involved in problem-stating, problem-solving situations where artistic or technical inventions are the result’. For him, this involves the ‘joining together of different and apparently irrelevant elements’ both in terms of subject matter and group composition. Gordon includes problem-stating in his definition to highlight the importance of defining and understanding the problem.

He challenges both the mysterious, genius view of creativity and, at the opposite extreme, undisciplined group think approaches which, he argues, tend to produce safe, obvious and superficial solutions. He believes that groups need to understand the mechanisms involved in thinking in order to reach solutions which exhibit fundamental novelty – that is, that can be generalised to a wide range of uses, as with the invention of plastics.

Gordon’s conclusions, like those of Prince, are based on the careful observation of groups working in organisations doing real-life problem solving, for example in engineering.

His colleague, Tony Poze, has produced some workbooks for teachers and pupils to accompany Gordon’s publications. He also runs educational workshops. As far I know, none have been offered in schools outside the United States.

2.2.7
Description
Gordon’s aim has been to increase the probability of success in problem-stating, problem-solving situations.

Group composition

Like Prince, Gordon prefers mixed groups, integrating different personalities and academic backgrounds. He believes that properly operating groups are quicker and more efficient thinkers than individuals. Since no group can reflect all disciplines, he advocates including a technical expert where appropriate, to provide essential information or to act as devil’s advocate. 

Procedure

a) The group begins by attempting to understand the problem as given – making the strange familiar. This is an essentially analytical phase in which participants get to grips with all the ramifications of the problem.

b) Next they attempt to understand the problem better: by seeing it in a new way. Gordon argues that most problems are not new; the challenge is to see them in a new way. To do so, participants may employ up to four levels of analogy (direct, personal, symbolic and fantasy) to make the familiar strange and obtain fresh insights. This can involve both thinking and feeling. An example of the latter is personal analogy, where participants consider, for example, how it feels to be a particular part of a machine. This has resulted in many insights that have been translated into practical inventions for industry.

As in Prince’s synectics, analogy is the device used to find connections between unconnected phenomena in order to achieve a solution. Gordon encourages participants to express less than rational ideas, since they are more likely to produce ‘evocative metaphor, images with rough surfaces, fissures on which to grip’ en route to rational solutions. Gordon maintains that although the ‘ultimate solutions to problems are rational, the process of finding them is not’. Along the way, Gordon suggests people will go through various psychological states: being intuitive, showing empathy, being involved with the problem then detached, playing with ideas and tolerating apparently irrelevant ones.

c) It is important to operationalise the final solution to see if it actually works. This could be done by constructing a working model, for example.

2.2.8
Impact

After Gordon parted company with Prince, his work did not reach the wide audience he had hoped for. Nevertheless, his work has had a significant impact on the whole synectics programme. It is highly respected by outstanding creativity researchers like Morris Stein, and other key thinkers like Parnes and Torrance. They and their colleagues use synectics from time to time, in combination with their own preferred approaches.

2.2.9 
Evaluation

Gordon’s work represents a genuine attempt to describe the creative process in action. Much of his work is imaginative and potentially valuable. For example, employing more than one level of analogy is a powerful heuristic strategy. Another strength is the way he enables participants to use both what they know and what they feel when thinking by analogy. However, the Freudian language he uses to describe the creative process can make it inaccessible to non-psychologists. It is quite easy to explain his observations in a straightforward way. 

Insightful teachers could adopt Gordon’s analogical approach fairly easily – using drama, for example – and this is potentially valuable.

The idea of using mixed problem-solving groups is a good one. Teachers can easily arrange this in school. Bringing various ‘experts’ into these groups, as Gordon recommends, can make learning come alive for children as well as involving members of the community in school in productive ways, providing they understand their roles.

Overall, useful aspects of synectics could be incorporated into teaching and learning, without having to take the whole programme on board. This is feasible because what both Gordon and Prince have done is to identify key aspects of the creative process and formalise them into training programmes. However, this is not the whole story.

2.3
The Osborn-Parnes creative problem solving programme (CPS)

2.3.1 Development

This programme evolved out of the early work of Alex Osborn, an advertising executive from Buffalo. He was later joined by Sidney Parnes, a lecturer at Buffalo State University College. Together they established the Creative Education Foundation, the largest organisation of its kind in the world. The Creative Education Foundation runs a variety of programmes, including two for young people. 

At Buffalo State College, Parnes established the creative studies faculty where he is emeritus professor of creative studies.

Doris J Shallcross, emeritus professor of education, University of Massachusetts, represents a third key thinker in this tradition. She has devised her own variation of CPS. A former president of the Creative Education Foundation, she has recently established the Shallcross Institute.

2.3.2
Description

The Osborn-Parnes CPS programme comprises an attention-directing device, designed to focus attention systematically on each aspect of a problem in order to reach a workable solution. Getting ideas accepted and implemented is an important part of the process. 

Briefly, the programme comprises up to six stages:

Objective finding

This involves taking a step back from the problem as presented to consider what the main focus of attention should be. The problem that is presented is not always the real problem that needs to be addressed.

Fact finding

This involves identifying relevant data and filling any gaps.

Problem finding

Normally this involves breaking down a complex problem into a series of sub-problems, selecting one for further attention. Sometimes it involves broadening the problem, for example when ‘how to contain an overflowing river’ becomes ‘how to deal with increased rainfall’.

Idea finding

This involves searching for possible solutions, using various idea-generation techniques. 

Solution finding

At this stage, participants select and weight evaluation criteria and then evaluate solutions.

Acceptance finding 

This involves getting the chosen solution accepted and devising a plan for implementation in light of the circumstances.

At every stage, the programme encourages participants to think first widely to generate ideas and then in a very focused way to select the most promising to take forward.

It is possible to incorporate other idea-generation techniques into this programme, including thinking by analogy. Parnes envisages CPS as a flexible programme which can be used to create other programmes, tools or techniques. He stresses the overriding importance of a creative attitude. 

The Center for Creative Studies at Buffalo State hosts a range of educational programmes at degree and postgraduate level, and the Creative Education Foundation also offers courses. Briefly, courses cover principles of CPS, facilitation of group problem solving, foundations of teaching and training creativity and designing and developing creativity education. All these courses are heavily focused on CPS. Some work is carried out in Buffalo schools. 
2.3.3 Impact 

A great many consultancies have sprung up based on this approach. According to Parnes, CPS has spawned thousands upon thousands of programmes all over the world including the Torrance future problem solving programme (see section 2.5). But Torrance’s programme tends to employ a variety of methods, of which CPS is just one. 

CPS has been widely used by small and large organisations including Motorola, AT&T, Rank Xerox and Texaco. It has spawned major programmes in Brazil, South Africa, Mexico and elsewhere. Youth programmes have been held in South Africa and Hong Kong, and delegates from around the world have attended programmes in Buffalo for young people.

Only a few British companies, for example British Gas, have used this programme. It does not appear to have been used in British schools apart from brainstorming sessions.

2.3.4 Evaluation

A number of published accounts claim the efficacy of CPS over other formal programmes. Parnes, however, suggests that CPS is most effective when used in combination with other approaches. 

The programme is formula driven, but there is scope for flexibility. Parnes’ considerable skill in facilitation makes a difference to the quality of outcomes.

As an attention-directing device, CPS is a potentially useful aid to systematic thinking. Various heuristic devices such as breaking down complex problems into various sub-problems are embodied in this program. As with synectics this programme makes explicit particular aspects of human cognition implicated in creative thinking. In itself, this programme does not provide a comprehensive education in creativity. 

2.4
The de Bono programme

2.4.1
Development

In 1969 Edward de Bono founded and directed the Cognitive Research Trust (CoRT) and the Centre for the Study of Thinking in Cambridge, UK. He began developing this programme in his work for British Airways. De Bono has published a significant amount of instructional material for the educational sector. The Holst Group is currently using the de Bono programmes with regard to New Deal. Holst also manage organisational training in the de Bono programme throughout Europe.

The Maltese Department of Education currently employs three teachers solely to develop de Bono’s thinking skills programme in schools. This pilot programme is an action research project on the effect of introducing de Bono’s thinking skills into primary schools. A similar project is being carried out in Melbourne, Australia.

2.4.2
Description

The three main programmes are ‘lateral thinking’, CoRT and ‘six thinking hats’. De Bono has devised his own terminology to describe various aspects of human cognition, in particular those processes implicated in being creative. He focuses mainly on human perception, in particular insight learning (when a learner solves a problem by looking at it from a different perspective but without acquiring any additional knowledge), attention and avoiding the tendency to view situations in the same familiar way. 

His programmes are geared towards helping people direct their attention appropriately and getting a fresh perspective to achieve new insights – mainly for the purpose of idea generation. He sees creativity as one aspect of this process, with lateral thinking having a much wider application.

The exercises involved in the lateral thinking and CoRT programmes are explained in abstract terms. De Bono describes six thinking hats as defined role playing which, among other things, gives participants permission to think and express views they might otherwise feel foolish about. Secondly, the hats serve as attention-directing devices enabling participants to view situations from different perspectives. They also serve as rules to guide this thinking game. 

Each hat is a different colour and represents a particular approach. For example, the white hat is neutral and objective and is concerned with facts and figures; red represents rage, anger and emotions; black refers to gloom and negativity; yellow is positive and conveys optimism; green represents fertile growth, abundance and creativity; blue (which is traditionally associated with creativity) represents control of the thinking process and the other hats!

2.4.3
Impact 

In the UK, de Bono’s work is perhaps the most well known in the area of creativity. Although Maltese schools are currently piloting his approach, the available evidence does not suggest that it is widely used in UK schooling. However, like the other major programmes, de Bono’s work has had a considerable impact on organisational training provision in the UK and overseas. 

2.4.4
Evaluation

De Bono’s use of lateral thinking is similar to what Parnes calls ‘divergent’ and Prince calls ‘speculative’ thinking. The programmes provide a systematic approach to insight learning. Some pupils, particularly those who prefer a theoretical learning style, could find the abstract problems both challenging and fun. Others may not be so keen. A key question is: can pupils apply what they learn from working on abstract problems to real life situations? The evidence suggests that people are not very good at this, so teachers need to keep this in mind.

It seems likely that pupils will enjoy six thinking hats. Some adults enjoy it, others feel silly, especially outside the training situation. Older pupils, especially those studying sociology or psychology, will be very aware that ‘facts’ normally embody attitudes and beliefs, and are far from as neutral as white-hat thinking might suggest. This could trouble very bright pupils. 

De Bono has keyed into normal features of human cognition – mainly aspects of perception – and devised a programme for making this more effective. It is possible for teachers, in for example mathematics and human relations, to devise similar learning activities. There is some evidence that people are better at getting to grips with abstract concepts if they are expressed in thematic language.

2.5
Torrance’s approach to creative education

2.5.1
Development

The key thinker is E Paul Torrance, teacher and psychologist, distinguished professor emeritus, University of Georgia. Torrance’s contribution to creativity research, teaching and development is wide-ranging and immense. It has been fuelled by his love of teaching from the beginning of his teaching career.

Torrance has devoted his life to the research and practice of creative education in schools. He has taken a special interest in disruptive and disaffected pupils, many of whom have turned out to be highly creative and have had impressive careers. During the Second World War he investigated how people coped with extreme, often dangerous, situations, and began to research creativity after this. He has resisted formulaic approaches to developing creativity, focusing instead on just about every aspect of education

He has authored over 50 books and 1,500 papers. He has produced a range of psychological measures of which the best known are the Torrance tests of creative thinking (TTCT). His work includes his famous longitudinal study of children who, 40 years ago, were identified as highly creative, even though many of them did not feel particularly clever in a school environment which did not cater for their needs. Torrance has provided mentor support for such children and has evaluated its effect. Torrance is described in a recent biography as ‘the creativity man’. 

2.5.2
Description

Torrance thinks that the goal of education should be to produce people who can ‘make new scientific discoveries, find more adequate solutions to impelling world problems, who cannot be brainwashed, can adapt to change and maintain their sanity in an age of acceleration’. 

To achieve this, he believes that the focus of education should be not so much on what pupils learn as on what they can do with their learning. He is particularly concerned with addressing all aspects of cognitive development, especially children’s capacity to think, and to be happier – able not only to ‘fulfil their potential, but to go beyond what is normally accepted’. 

According to Torrance, creativity involves forming ideas or hypotheses, testing them and communicating the results, adventurous thinking (a step into the unknown), invention, discovery, curiosity, experimentation and exploration. 

Torrance argues that pupils need to be able to see clear links between school learning and their current and future lives outside school. He sees the school’s role as enabling pupils to enlarge, enrich and make more accurate images of the future. 

He believes that creativity is relevant right across the curriculum. Briefly, the strands he focuses on in addressing creative education include: teacher education and development, the classroom context, teacher–pupil relationships and pupils’ learning needs at various levels. His conclusions are all based on extensive research and continual experience of teaching in the classroom. While he has many suggestions and recommendations, Torrance avoids being prescriptive. He stresses that teachers need to work out for themselves their preferred style and methods of teaching instead of copying other teachers they think are creative.

Early on, Torrance recognised the need to provide mentoring support for highly creative pupils, who tend to be ‘too full of ideas’. He has both set up and evaluated such schemes. He established the ‘future problem solving’ programme, which challenges highly creative pupils while teaching them group problem-solving skills and teamwork. Participants work through a series of challenges following the Osborn-Parnes CPS strategy and a number of other creative thinking methods including scenario building.

Torrance has also contributed to the production of curricular materials, for example with Ginn, contributing to Reading 360 and later programmes.

As well as investigating how the normal school curriculum can be delivered in ways which enhance pupils’ creative performance, Torrance has suggested three workable methods for teaching creatively. These are the incubation model of teaching, sociodrama and quality circles.

The incubation model of teaching

Essentially this consists of three elements:

a) warming up – to get attention, heighten expectations and stimulate curiosity

b) deepening expectations – to enable pupils to get absorbed in their learning, assimilate and integrate new data, get under the surface of issues, evaluate and re-evaluate, seek fresh insights, use all their senses, improvise, search for unanswered questions, devise hypotheses, open up new vistas

c) keeping things going – doing something with what has been learnt, delving into fresh sources of information, doing experiments, painting pictures, seeking personal implications from learning for the present and the future. 
Sociodrama
Torrance sees sociodrama as a useful means of helping pupils explore paradox, especially paradoxical human behaviour. Sociodrama involves role-playing a conflict or paradoxical situation, and characters are often exaggerated to make the conflict more obvious. The method uses a variety of problem-solving techniques to resolve the conflict. One approach is for pupils to write scenarios for other pupils to act out. 
Quality circles

Torrance started using quality circles after a visit to Japan. He used the idea to stimulate creativity in schools after seeing them in action at the Nara National Women’s University Demonstration School. In this context, a quality circle comprises a small group of young people working together to solve a problem which has a direct impact on them. Usually this involves finding ways of overcoming any barriers they face in order to improve the quality of their lives, environment or work. 
2.5.3
Impact

The impact of Torrance’s work has been enormous, particularly in the United States. At one point he had to change his job because he could not cope with the demand. Several Torrance centres have been established around the world – at the University of Georgia, in South Africa and Korea. A Torrance lecture series has been established in his honour at the University of Georgia. The future problem solving programme (which is managed out of Ann Arbor, Michigan) has spread throughout America and beyond and has involved about 200,000 pupils.

The Torrance Center’s Department of Educational Psychology at Aderhold includes courses run by Dr Bonnie Cramond on the assessment of creativity, the theory and practice of creativity, and the development of creativity techniques. At Drexel University, there is now a taught PhD: Creative strategies for educational leaders.

2.5.4
Evaluation

An approach such as Torrance’s, which addresses just about every aspect of creative education, is much stronger than those which focus on just one aspect. The way he has focused on developing creativity via the normal delivery of the school curriculum is particularly attractive. As he remarks, this is not an easy option, as it demands the most skilled teaching.

His emphasis on the role of the teacher is particularly valuable, as is his finding that simply providing the conditions for creativity is not enough; pupils also need direct teaching.

Torrance’s reluctance to be prescriptive is healthy, as is his concern about spurious creativity programmes.

His background in both psychology and education has served him well in devising educational guidelines, learning materials, assessment strategies and strategies for developing creativity. His work is very useful. New teachers in particular should find it valuable. His research has influenced other writers, including myself.
There are not many disadvantages to his approach. His work is comprehensive and on the whole accessible to teachers. However, some of his explanations are couched in psychoanalytic language, which can make them inaccessible. 

The future problem solving programme, which Torrance no longer manages, has much to commend it, but it is not necessary to restrict it to highly creative teams. Mixed ability groups can benefit too. Schools can devise their own programmes using much of Torrance’s work as a guide.

Section 3: Creative education in other countries

3.1
Creative education in Hong Kong

The stated mission of Hong Kong education is ‘to ensure that the educational needs of all students are met so that their potential, no matter where they lie in the ability spectrum, can be maximally developed’. 

In Hong Kong creative education is tied into gifted education. According to KK Yung, chief curriculum development officer for special needs, it is mainstream schools and not special schools that are responsible for ‘stretching and nurturing gifted students with appropriate challenges’. 

An impetus for addressing gifted education in Hong Kong evolved out of a series of recommendations stated in an education commission report (ECR4). As a result of these recommendations, a three-year school-based pilot programme was set up in 1994. The findings of this pilot, coupled with concern about the poor performance of the top 10 per cent of Hong Kong students (in comparison with academically brilliant students in other Asian countries as reported in 1997), has led to the production of a policy paper produced by the education department which acknowledges the value of gifted education and the need for a more systematic approach. 

3.1.1
Policy proposals

The policy proposals for promoting gifted education in Hong Kong are outlined below.

1. 
The three core elements advocated in gifted education: higher order thinking skills, creativity and personal-social competence should be in the curriculum for all students as the basis for nurturing talents and giftedness.

2. 
All subjects should provide enrichment and extension activities to allow differentiated teaching strategies and learning opportunities for high potential students in the regular classroom; all teachers should match the needs of students with the appropriate programme or learning materials.

3.  
Gifted and talented students need programmes outside the regular classroom in which they are exposed to multiple challenges, cross-discipline exploration, in-depth studies and cooperative work. These programmes can be generic or specialised, for example the International Mathematical Olympiad.

4.  
Mainstream schools can accommodate the needs of the majority of gifted and talented students, but should also make provision for students with special educational needs.
5.  
People involved in education have set up a network to organise activities such as competitions, scholarships, mentorship schemes, and summer camps in partnership with tertiary institutions and various business sectors.

6.  
The Fung Hon Chu Gifted Education Centre should be re-established as a multifunctional resource centre for teacher training, sharing of views, research and educational products among professionals and academics, providing consultation to schools, teachers and parents, experimentation and development of curriculum materials and resources, networking community resources and coordinating activities related to gifted education in Hong Kong.

The main focus of the above framework for developing gifted education in Hong Kong includes selecting target students, teacher training, curriculum and special provision development. An implementation plan has been drawn up. 

Schools may plan their school-based gifted development programme according to their current situation in terms of, for example, student characteristics and teachers’ professional knowledge. 

These proposals appear to be very much in line with the results of the 1994–97 school-based pilot project. This project focused only on the needs of academically gifted students, although it was designed to be accessed by all students at level 1A only. Beyond this level, only promising students could access it as a series of separate programmes. At level 3, only the exceptionally gifted (as measured) were able to access special individualised programmes.

Dr Susanna Lai of the special needs section has provided further information to supplement policy paper ECR4. Dr Lai reports that creativity is one of the key elements in both general and gifted education in Hong Kong. Many creative education teacher training programmes have been organised for both primary and secondary teachers (including headteachers). In addition, a teacher training pack (TTP) on creativity has been prepared for schools. 

The TTP contains brief theoretical accounts of creativity, practical guidelines for constructing a creativity curriculum and examples which have been piloted. A web-based version (in Chinese) will be made available later on.

Dr Lai describes how many schools are developing their own curricula and lessons aimed at enhancing students’ creativity. Some schools adopt a project or thematic approach. They also ‘cultivate other important abilities such as thinking skills, interpersonal skills, learning skills…in both their formal and informal curricula’.

In the tertiary sector, there are other creativity projects and programmes for students and teachers. For example, the special needs section collaborated with the faculty of education of the Chinese University of Hong Kong (CUHK) in a project on creating programmes for gifted and talented students. In summer 2000, CUHK published a learning package in creative leadership training. The Hong Kong Institute of Education and the Hong Kong Baptist University are also engaged in creative education projects.

3.1.2
The views of Hong Kong educators and parents 

Between 1992 and 1995 Helen Siu Yin Ku-Yu led a research team commissioned by the Hong Kong (British) government to standardise and develop the Torrance tests of creative thinking for use in Hong Kong with 6- to 15-year-olds. She and her students presented this information at the Asia-Pacific conference on giftedness in Beijing in August 2000.

Ku-Yu reports that Chinese educators and parents believe that curricular designs and teaching and learning strategies such as ‘higher-order thinking, creativity and enrichment programmes’ adopted in gifted education should also be applied in mainstream education. In addition, she explains that in Chinese culture and educational practice, teachers and parents work closely together to educate their children.

She provides an number of examples of how this can occur. The enrichment programmes and projects she cites all relate to the provision of enrichment for gifted and talented pupils in the Hong Kong Special Administrative Region (HKSAR), which she sees as ‘an international window to mainland China’. A key aim of these programmes is to help the younger Chinese generation develop multiple talents and become better creative thinkers and practitioners.

3.1.3
Programme: ‘Nurturing the gifted and talented’

In 1995, Helen Siu Yin Ku-Yu designed a 20-session (60-hour) programme to train the trainers. The programme is designed for teachers, parents, school counsellors, psychologists, social workers and trainers. It focuses on the characteristics, needs and problems of gifted and talented pupils. The students initiated 60 projects as part of this programme. Examples include:

A student music project

This project was entitled ‘Music brings creativity: let’s make it happen’. This was an enrichment project for four 6- to 9-year-olds, led by four parents and an elementary school teacher, all students of the above programme. It aimed to build personal and social development via musical stimulation and creative activities. The parents adopted a home-school approach, creating activities commensurate with the children’s interests and learning pace. The activities included interviews, support from musical mentors and drama appreciation.

The children were very excited and amazed by the workshops their parents conducted. The parents commented that the children learnt music ‘through the real world not just via music theory texts’. The children enjoyed this activity outside normal classroom time constraints and found it musically inspiring. The parental involvement was valuable. 

A project researching and developing board games

This programme was designed and delivered by a part-time mentor in the Fung Hon Chu Gifted Education Centre, the only government-operated resource centre in HKSAR. His extracurricular programme comprises eight 90-minute sessions and has been running since 1996. Essentially it involves 7- to 15-year-old pupils researching chess and other board games and designing new board games and presenting their designs to an audience of friends and relatives. The aim is to develop a ‘repertoire of higher-order thinking skills, library skills, emotional management skills and creativity’. There has been a shortage of board games in HKSAR and in mainland China.

The stated rationale for this project was that, owing to the decrease in family size, children have fewer playmates. Most children have difficulty relating to other children because of the lack of opportunity for interaction. Additionally, playing video games and watching television have an adverse physical effect. Gifted and talented pupils are very energetic and easily bored with monotonous activities at home.

At school, lack of teacher attention increases any behavioural difficulties they exhibit. Unlike computer games, board games allow these pupils to meet and interact with one another and learn special skills, in chess for example, not taught in school. They develop higher-order thinking strategies as a result. They learn how to control their emotions and cope with failure.


Response to the programme  

Positive responses were received from 390 graduates together with much interest from the public.
3.1.4
Evaluation
Training the trainers has a great deal to commend. Including parents in the training allows them to share in their children’s education. These examples demonstrate the way in which just about any curricular or extracurricular activity can help develop creativity. Whether it does or does not make a positive contribution to creative education depends on how activities are run, the understanding adults have of their role in creative education and their capacity to play that role well.

According to Helen Siu Yin Ku-Yu, after sovereignty returned to China in 1997, the government of the Hong Kong Special Administrative Region (HKSAR) has started to carry out a series of revolutionary education reforms in which inspiring creativity in preschool, primary and secondary education is a top priority.

3.2
Creative education in Japan

According to Tatsuno, a Japanese author, the Japanese can reach higher levels of creativity and invention by looking inward – grounding themselves in the bedrock of Japanese tradition – instead of scouring the world for ideas and inspiration. He regards the linear Western processes as being ill-suited to the Japanese, although those educated in the West take on Western characteristics. Tatsuno uses the words ‘pathos’ and ‘logos’ to describe the differences between the way Japanese people and Westerners process information.

According to Tammy Safter, a school psychologist and author, and Torrance, Japanese methods of thinking emphasise early learning, imprinting (imprinting is an early form of learning which occurs during a specific period of infancy and which has not been proven to occur in humans), intuition, imagery and experiential learning. There is considerable emphasis on the effect of early experiences of infant care. According to Japanese tradition, it is through the KJ and NM methods that experiences imprinted early in life are made available. 

3.2.1
The KJ method

The KJ method was developed by Kawakita Jiro, an anthropologist, who used it as a means of organising the vast amounts of data he collected during his explorations. He now has a private research and dissemination centre.

Dr Kenichi Yumino, a director of the Japanese Creativity Society and Shizuoka University professor reports that the KJ method is very popular in Japan, especially in the business world. Similarly, Dr Akira Onda, emeritus president of the Japanese Creativity Society, reports that a survey conducted by the Sanno College creativity development group, indicates that the KJ method is more popular in Japan than the NM method (see below), brainstorming, checklists or synectics. Brainstorming and checklist methods of idea generation had been popular in Japan in the 1960s.

According to Torrance and Safter, the KJ method is a ‘waiting procedure’. Being impatient to get an idea keeps people from reaching ‘satori’ – the real creative mind. According to Professor Onda, the basic idea of KJ is like the Japanese style of teaching. For example, when people study rakugo (the art of comic story-telling) they go to the story-teller’s house as apprentices. At first the story-teller does not teach the apprentices anything. They do various jobs for the master and have to find the important points of rakugo for themselves whilst working. 

Here art is not being taught but ‘stolen’ from the master. The Japanese believe that those who cannot steal the technique of art from their masters will not exceed them. The apprentice therefore has to find the essential points for him or herself. 

Description

The KJ method is a means of integrating data or ideas. It is a connection-making strategy that allows participants  to create new meanings. They write a brief description of ideas or observations on cards. They can only put one piece of information on a card, so some ideas have to be cut up. Onda describes how this can help people change their views about others, since they have to separate positive statements about people from negative ones. It can also help people overcome fixed ideas.

The participants then spread the cards on a table and collate them according to similarity of information. This can serve as a memory aid. They give each group of cards a title and arrange them spatially. Giving groups of cards a title is seen as a way of consciously manipulating the data for future use.

Participants should gather the cards according to emotional feeling about the information or idea. There is no right way to group the data – it is personal and need not be hurried. Onda suggests that if a spatial arrangement can be smoothly explained in words, then it is appropriate; if it is not an appropriate arrangement, it will not be easy to explain in words.

3.2.2
The NM method

Nakayama Masakazu, a creative engineer, proposed the NM method. It is a technique for learning to think in images instead of words. Nakayama believes that language restricts the creation of new ideas. For example, we tend to see a chair as something on which to sit, rather than something to burn as fuel. So language limits us to thinking in a conscious, computational state. On the other hand, he argues that the process of thinking in images is pure intuition, and it is the intelligence obtained by pure intuition that is creativity.


Description
The aim is to break free of fixed ideas – to achieve seemingly impossible connections in data. Participants initially analyse a situation or object using language, but if this is inadequate they use images or analogies. Thinking in images is described as the ‘unconscious scanning of image memory’ or ‘the intentional imitation of dreaming’. 

There are thought to be two kinds of image connection: spatial and time serial. An example of the former would be considering what new vehicle model could be made from a tin, for example. An example of the latter would be planning a sequence of activities within a dance routine or planning a strategy for achieving a specific goal.


Comparing the two methods

According to Torrance and Safter, both the KJ and NM methods strongly emphasise intuition. According to Jack Seward, who has written about Japan and the Japanese, Japanese people cherish sensitivity and intuition over logic and reason. The thinking style of spatial arrangement (KJ method) is taught to children from ages three to nine to encourage and support their capacity to think in images as their language capacity develops. NM further encourages thinking in images through dreaming, which is very active in children. In this way, Japanese people learn to integrate insight and intuition into their thinking. So, it is argued, the Japanese mind is more open and accepting than the North American mind, which is limited by the heavy emphasis placed on language and logic.

3.2.3
Creativity in Japanese schools 

Yumino sums up creative education in Japanese schooling. He points out that in Japan the ministry of education controls school education. This includes the preparation of textbooks and teaching guidelines which schools are required to obey. 

In such circumstances, few Japanese schools have a curriculum for fostering creativity. However, there are some exceptions among the schools attached to the 48 National Universities (in total there are somewhere between 150 and 250 attached schools). For example, two elementary and three junior high schools attached to Shizuoka University, where Yumino is based, have creativity development curricula. And Ogawa Elementary School near Nagoya has an even better creativity curriculum. There may be creativity curricula in the other attached schools as well.

At senior high level, many schools have creativity curricula. For example, more than fifty schools of technology take part in contests relating to things like robotics, solar cars, boat races and computer programming.

As far as teacher training is concerned, several universities – Toyo, Musashi and Shizuoka for example – address creativity in their teacher training curricula to an extent. 

At Shizuoka University, Yumino teaches an undergraduate course, the psychology of fostering creativity, which includes, among other things, a comparative study of Japanese and American goals, brainstorming and the KJ method. He also teaches research and teaching methods in school learning at postgraduate level. Its content is very similar to my creativity, teaching and learning course.

According to recent communications from Professor Yoshio Nozu and Professor Akira Onda, creativity methods are now mixed in an integrated course.
3.2.4
Evaluation

It seems that in Japan two very different approaches to creative education co-exist: one focused on invention and discovery, reflecting a North American approach; the other based on traditional Japanese methods. It would be fascinating to explore these further in a comparative study and to assess the extent to which approaches such as the KJ method can survive Western influences, as Yumino has noticed ‘new type researchers getting ideas from the internet'.

The KJ method seems to comprise a fairly straightforward heuristic strategy: breaking down complex ideas or information and rearranging them to achieve a fresh perspective. That this is done according to feeling rather than sense sounds intriguing. As far as the NM method is concerned, this may well suit those who prefer to think in images. It would be interesting to try this out.

3.3
Creative education in Singapore

According to Quek Chwee Geok, assistant director of gifted education at the ministry of education, all secondary 2 students in Singapore are taught Osborn-Parnes CPS. They are quite familiar with SCAMPER (substitute, combine, adapt, modify, put to other uses, eliminate, rearrange), a mnemonic devised by Osborn to assist idea-generation, and brainwriting. Brainwriting is a technique developed at the Battelle Institute in Frankfurt. It is an idea-generation technique in which members build on one another’s ideas through writing rather than speaking. Brainsketching is a variation of brainwriting. Each group member has to add to the pictorial representation of ideas as they are silently passed around the group. Pupils can quickly and quietly generate a large number of ideas; something which many teachers might welcome from time to time! Quek Chwee Geok is not certain how many schools use these techniques.

Quek Chwee Geok’s gifted education branch organises Singapore’s annual Innovation Programme, which encourages pupils ‘to come up with better ways of doing things’. Pupils who take part in this programme (primary 5 and secondary 2) are taught Osborn-Parnes CPS and inventive thinking. There are also other competitions which encourage creative thinking, for example the TAN Kah Kee Young Inventors Award.

3.3.1
Evaluation

It is very difficult to comment on creative education in Singapore without additional information. However, mainstream education seems to be dominated by the Osborn-Parnes CPS model. This is not too surprising since Singapore is regularly represented at the Creative Education Foundation’s annual creativity congress. 

Section 4: Creative education in England

4.1 
Overview

This report indicates the range of provision rather than presenting an exhaustive account of initiatives. There appear to be few established programmes that formally address the development of pupils’ creativity in mainstream school education in England. Most creative education comes from school-based and teacher initiatives.

While there is a distinct interest in creativity in mainstream school education, this is seen very much – but not exclusively – in terms of the arts. Neither the major US programmes (Synectics and Osborn-Parnes CPS) nor the de Bono programme have had much impact on UK schools. What is interesting is that these programmes have had rather more impact on UK organisations.

Arguably, the ultimate goal is that teachers and school communities regard developing pupils’ creative capacity as a natural, everyday aspect of school life. There are certainly teachers who do, and who work extremely hard to make this a reality for their pupils. This section includes illustrative accounts.

On the whole, it appears that many teachers would welcome increased opportunities to exercise their own creativity in devising innovative lessons and developing pupils’ creative capacity across the curriculum. A number of teachers feel constrained by current demands.

While the capacity to be creative is a desirable goal in all curriculum areas in this country, this goal is most actively pursued in the arts. Despite this, many teachers still feel that the role of arts education is undervalued.

However, a lot of schools work hard to give due attention to arts provision, often in conjunction with artists’ residencies or with an initiative such as CAPE UK (CAPE UK – the Chicago Arts Partnership in Education – is an action research project that aims to help young people develop their creative capabilities and improve their learning, motivation and achievement). Other schools have opted to address the arts outside the normal school day. As one head put it, ‘We have an after-school club for our arts activity, so that we can do it properly.’

A key aspect of successful creative education is that teachers and others responsible for the development of pupils’ creativity have a good understanding of what is involved. At present, however, there appear to be very few formal teacher education creativity programmes. Some teacher education programmes give attention to creativity within modules or projects.

Where creativity is addressed in teacher education programmes, this is normally in the education of art teachers. However, when considering higher education provision as a whole (not just in education faculties) creativity tends to be addressed in engineering and business as well as in the arts.

Outside higher education there are thousands of independent initiatives – some arts-based and some rooted in established programmes.

The following sections contain illustrative examples of teachers developing pupils’ creativity in school, a brief review of the work of CAPE UK and the National Theatre, the emergent Future=Creative programme and examples of validated modules and courses for educators. The length of discussion devoted to each example reflects the amount of information available rather than their relative merits.

4.2
Data from English schools

I visited two schools whose recent Ofsted reports indicated that they were creative in both their management and curriculum. The purpose of the visits was to explore this in a little more depth.

4.2.1
Visit to a primary school

This first account is based on a discussion with the headteacher, other staff and pupils, and the observation of a mathematics lesson for forty 9- to 10-year-olds taught by the headteacher, with support for 12 pupils with special needs.

Background

According to the school’s Ofsted report (September 2000) this is a larger than average primary school located in an ‘area less privileged than many nearby’. The school is described as ‘a very good school with some outstanding features… [and] no significant weaknesses’. It is ‘highly innovative and forward looking’ as well as being a caring school in which everyone is valued and where children enjoy coming to school. 

When these children started school their attainment level varied considerably, but overall it was ‘slightly below average, particularly in language, mathematics and social skills’. However, on inspection, the children’s levels of attainment were found to be to be above or well above average in most areas of the curriculum.

The school is relatively new. Its layout has, on the whole, been very well planned, perhaps because the headteacher was involved in decisions about its design. Classrooms are located on either side of a shared open area which houses facilities for ICT and group work, library and display areas and other resources for flexible working. This arrangement affords maximum flexibility for teaching and learning (including quiet spaces for children to be absorbed in their work), ease of communication and efficient sharing of resources. The shared areas and the classrooms are also used very effectively to display learning materials and the children’s artwork, which is impressive. 

Discussion with the headteacher

This headteacher, a historian by background, now acts as a mathematics consultant to other schools. His system of teaching has evolved out of a desire to understand how pupils learn and to see each learning task from the pupil’s point of view. His intent is to provide pupils with the tools they need to succeed.

He believes it is really important for teachers to understand how pupils learn and think in order to teach them well. He has noticed, however, that much teacher training focuses on curriculum content rather than outcomes in terms of pupils’ competencies.

He believes that it is extremely important for teachers to be fully involved in debates about the curriculum. Initially it was apparent that for him ‘creative education’ related mainly to the arts and ICT. However, further discussion revealed that he fully appreciates its relevance in history and other areas of the curriculum. 

The mathematics lesson observed

His mathematics lesson focused on common fractions and involved worked examples and mental arithmetic. It included a heavy emphasis on finding as many ways as possible to express a particular fraction or to solve a range of related problems. This fairly fast-paced lesson included a combination of teacher direction, whole-class discussion and individual work.

The first 10 minutes of the lesson involved all the children exploring lots of different ways of expressing a particular common fraction. The special needs children then moved out into the shared area to work with their teacher.

The remaining children then tackled a series of exercises which required them to attack similar mental arithmetic problems in a range of ways. Each child was given a ‘number frame’ handout on which to record the essential information contained in the question, their preferred strategy for obtaining a solution, an estimate of the right answer and the unit of measurement in which the answer should be expressed. Only when the children had recorded all this information were they allowed to tackle each problem. 

The third part of the lesson involved the children using calculators to tackle similar problems involving larger numbers.

The children’s capacity for mental arithmetic was impressive, but in this short visit it was not possible to see the extent to which children were able to carry over this learning into other subjects. However, in discussion it emerged that the school had adapted the number frames to create writing frames in English lessons.

Evaluation in terms of creativity

This lesson demonstrated a number of key features associated with the development of pupils’ creativity:

· good relationships with pupils 

· valuing ideas and questions

· variety and humour

· teacher direction and pupil choice.

But these features are common to many lessons. What made this lesson especially valuable was that, in his concern for helping children succeed in mathematics, this teacher had provided pupils with many of the tools and heuristic strategies needed to solve ‘fuzzy’ problems – the kind of problems which require creative solutions. 

For example, he enabled the children to:

· realise there are normally many ways to solve a problem

· break down complex problems into a series of sub-problems

· appreciate patterns and relationships in data 

· appreciate the value of guessing or estimating to provide a yardstick against which to assess worked answers.

4.2.2
Visit to an infant school

I visited this school during the lunch period, so I did not observe any lessons. However, a complete tour of the school and brief discussions with the staff and some parents provided a good first impression. 

Background
According to the school’s Ofsted report (April 2000) this community infant school has 86 pupils and is located in an area of ‘above average social and economic deprivation. Children… enter the reception class at three different times of the year and with a wide variety of preschool experience’.

Despite the difficulties teachers have to face, ‘this is a very effective school where pupils’ achievements are significantly enhanced by very good leadership and management…. Pupils achieve very well in reading, mathematics, information technology, design and technology and music…the quality of teaching is very high and there are very effective strategies for literacy and numeracy’.

The school is in a fairly typical 1960s style building. The classrooms are large, afford flexible working and provide stimulating and interesting areas for teaching and learning. 

There is ample evidence of innovative teaching, especially in ways designed to address identified areas of weakness, such as the standard of writing. For example, one teacher has created a ‘writing cave’ in the corner of the room. Four children at a time may enter this cave to carry out interesting writing tasks for 10-minute periods. To enter the cave children have to devise passwords consisting of two rhyming words.

Another example is of children’s artwork in the style of van Gogh, Klee and Kandinsky. 

A third example is the creation and use of ‘story sacks’. These have been made by parents and are very impressive. Each large and colourful sack contains a number of model figures, stories, non-fiction books and other resources designed to get children excited about in reading and writing. Two of the parents I met had created 28 story sacks for the school.

Discussion with the headteacher

This headteacher made it very clear that she regards creative education as fundamental. In her view, this is why schools exist. For her, creativity is clearly relevant right across the curriculum. She believes that schooling which does not address pupils’ capacity to be creative is doing them a disservice. The focus of attention should be each individual pupil and that pupil’s learning needs rather than school performance targets.

She believes that creative education should be addressed in initial teacher training and in-service education. Parents also need to be more aware of how this translates into the curriculum. She believes that teachers will only take creative education seriously if there is some release from the administrative pressures involved in trying to meet literacy and numeracy targets. Teachers generally need to know more about what they can do to develop pupils’ creativity and they need to be reassured that it is being taken seriously and that addressing it will not disadvantage them. 

This headteacher believes that while literacy and numeracy are very important, excessive emphasis on these alone leads to an imbalance in provision which neglects key aspects of pupil development. She also thinks that pupils’ ‘developmental age’ should be taken into account in any assessment because children develop at different rates. Her school reflects this in its entry policy, but not yet in assessment strategies.

4.2.3
Examples provided by other schools
A number of schools and educational professionals submitted brief accounts to illustrate what they regarded as good practice in creative education. These are included for information and are not meant to comprise a representative sample. 

· One example is of a teacher whose ‘classroom is packed with exciting and stimulating things’. This teacher has now taken over the running of a previously failing school. Another example is of ‘a superb lesson using drama to interpret poetry’.

· A headteacher in Greater London provided an account of themed teaching in her infant school where areas of the curriculum are taught in an integrated manner. One recent theme was ‘royal day’. This approach is reminiscent of the topic work and integrated day approach of an earlier era.

· A Cambridgeshire primary headteacher described how creative teaching and learning has an important place in her school curriculum. She maintains that children need to be able to express themselves through art, music and dance. She regards the creative arts as playing an important role in developing children’s spontaneity and in helping them understand other cultures. In her school, children have the opportunity to develop musical and performance skills through taking part in drama and musical concerts. The children compose their own music and construct props and sets for plays. In art, they develop skills as they experience a range of media. They study the work of famous artists and work alongside local professional artists in various practical projects.

· An enthusiastic teacher at one school runs an after-school art club, which has ‘an immeasurable impact on the whole school’. As well as improving the school environment with exhibitions of pupils’ work, self-esteem and confidence have increased across the whole school community of pupils, staff and parents. 

These are just a few examples which have been submitted by educators to illustrate how schools develop pupils’ creativity. What is interesting is that in most cases they cite the arts. But teachers are also running creative initiatives in other subjects. For example, a North Yorkshire head of chemistry runs a creative chemistry website.

In my experience, teachers and others who undertake creative education courses quickly realise (if they hadn’t already) that, while the arts have a key role to play in creativity, creative education is relevant to every aspect of life and the curriculum.

The above accounts illustrate the importance of listening to and learning from teachers, as well as communicating ideas and practical strategies for developing pupils’ creativity. Their views on the pressures of day-to-day teaching and the implications for creative education need to be taken into account. At the same time, many teachers are very keen to learn more about creative education and believe it should be included in teacher training.

4.3
Teacher training and creative education programmes

4.3.1
CAPE UK


Development

CAPE UK was established in 1997. Its chief executive is Pat Cochrane and the director is Arnold Aprill. In the United States, the incidence and quality of arts provision can vary from school to school. The original CAPE was established in 1992 to capitalise on renewed interest in arts education in Chicago schools and the availability of funding. 

The CAPE UK project was initially established in two major UK cities: Leeds and Manchester. The European Social Fund’s Youthstart programme has provided much of its funding. Its initiatives have mushroomed in many ways.


Description

The US CAPE model comprises a programme which brings together local artists and arts agencies in partnership with teachers to enable arts education to be integrated into the school curriculum. Clusters of schools are encouraged to apply for funding to support artists’ stipends and the work of the school cluster’s coordinator.

CAPE UK is based on a very similar model: a series of partnerships between a high school, feeder schools, practising artists, the community, local businesses and creative organisations. In each partnership, a high school–based coordinator has a pivotal role to play. There is no prototypical partnership. Each cluster has a great deal of freedom to evolve in its own way. 

CAPE UK’s stated aims are to:

· develop the creative potential of young people as a preparation for the challenges of a rapidly changing world and an unknowable future

· improve teaching and learning through the development of creative methodologies

· use creative means to improve the management of teaching and learning.

A great deal of work has been done, including a mixture of in-school and out-of-school activities. ‘Although still heavily focused on the arts area of the curriculum, there are many examples of CAPE projects generating new curriculum delivery models, eg professional artists being involved in Literacy Hour, projects in history, English, science, geography, IT, PSE and PE’ (CAPE UK: a review of progress, 1998–2000). 

CAPE UK is currently seeking to widen its focus to encompass areas of the curriculum other than the arts. It now recognises that creativity is relevant throughout the curriculum and is renaming itself as Creative Partnerships in Education to reflect this.


Impact

This programme has aroused a great deal of interest, publicity and support. There are many reported accounts of the positive effect of CAPE UK’s work on pupils’ self-confidence and self-esteem, as well as on their renewed interest in learning and on teachers’ confidence to ‘venture into higher-risk projects’. This organisation has succeeded in obtaining additional funding. 


Evaluation 

CAPE UK has commissioned various external evaluations of its work (for example by NFER) and has consistently reflected on its progress. Pat Cochrane categorises the schools partnerships into three groups: comprehensive, partial and restricted. 

Comprehensive partnerships are those which have worked well. They are characterised by a genuine relationship among providers who share the view that creativity is relevant across the curriculum. Those involved express a willingness to take risks and to move ahead.

Restricted partnerships are those in which little has changed since the project began, sometimes because of difficulties faced by schools, for example being under threat of closure or because a coordinator has not really understood the CAPE vision. Partial partnerships lie between the two. Steps are being taken to address this. 
CAPE UK is very aware of the need to assess more precisely the effect of its programmes on pupils’ creative capacity. It also recognises that it needs to develop a greater understanding of the nature of creativity, including the mechanisms involved in creative education.

The author’s evaluation

The CAPE UK programme has become a powerful force for raising the profile of the arts in education. Its recognition of the need to clarify its impact on pupils’ creative capacity and its understanding of creativity and creative education is important and commendable. 
In addition, CAPE UK needs to clarify a number of issues. In their literature, for example, ‘creative professional’ seems to refer mainly to those working in the arts. There are, however, many creative professionals in other fields. If creativity is relevant across the curriculum, and there is every reason to suppose that it is, then it follows that other practitioners – scientists, historians, technologists and so on – could just as easily be involved in creative education partnerships with schools.

Moreover, it cannot be assumed that all artists are necessarily creative or that all creative professionals are good at facilitating creativity. Those wishing to adopt this model must be careful not to assume that professional artists are necessarily better facilitators of creativity than teachers. Trust and true partnership, as stressed by CAPE UK, are therefore very important.

Undoubtedly, good practitioners in any field will have a positive effect on pupils’ learning but a crucial question is: what impact will they have on pupils’ creativity?

A particular strength of CAPE UK is the organisation’s willingness to reflect on its progress and to take appropriate action.
4.3.2
The Fryer creative education programmes

Development

These programmes, which have been running over the past 15 years, evolved from my Project 1000 investigation into the views of over 1,000 UK teachers about creativity in education. Since then, more than 2,000 Leeds Metropolitan University students have accessed them.

Teachers and other educators, health and social care professionals (including play workers and youth and community workers), business studies students and company directors have all used the programmes.

Because the work at Leeds was conducted out of the faculty of health and environment, most students accessing the courses were informal educators, although some school teachers took part. At Leeds, the modules were incorporated into various degree and diploma programmes or were run as a professional updating scheme. 

More recently, this training is available from the Creativity Centre, an independent centre set up to provide an impartial and well-balanced resource in creative education. Online learning materials have also been produced.

Description

The programmes aim to enable students to develop a critical understanding of creativity and creative education, and skills in facilitating creativity in formal and informal educational settings. The distinguishing feature of these programmes is their comprehensive approach, embodying all the variables involved in creativity and evaluating many other programmes and approaches.

The original courses at Leeds were designed for students at levels 2 and 3 and postgraduate level. Relevant courses include facilitating creativity in children, developing creativity in young people and adults, creativity as therapy, creativity and management, and creativity, teaching and learning. The courses use a variety of learning methods.

The curricula have been designed to enable students to critically evaluate the body of knowledge about creativity and to apply their learning in their work and in their everyday life. The intention is to provide a comprehensive and impartial picture of developing creativity in both formal and informal education. Students explore thorny issues in an applied and relevant way and then focus on facilitating creativity in school and other settings. Students evaluate the most influential programmes designed for the development of creativity and devise their own strategies for creative teaching and learning.

The courses on offer include: exploring the concept of creativity, evaluating the various psychological explanations of the creative process; the role of cognition, motivation, personality, knowledge and skills; everyday creativity and the production of highly creative work; creativity and learning; factors supporting and inhibiting the development of creativity in children and adults; ways in which creativity can be developed and the implications for education.

At Leeds, assessment varies according to the level of work. Undergraduates normally produce a 2,000-word assignment for a single module. At postgraduate level, it involves a group-based formative assessment at the end of the taught element, followed by a reflective practice assignment in which students demonstrate how their learning has influenced their work, and vice versa. 

Impact

This teaching and research has had an impact in various countries throughout the world. The students have gone on to do very good work themselves with children and adults, often in very difficult circumstances.

Evaluation

The courses have been very popular, with students generally performing extremely well. External examiners’ reports have been good. The creativity, teaching and learning course was observed by an assessor during a recent Quality Assurance Agency (QAA) visit and was very positively evaluated.

It seems crucial that teachers and informal educators have the opportunity to explore creativity in an unbiased and impartial way in order to develop pupils’ creativity, but this is just one of a number of strategies which need to be adopted.

In the UK we are lucky to be able to freely address creativity in higher education and to question, think independently or imagine alternatives. Students living in repressive regimes do not have these advantages. At present, these courses do not adequately reflect the full diversity that a multicultural approach to creativity can bring. This is very much needed. 

4.3.3
The Future=Creative programme

This pilot project is based on previously successful work carried out by Caroline Fryer, who runs the Creativity Centre Educational Trust. She has worked with three different groups: children living in a deprived area of Brighton, high school pupils including teenagers with learning difficulties, and an international youth programme at the Creative Education Foundation’s annual congress in Buffalo, New York.

Description
The Future=Creative programme aims to equip young people with the skills to creatively solve problems in their own communities, actively creating a brighter future for themselves and others. The project is designed to form strong links between the young people, teachers and community leaders involved.

Participants spend about a year in the project developing their creative thinking skills and applying them to real challenges in their school or community. The young people come from a cross-section of the school community, reflecting a wide variety of abilities, interests, attitudes and cultures. They work as a team, with the help of a teacher or youth and community worker and the creativity leader, to formulate and implement plans to solve real problems. They are encouraged to develop excellent communication and negotiation skills in order to convince those in authority that their ideas are worth implementing. 

By focusing on problems which really affect them, participants are motivated and hopefully rewarded by having their best ideas put into practice. The programme is designed to give young people a stronger sense of community and social responsibility and become more open to new people, situations and ideas. 

Following the pilot programme, the intention is to develop a national scheme over several years. 

4.3.4
The Open University’s creativity courses 

Development

According to Anna Craft, there are no courses on creativity in the Open University’s faculty of education and languages. However, they ran a pilot course some years ago which was ‘extremely successful but which involved too much face to face teaching to make it cost effective in a supported open learning environment’.

However, there is an MBA stage 2 elective, creativity, innovation and change (designed to replace an earlier version), developed and chaired by Jane Henry. This elective is also available for students on the MA in education, the MA in open and distance education, and undergraduate degree programmes.

Description

This elective is primarily for ‘managers who wish to develop and promote imaginative, flexible and practical thought and action’. It enables students to:

· understand the impact of perception and style on thought and action

· understand the principles underlying creative thinking and problem solving

· help develop a more creative climate in their organisation

· use a range of processes and systems to develop ideas and manage innovation

· understand organisational structuring and renewal strategies. 

The course includes a half-week residential. Assessment involves three tutor-marked assignments and an examination.

Impact and evaluation 
It is not possible to evaluate this course without further information. However, it is advertised as having ‘a slightly maverick quality’. It is geared to managerial aspects of education rather than the development of pupils’ creativity. 

4.3.5
Goldsmiths College: an integrated approach

One example of an integrated approach to creative education in teacher training is the BA in secondary education with design and technology run by Goldsmiths College, University of London. This addresses both students’ creativity in their own design programmes and creative education in professional practice. No information is available on which to base an evaluation. 
4.3.6
Durham University’s creativity unit

Development

Professor D Hargreaves convened this unit for a taught doctoral programme at Durham University, in response to the needs of a changing society and in keeping with recognition by the secretary of state for education and employment of the importance of creative education. 

Description

The stated aims are to:

· define what is meant by the concepts of giftedness, intelligence and creativity and to consider the main psychological theories which have been advanced to explain creative thinking

· examine creativity at the individual level: can it be assessed, and how might it relate to intelligence, personality and educational attainment?

· investigate the role of creativity in everyday life, the classroom, in the arts and in science.

The unit’s content includes defining creativity, theories of creativity, measuring creativity, the creative personality, creativity in the classroom, and real-life creativity.

Impact and evaluation 
This unit ran in the year 2000. No other data is yet available, but its inclusion in the university’s PhD provision seems important.

4.3.7
A National Theatre initiative

Development
The National Theatre is currently in the second year of a three-year project with primary schools in a small geographical area of the East End of London. During the first year of the project, members of the theatre worked with year 3 children and their teachers. 

In the second year, they are working with the same cohort of children, but with their year 4 teachers. In the third year of the project, the members of the theatre will work with the same children and their year 5 teacher. This means that each year new teachers are introduced to the project’s work and can cascade their learning to new cohorts of children.

The project team chose to start with year 3 children, because it was at key stage 2 that any weaknesses tended to become apparent.

Classes devote approximately one and a half hours a week to the project and teachers have three INSET days.

Although all primary schools in the designated area were invited to take part, for various reasons not all became involved. At present, 12 classes (360 children) are taking part in the project.

Description
The project uses theatre education to improve the children’s oral skills, literacy and creative writing skills. The theatre members use various strategies including games and other activities. The children also visit the theatre.

The project uses three categories:

· physical activities – dance and physical movement

· vocal activities – voice training and singing

· performance projects – for example devising a performance.

Last year, the performance focused on movement and voice. This year, it focuses on writing and dialogue. The children are putting together a performance based on their writing, including poetry, with every child contributing something. Schools are invited to one anothers’ performances.

Impact and evaluation
The impact of this project is currently being assessed by Professor Peter Tymms, Durham University. However, Tamsin Larby of the National Theatre has provided an interim evaluation.

· Reports from teachers have been very positive – on the whole children have made measurable improvements. Children’s oral and imaginative skills have improved and they are better at telling stories. Their spatial awareness has also improved. Children who could not do so before are now able to make eye contact with others. They have acquired the confidence to stand up in front the rest of the class. There is, however, still a need to improve children’s verbal expression. 

· Improvements have been sustained, even over a three-month summer period, when the children were not involved in the project.

This project sounds well planned and well organised and appears to be producing very good results.

Section 5: Conclusions

The findings from this small-scale study suggest that:

1. There are, broadly speaking, three very different approaches to developing creativity. In the United States, where the most influential core programmes have been developed, the emphasis is on active idea generation mainly for the purposes of invention, innovation and discovery. In Japan, the focus is contemplative and concerned with keying into one’s intuition, while in England creativity is seen very much in terms of the arts. Each perspective is valuable, but it seems important that any educational provision for developing creativity should reflect them all and cater for a range of different cultural needs.

2. Any programme which addresses creative education needs to cover every aspect of being creative, including motivational and emotional factors, the development of knowledge and skills, the capacity to imagine (especially via the arts) and the capacity to solve fuzzy problems using heuristics and insight learning (in mathematics and other areas such as drama). 

3. The Synectics, Osborn Parnes and de Bono programmes each focus on an aspect of human cognition implicated in creativity, but none of them offers a totally comprehensive basis for creative education. It would seem sensible to incorporate teaching points derived from these and other programmes into the delivery of the school curriculum.

4. Torrance’s approach is very comprehensive. It addresses creative education through a number of complementary strategies and includes cross-cultural studies. This seems to offer a good model for creative education in England, if a version is developed which reflects this country’s needs, especially in terms of multicultural provision.

5. It is vital that teachers have a good understanding of creativity and creative education. Many teachers are already doing impressive work that could be capitalised on, in collaboration with other providers, to put creative education firmly on the teacher training agenda. Some training could be provided online.

6. The extent to which traditional ways of measuring giftedness miss highly creative pupils needs further investigation, along with a consideration of the extent to which the widely used terminology ‘gifted and talented’ sounds elitist and transmits inaccurate and inappropriate messages.

7. A great deal of creative education focuses primarily on idea generation, which may be appropriate for pupils who find this difficult. However, one of the features of highly creative pupils is their capacity to generate ideas – often more than they can handle. This raises questions about the way in which creativity should be developed in school.
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