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“Creativity Takes Courage”

Henri Matisse*

*The quote "Creativity takes courage" is commonly attributed to Henri Matisse, though its exact source is uncertain.
It is a widely celebrated statement emphasising the bravery required for creative expression. While its specific origin
is not documented, the sentiment aligns with Matisse's views on art and creativity.






Abstract

This master's thesis is the result of research into the interaction between the digital and
analogue development of a painting. The aim was to investigate whether experimental
behaviour on a digital tablet could promote the development of creativity, potentially
resulting in more interesting and daring paintings. By working alternately with digital
and analogue images, a method has emerged that can increase creativity by experiment-
ing with a painting on a digital tablet. It reflects, from an a/r/tographic perspective the
process of daring to change the development of a painting. Digitally experimenting and
visualising new ideas significantly reduces the risk of “ruining” the analogue painting and
can contribute to the development of creativity. The text covers, in order of size and
importance, the parts of the research into my own painting practice, the experimental
attitude of my art students in the Norwegian Kulturskole where | work, and a minor
theoretical study related to experimentation and creativity development. In addition, |
looked at what art education-related framework plans and the associated visual models

say about promoting creativity and | identified potential gaps in these.

Samandrag

Denne masteroppgava er resultatet av forskinga pa samspelet mellom digital og analog
utvikling av maleri. Malet var & undersgke om eksperimentell atferd pa eit nettbrett kan
fremje utviklinga av kreativitet som potensielt kan resultere i meir interessante og va-
gale maleri. Ved a arbeide vekselvis med digitale og analoge bildar har det oppstatt ein
metode som kan auke kreativiteten ved a eksperimentere med eit maleri pa eit nett-
brett. Teksta reflekterer, fra eit a/r/tografisk perspektiv, prosessen med a vage a endre
utviklinga av eit maleri. Digital eksperimentering og visualisering av nye idear reduserer
risikoen for @ "@deleggje" det analoge maleriet betydeleg og kan bidra til utvikling av
kreativitet. Teksta dekkjer, i rekkefglgje etter storleik og viktigheit, delane av forskinga

rundt min eigen malerpraksis, den eksperimentelle haldninga til mine elevar i den



Norske Kulturskole der eg jobbar, og ein mindre teoretisk studie knytt til eksperimen-
tering og kreativitetsutvikling. | tillegg sag eg pa kva kunstutdanningsrelaterte ramme-

planar og tilhgrande visuelle modellar seier om a fremje kreativitet og identifiserte po-

tentially gap i desse.
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1 Introduction

The world is changing, technology is evolving rapidly, and digitalisation has become an
essential part of our lives. New technological developments not only require an expand-
ing need for digital skills and solutions, but also an increase in creativity to adapt to new

situations, to unknown future jobs and a changing climate.

In the past two decades the volume of published books and scientific articles related to
creativity in education has increased and today it is a very current and relevant topic.

The more | read and hear about the importance and necessity of creativity in the future
of the world, with the difficulties this will entail, the less creativity and willingness to
experiment | observe around me in the art class where | teach. Students often choose
the safe path and then wonder whether what they are doing is right. Figuratively speak-
ing they do their best to stay 'inside of the box'. As art teachers, we would like them to

leave the box behind and experiment with new processes.

In response to today’s new challenges, Norwegian schools and the Norwegian Kultur-
skoler are increasingly implementing different training courses in the areas of both dig-
italisation and creativity in their curricula. As a part-time visual arts teacher at a Norwe-
gian Kulturskole, | will explore the potential a drawing software on a tablet can have as
a tool, to develop a more experimental method of working with the development of a
painting. Such an approach could allow enhanced creativity by always having the option
to “undo” unsatisfactory results by using the digital eraser. Using that “undo” function
can make it easier and safer to experiment with different solutions. Solutions that ini-
tially do not seem to be the best can still contribute to a large variation in possible new
outcomes. | would like my students to dare to take creative risks, not to choose the most

obvious solution, but to push boundaries without the fear and risk of “failing”.

In the main part of this project, | would like to explore whether the collaboration be-
tween digital and analogue creation affects my paintings and if so, in what way. | would
like to challenge my students in the same way as | challenge myself. The difference is

that | use multiple digital tools and not just the drawing program on the tablet and | also
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paint with oil instead of acrylic paint. | wonder what could happen to my paintings when
experimenting digitally with different colours, compositions, and subjects. Would seeing
all the solutions simultaneously be a benefit? Could that help me find the development
and progression | wish in my paintings? Could | use my experiences in my art teaching
in the Kulturskole where | work? How do the ideas formulated in the educational frame-
works stimulate this experimental attitude, and how should teachers translate these
thoughts into their teaching practices? The questions | have formulated will form the
common thread within this project together with a small investigation into the educa-
tional framework of the Kulturskole to see what is and is not included when it comes to

stimulating creativity.

12



2 Problem Area and Research Question

For a large part of my life | have painted, starting in a Waldorf primary school (Rudolf
Steiner school), and continuing through art school in the Netherlands and other art ed-
ucation, in Norway. | have painted mostly abstract, based on (details of) shapes and col-
ours from nature, but also portraits, often with the theme of opportunity, injustice, and
inequality. | have tried various types of paint and ended up with oil paint. This gives me
the chance to work slowly with colour transitions and details without drying out before

| am finished.

But some years ago, | felt that my development was stagnating, reducing my joy and
motivation to continue with painting. | felt uncertain about what to paint, and what
choices to make, and | was afraid to fail in my painting projects. It felt like | had lost The
Courage to Create, as Rollo May (1976) mentioned in the title of his eponymous book.
Although dated, the book conveys an interesting view of creativity, and the courage nec-
essary for creating from an existentialistic point of view. May mentions that courage is
among other things about decision-making and commitment to this decision is not the
opposite of or absence of fear, but the capacity to continue despite fear.

To cope with this lack of motivation and courage to paint while | was working on some
commissioned portraits, | used my phone and the app Sketchbook from Autodesk to
experiment digitally with editing my paintings. | took photographs of my work during
the painting process and explored various possible changes by editing and/or adding art
and design elements such as composition, colour, balance, and repetition to enhance
the expression of the painting. | found this has helped me take new steps in my devel-
opment. | have discovered different, and for me, unexpected ways of painting, which
produced more interesting results. | dared to experiment in various directions, import-
ing new images and combining them with the existing composition on the canvas. |
played with the possibilities in the drawing application. | surprised myself with the re-
sults and that again gave me new motivation to continue painting. But what actually
happened when | used digital painting to experiment with further steps in an analogue
painting? What can one learn from such a process? It made me wonder whether this

kind of digital experimentation could improve experimental thinking and creative work
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habits for my art students. | wonder if implementing digital drawing and painting as a
design tool could help my students dare to be more experimental in their analogue
paintings and thus facilitate faster and easier development. Although creativity is men-
tioned in many educational frameworks, is seen as important in innovation processes
and receives a lot of attention in the media and academia, the result is not necessarily
an increase in measured creativity. Some research shows a decreasing result on creativ-
ity scales, indicating a decline in measured creativity (Kim, 2011). Remarkably, greater
dedication to achieving a desired skill leads to the opposite. That is an interesting con-

tradiction to investigate more closely.

| am also interested to what extent the educational frameworks for (visual art) educa-
tion at compulsory schools and Kulturskole in Norway focus on experimentation. To
what extent does the curriculum framework LK20 (Utdanningsdirektoratet, 2017), and
the educational framework for the Kulturskole (E. Birkeland, 2012) encourage experi-
mentation as part of developing creativity? What can be learned from other subject ed-
ucation wheels, or other focus areas to develop creativity? In many curricula and edu-
cational arenas in the world creativity is a particularly desirable result (Lutnaes, 2018).
The question is: does the theoretical curriculum work in practice when it comes to stim-

ulating creativity and developing the qualities necessary for creativity to emerge?

The main area in this project is painting, where the digital tools have the function of
making it easier to visualise the effects of more daring and unusual choices, without
them being irreversible. The idea is that the "undo" function in the drawing program will
make it safer to experiment, making it possible to achieve more creative, unexpected
and innovative results. Will this work in the same way for me as for the students at the
Kulturskole? By doing a similar project with my students in the Kulturskole, | hope to get
more understanding and insight into the difficulties they encounter in an experimental
process with painting and tablet drawing. In this project, | hope to find some factors that
can influence such processes, so that | can benefit from them in my development and

better help students in their experimental processes.
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Digitalisation has become common in Norwegian schools, although later in the Kultur-
skole where | work. A Kulturskole is a voluntary school, where children usually aged from
6 to 18 can receive lessons in theatre, music, dance, visual arts and more in their spare
time, normally after school hours. Every Norwegian municipality is required to have a
Kulturskole, but the variety of subjects offered differs per municipality and the subjects
offered are not tied to concrete goals but are based on guidelines from the Kulturskole
Framework. The Kulturskole where | work is a relatively large school with approximately
500 places. The school is attended by approximately 30% of all primary school students
in the municipality out of a total of 1353 (Befolkning Ulstein, 2022). They attend at least
one of the subjects of music, dance, visual arts, theatre or music production. It is one of
the highest percentages of students in this type of school in Norway. | have been work-
ing at this school as a visual arts teacher since 2015 and initially started with 15 students,
all of primary school age, divided into 2 groups. In the 2023-2024 school year, there are
83 visual arts students, divided into 10 groups. In 3 of these 10 groups, the students
come from secondary education. The voluntary character of this school implies that
there is no compulsory curriculum. Students can opt out of difficult things and thus re-
peat what they already know instead of trying new things that may contribute to their
development in the subject and personality. That makes it difficult to teach less popular
or difficult techniques and some students may choose the easiest way without having

to learn to fail and try again. In the worst case, this can lead to a loss of motivation.

A need for my visual art students to be able to draw digitally has paved the way for the
purchase of tablets on the Kulturskole where | work. Tablet drawing and painting are
popular, and many children and young people want to try their hand at it, often inspired
by Japanese animations. This means that |, as an art teacher, must be able to teach the
use of digital tools, even though it was not part of the curriculum at the university only
8 years ago. At that time, | taught myself how to use a 3D printer for my bachelor’s
thesis. In my master's | will learn to use the drawing program Procreate to explore if the
use of a tablet, in combination with traditional painting, will increase experimentation,
both in my own and in my students’ paintings. | want to investigate whether the use of
digital drawing software can be an extension and added value to the field of art educa-

tion. The experiences gained from this education are necessary as a starting point to
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advocate for their potential application in art education. Some may say that the use of
digital drawing programs is at the expense of developing craftsmanship and the associ-
ated knowledge. Or is it possible to use a tablet as we use other tools, such as a brush,
a stapler or a hammer, to create art? Are there any advantages to using a tablet in the
development or design of a painting and what could they be? Digital work can save time,
but do we want that in a society where everything goes so fast that not everyone can
participate? | like the alternation between the fast-working methods on the tablet, and
the slow process of painting with oil paint, where one must wait for the paint to dry.
Digital tools may lift painting to something new in the future, just like the start of pho-
tography gave a new direction to visual arts. Digital applications can contribute to a new
kind of visual art made with or without the use of good craft skills. | prefer the first op-
tion with good craft skills. | also hope that the use of digital applications will increase the
originality and uniqueness of a painting and will thus gain more prestige when added to
the fact that it is now so easy to print artificially generated images. | hope that human
craft skills and the creative human process will be more valued in the future when the
digital alternative is produced in multiples and costs nothing more. The danger for the
creative process is of course that the craft skills and the unique character of a painting
will be lost if, in the near future, a robot will be used to create a painting with oil paint
based on a certain Al-generated text. In a throwaway age using a tablet to try out and
sketch can save a lot of paper. From the student's perspective, a tablet in itself is invit-
ing, and they see it as an advantage that they do not get dirty and that they do not have

to clean and wash as they should after a painting session.

In my eyes, the handicraft part of art should not be replaced by digital tools. Handicraft
skills are an important element in art education in general. The expression “having
something at your fingertips”, refers to the physical nature of learning. Fine motor skills
are trained, but also material knowledge is built up, for example by noticing the differ-
ence in materials to draw with. These differences disappear when using a digital drawing
program, which removes the connection between the visual expression of a certain line
and the material that produces that line. After all, everything is drawn with a digital pen.
It is the teacher's task to ensure that digital tools are useful in supporting craft tech-

niques and that the interaction of the two can have added value. Art teachers cannot
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close their eyes to the new digital developments and changes in society and must inte-
grate them into art education in a responsible way. That is why | will focus on the use of
digital tools like we use other tools in the art classes. | will use both the words digital
tools and aids because both can contribute to the experimentation process. Digital tools
can enrich the art classroom but should not replace the craft techniques for digital tech-

niques.

Digital tools are becoming increasingly important, not only in art education but also in
the visual arts. Projections of images on canvas to "trace" the lines are no longer referred
to as cheating but are accepted as part of the process. David Hockney (2003) has shown
in his book, The Secret Knowledge: The Rediscovery of the old masters' Techniques, that
aids have already been used in the Middle Ages to achieve more realistic results in visual
art. Artists followed with new solutions such as concave mirrors and later lenses to
transfer an image onto a canvas. In this way, they were able to achieve realistic perspec-
tive and light fall. Today, the digital processing of images before the painting process
starts is fairly common and different artists adapt it in their own way. To name just a
few contemporary visual artists, David Hockney has used a tablet as a "painting tool" to
express his vision of nature, Karen Vermeer mixes two people digitally to create images
of people who do not exist. While Simon Wagsholm works digitally with colours and uses
a projector to try out where to place an element on the canvas during the process, he
paints it without tracing the image. In my images, | have previously used digital tools
halfway through the process to decide on the use of colours, and possibly to mix the
image with another image when | was not satisfied with what | had. | then discovered
that | made more exciting choices when | worked digitally in the process and new ex-
pressions arose in my painting style. Is it the case that one dares to experiment more

when there is an "undo" key available?
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Research Question

Based on the preceding, | formulate the following research question:

How can the explorative use of drawing software on a tablet contribute to the

development of a painting?

To fully understand this research question, a clarification of terms is needed to explain
what | mean by the concepts mentioned in it. By explorative use, | mean a playful and
free way to discover what can be achieved by experimentation to develop a painting on
a tablet. Drawing software on a tablet in this project is Procreate on an iPad, but it could
just as easily be another program or tablet without changing the outcome of the project.
| see the development of a painting as continuing in the creative process despite en-
countering obstacles that hinder progress. These obstacles may include fear of experi-
menting and making mistakes and “ruining” the painting, being trapped in a rigid paint-
ing style, struggling to envision new enhancements, or feeling demotivated by perceived

flaws in the artwork.

Additionally, as a sub-project within the main project, | will research how different mod-
els with keywords from visual arts education curricula represent experimentation and

other related qualities for the development of creativity.

| will divide the project into two different cases and explore this from two different per-
spectives i.e. that of the teacher/artist and that of the student. Case 1 concerns my own
process and covers most of this project. Case 2 is about the work of the students. | would
like to discover what the implications may be for the working process, for the thoughts
behind it and the expressions in the painting. | also would like to see if digital experi-
mentation encourages new and different thinking and risk-taking when developing a

painting.

To structure and frame my art process, | used “difference” as a continuous theme in my
paintings, although they have various subjects. Difference refers to what happens be-

tween digital and analogue, between fast and slow, between high and low, rich and
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poor, prosperous and underprivileged, Norwegian and Dutch. Without deepening more
why | used this as a theme because it is not that relevant in the context of this project,

it might be good to mention what gave me the thematical structure in my work.

Structure of the Thesis

This text is divided into 7 chapters in which | successively discuss the next topics. Fol-
lowing on from the introduction in Chapter 1 Chapter 2 will focus on the delineation of
the problem area with the research question. In Chapter 3 the text continues with the
theoretical backgrounds of relevant topics for the project. Chapter 3 contains digitality
in visual arts and various aspects of creativity that can influence experimentation. It con-
cludes with information about the Norwegian cultural school, the curriculum of the cul-
tural school with the subject wheel, other subject wheels in visual arts education and
the measurement of creativity.

Chapter 4 focuses on the research design and includes the chosen methodology, the two
research cases (Case 1 on my own artwork, and Case 2 on the student assignment) and
their methods and ends with some ethical considerations regarding the chosen meth-
odology.

Chapter 5 deals with the analysis of the research and in Chapter 6 | will discuss the dis-
coveries from the metaphorical dialogue between the digital and the analogue. Finally,

in Chapter 7, | will draw conclusions based on the progress and results of this project.
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3 Theoretical Frameworks

This chapter covers the topics of digitalisation and various aspects of creativity related
to relevant topics in this research project. It continues with information about the Nor-
wegian Kulturskole and its curricula for art education, teaching creativity and measuring

it.

3.1 Digitalisation in Visual Arts

When speaking about art nowadays, it can be both digital and analogue art. But what
does it mean and how is it visible? The word analogue comes from the Greek word ‘anal-
ogon’ which means proportionate. Later the word was used in English with the meaning
word corresponding with another (Harper, 2023a). The word digital comes from the
Latin word ‘digitalis’ which means pertaining to numbers below ten. The numerical sense

is because numerals under 10 were counted on fingers (2023b).

The use of terms “analogue” and “digital” is derived from computer development and
technically refers to the difference in the way data is transmitted. On the website

Study.com, the next explanation can be found:

The main difference between digital and analog is how the data is transmitted.
Analog signals are transmitted physical waves and have gradual increases and
decreases. Digital signals are transmitted in the form of 1s and Os, and it is en-

tirely on or off there is no in-between” (Taktak, 2023, p. first alinea).

Further, it says that “An analog is a measurement or representation of something that
can fluctuate (...) Digital is an on or off type of signal with no in-between”.

As a painter, | see analogue and digital as the opposite of each other, and as the differ-
ence between the physical and the virtual and the slow and fast work of creating visual
art. It will be interesting to see what may happen in the interaction between something

that is binary and absolute and something that is analog and fluctuates.
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Digital Tools in Visual Arts

Although many new digital tools have already entered the art studio, such as photo ed-
iting programs, digital projection, Google Steet View and Maps, 3D-scanning, -modelling
and -printing, laser cutting, virtual reality, NFT, and lately also artificial intelligence, | will
focus most on drawing on the tablet and its interaction with traditional painting, be-
cause this is the main part of this project. However, | would like to briefly highlight Al
and the possibilities it creates for visual art and visual art education. Digital tools are
mostly used as a way to work faster and more efficiently. Considered as a form of visual
communication, visual art and digital visual art are quite the same (Wilks et al., 2012).
They both express something visually. The development of digital tools is happening
rapidly, creating both new possibilities and discussions about their use. Some research-
ers are negative about this development, arguing that the mechanical and digital pro-
cesses create a distance between the artist and the artwork. Others see how digital tools
can strengthen and expand traditional art, and speed up processes (Aboalgasm & Ward,

2015).

The Tablet as a Tool in Visual Arts

Tablet drawing and painting as fine arts are no longer as current as it was ten years ago.
The first drawings David Hockney made on the tablet date from more than ten years
ago. But it might play a role in the design process in fine arts. It paved the way for new
genres, such as combining analogue drawing or painting with digital art. New digital
printing methods such as giclée print provide such good quality that it has entered the
art world with numbered editions, albeit with an ongoing debate about its artistic value,
especially about the craft part of it. Drawing and painting on the tablet as a tool/ to make

animations is still current and popular among today's youth.

In the art-based research project Not Quite Knowing (Sgyland & Juell, 2014), the tablet
is used to develop paintings. The main goal of the project in which Sgyland and Juell
collaborate is to investigate whether using a tablet with a drawing program makes it
easier to initiate a painting process and secondarily to what extent this can be useful in

art education. They point to positive characteristics of the tablet, such as the flexibility
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of alternating between digital and analogue working. One can work faster, try out more
exciting and innovative solutions and can thus help in developing a new painting style.
But they also note that there is a difference between the digital and manual production

processes, although both processes easily merge into each other.

Sara Sintonen from Helsinki University points to a new-materialist vision of digital and
analogue painting in the article: From an Experimental Paper to a Playful Screen: How
the Essence of Materiality Modulates the Process of Creation (2020).

She focuses on the materiality of both from a new-materialist view. She points to the

flexibility and the dynamic of working on a screen:

| can often revert, rearrange, change, add and modify the layers of my work in
many ways. With analogue work, the layering is more distinct, and, in principle
it is irreversible once the work has been done in an incremental order. Addition-
ally, the scalability of a digital screen creates a totally different dynamic view-

point for a creator (...) (Sintonen, 2020, p. 1328).

In analogue painting, one can be limited by material properties, such as the drying time.
The action of applying paint to your brush and deciding how much is needed before it
gets to the canvas is a necessity in this process, as is its irreversibility. The unique char-
acter of a painting points to its materiality. Although a digital painting is virtual, it also
can be seen as a 'thing' because you can save or share it Sintonen points out (2020). She
also mentions the importance of playing without expectations while painting digitally.
Every experiment is reversible if it does not meet the creator's expectations, and thus
leads to less frustration. It offers impulses one otherwise might have missed. The ana-
logue way invites a more sensory and embodied approach, while the digital way leads
to an experimental and playful approach, she notes. But combining both, interaction
with each other, or intra-action between the creator and the material, is an intertwined

process, which cannot be so easily separated.
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Al Image Generators

With a playful experimentation perspective, exploring artificial intelligence image gen-
eration like DALL-E (DALL-E 2023) and Midjourney (Midjourney, 2023) It's a lot like play-
ing. The creative part here is to make the text instructions as precise as necessary for
the expected image to appear. On DALL-E ‘s website, it is explained as follows: “DALL-E
was trained by learning the relationship between images and the text used to describe
them. It uses a process called diffusion, which starts with a pattern of random dots and
gradually alters that pattern towards a final output.” In more general terms you could
describe it like this: it is image generation based on text prompts that with the help of
algorithms that are trained with images from the internet, for example from Instagram
or Facebook, generates new images. This is problematic from several points of view.
Initially, Al is based on 'old images' and only makes new, coincidental combinations of
them and the question that arises is what amount is innovative. In 2022, an Al-generated
artwork by Jason Allen won an award for the best computer-generated art piece without
mentioning that Al was used to create the image (Foley, 2022). That complicates the
ongoing debate about what makes art art, and when or how it can be copyrighted. The
disagreement is about what is important in art, the craft part, or the visual result, based
on a text prompt. This year it was decided that the artwork by Jason Allen cannot be
copyrighted because of the Al use. But more importantly: what about the copyrights of
all images used for the Al training? Is it legal to use them without permission? That is a
current question that judges and legislatures must consider and answer. A third and
growing problem is the storage of all Al-generated images. Each new prompt produces
four new images. All images are stored and storing them requires a lot of energy. Is that
still acceptable nowadays given climate change and environmental problems? Should
we use scarce energy to store the results of "something fun to try"? Image generating
like Dall-E and MidJourney is about giving away the alternatives to the algorithm. This
can lead to innovative laziness because we no longer have to be creative. But on the
other hand, we have to be more creative with texts that need to be entered. It can be
good training to see whether descriptions are precise enough and contain what they are
supposed to visualize. A new problem may be that we need to learn how to choose the
best of the four options that Al offers. Are we able to make the right choices? And on

what basis?
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2D Digital Tools in Art Classrooms

In the last decades, several master's, and PhD theses and scientific articles have been
written on the use of digital tools in art education, with a different perspective on the
theme (Aboalgasm & Ward, 2015; Patton & Buffington, 2016; Stana, 2022; Wilks et al.,
2012). These studies show that not all art teachers welcome the introduction of digital
technology into the art classroom. Some experience it as a loss of working in and with
materials and the associated skills. Others point to the opportunities to develop creative

skills and convey the artistic message without relying on craft skills.

The different views on the subject are splitting the professional environment of art ed-
ucators in Norway and probably in other countries as well. “The discussion is polarised,
but we need both digital and analogue art education”, concludes Ingeborg Stana (2022),
professor at OsloMet. She points out the different advantages of analogue art educa-
tion. In the first place, meeting real materials, training in hand-eye coordination and the
tactile experience. Second, the changes in the creative work leave marks which lead to
experience-based learning about the consequences of handling the material. And third,
the analogue tools contain several media, which have differences in expression, texture,
and size. Concerning drawing Stana (2022) mentions that it depends on the task whether
it is appropriate to use analogue or digital methods. In figure drawing where a large size
of paper is more useful to work with, one should choose analogue drawing. In design
processes, it saves time to use digital tools because it is easy to change a design and
make different versions of it if the user masters the digital tool well. In addition, it is easy
to share the results with others all over the world, but the success of the advantages

depends on the digital knowledge and educational skills of teachers.

Sgyland and Juell (2014) do not mention the importance of the teacher's skills in digital
drawing but focus on a possible increase in the students' experimental potential through
the use of tablets in art education. The fact that children enjoy working on a tablet, is
also positive in the context of education (Aboalgasm & Ward, 2015). The use of the dif-
ferent tools in art education should be complementary rather than a separation be-

tween analogue or digital ways of working (Souleles, 2016). From a new-materialist
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point of view, the analogue canvas is not the opposite of a digital screen, but just a dif-
ferent material, offering different possibilities, also in art education (Sintonen, 2020).
They represent different things, that can strengthen and complement each other and

can therefore not replace each other in intra-action with students.

The meaningful use of digital tools in the art classroom is also a problem. For example,
setting up a 3D printer without the associated training for the teacher and appropriate
learning objectives seems like a waste of money. Also, the importance of the difference
between using technology for training how to use technology, or for educational objec-
tives when the use of the technology is integrated as a tool (Wilks et al., 2012).

A condition for meaningful use is that the teacher controls the digital tool in such a way
that it can be taught and used as a learning tool for the students. But often what the
school offers to the student in all digital devices lags behind what the students use at
home. This is not necessarily a result of too few updated teachers but of the lack of
resources to keep the ICT park up to date. Developments are happening so quickly that
it is almost impossible for schools and teachers to keep up. In addition, there often is a
lack of professional technical support. Art teachers who try to integrate digital tools into
their art teaching give up when the internet does not work properly or there are tech-

nical problems with the devices (Wilks et al., 2012).

A major advantage can be that students without manual skills can still express their ar-
tistic message. The work is performed by a digital device while the student can fully
focus on the creative part. That would even make students less anxious, allow them to
experiment more and correct mistakes more easily. On the other hand, many art teach-
ers argue for the usefulness of mistakes, the function of fear in the art process and the

dirty hands of working and experimenting with materials (Wilks et al., 2012).

Christie et al. (2020) conclude from their research project Drawing from the observation
in an analogue or digital environment that the different media did not affect the accu-
racy of the drawing, but that it changed the way the eraser was used. They found a big
difference in the way it was used and the extent to which it was used. In analogue draw-

ing, the eraser was most commonly used to soften lines and add highlights, while in
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digital drawing it was used to undo mistakes or to remove previous sketch lines when

the drawing was finished.

The idea that digital technology tools could lead to more experimentation, as some re-
searchers conclude seems logical, Gardner and Davis (Brunck, 2014) point to a decline
in the propensity to take risks among today's youth. Despite, or because of digital appli-
cations that are intended to make things easier, act as shortcuts to a goal and as a buffer

against risks in general for today's youth.

While the discussion about the use of digital tools in arts and crafts education is going
on, Al will create an even bigger discussion. Ingeborg Stana (2023) comments on the use
of Al image generation in her small research project in the Norwegian education maga-
zine Bedre Skole. Some of her art teacher students in third grade of higher education
experimented on the use of Al in painting class, as a tool to produce and change typical
styles of a painting. As a result, the students were more efficient in the production of
the idea phase and worked more independently. The focus shifted to text and coming
up with synonyms. Frustration arose because the system could not be controlled
properly due to errors in the algorithm regarding the understanding of technical terms
in art. Although there are some advantages, Stana is sceptical and gives 3 arguments
for this. Firstly, the personal element that comes with painting was not highlighted, sec-
ondly, it was at the expense of the thoroughness of the process and thirdly, Al can create
an unfair overconfidence and make us dependent on technology. Al can help creative

intelligence, but not replace it, Stana believes.

3.2 The Development of Creativity

Because the research question is mainly related to creativity and the development of
creativity through experimentation in the making of visual art, the concept of creativity

plays a major role in this project and therefore receives a lot of attention in this text.
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21st-Century Skills

Creativity is a particularly relevant term which is often seen in relation to so-called 21st-
century skills. The so-called 21° Century Skills were first mentioned as such at the begin-
ning of the 215 century. They are skills that are seen as necessary to adapt to the rapidly
changing world (Batelle for kids, 2023), and are a part of a learning framework from the
USA, The Framework for 21°t Century Learning. The most important skills for education
are the Learning and Innovation Skills, the so-called 4Cs, Critical Thinking, Communica-
tion, Collaboration, and Creativity. These skills that “prepare for increasingly complex
life and work environments in today’s world”, are also mentioned in the Framework for
21°% Century Learning P21 (Batelle for kids, 2023). This is another learning framework
from the USA that is developed with input from teachers, education experts, and busi-
ness leaders “to define and illustrate the skills and knowledge students need to succeed
in work and life, as well as the support systems necessary for 21st-century learning out-
comes” it states in the first paragraph of their webpage P21 resources (Batelle for kids,
2023). Norway has adopted some of those ideas in the governmental document about

education for the future (Ludvigsen, 2014).

To Develop Creativity

In recent years, creativity has received a lot of attention as a research area (Beghetto,
2006, 2009; R. A. Beghetto, 2021a, 2021b; Beghetto & Karwowski, 2018; R. A. Beghetto,
Karwowski, M., & Reiter-Palmon, R, 2021; Beghetto & Kaufman, 2014; Cropley, 2006;
Davies et al., 2013; Olafsson, 2020; Sawyer, 2020; Sawyer, 2006). However, less atten-
tion is paid to how one can become more creative and how this affects the willingness
to take risks and the ability to experiment. Equally little attention is paid to which con-
crete actions need to be taken, even outside the visual arts environment, and what role
the student plays in this. However, the research shows that the education system plays

arole in the development of creativity.

A prerequisite for a creative process is that the goal must be open and that it is heuristic,

i.e. investigative. At the start, you do not know where you will end up. In the art classes
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at the Kulturskole, | often see that students, at the start of an assignment, are very de-
termined about what they are going to create, without being open to other possibilities
or willing to experiment. That can be a challenge. In this project, both | and my students
must be open about what the final product will be and dare to go in all directions. That
is how creativity can develop. The extent to which the results of the process are creative
depends on the opinions of people with knowledge within the relevant domain (Ama-
bile, 2012). Whether the results can be called creative or have benefited from the ex-
perimental use of a drawing program on a tablet can be difficult to assess. | can give my
opinion on the student's experimentation process, but | am less able to assess the crea-

tivity or willingness to experiment in my process.

The fact that education at the Kulturskole is voluntary could be a good starting point for
students to dare to experiment more because there is no binding assessment of the
result. It might be easier for the students to try out new things, without fearing to make
mistakes and fully focus on the process. However, | did not experience this as the case
in my classes. Rather the opposite. The students were still afraid of making mistakes and
for example, did not dare to experiment freely or test the limits of the assignment. The
efforts may be lower, resulting in less experimentation, precisely because there is no
assessment. How can | as an art teacher stimulate experimentation with the risk of "fail-

ing"? How can one increase the willingness to take risks and the ability to experiment?

Creativity, what is it?

According to the Encyclopaedia Brittanica, the term creativity means: “the ability to
make or otherwise bring into existence something new, whether a new solution to a
problem, a new method or device, or a new artistic object or form” (Kerr, 2023). Crea-
tivity is a broad term that is used more and more often, preferably in connection with
21%-century skills and in combination with innovation and has become a highly desirable
outcome of (art)education. Many books have been written on this subject in recent
years, covering the subject and its complexity from different perspectives. Although

there are different theories about creativity and creativity development all of them
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agree on the cross-contextual nature of it. Some of them focus on the growth of crea-
tivity (Beghetto & Kaufman, 2014), while others focus on creative production (Amabile,

2012) or the process of innovation and environmental influences (Rhodes, 1961).

In 1961, Rhodes published the article Analysis of Creativity (Rhodes), where he argues
for the 4P Theory. This theory has long been the most valid among the various creativity

theories. He argues that original ideas are the by-products of three things:

1) a human mind (person) grasping the elements of a subject, 2) prolonged
thinking about the parts and their relationship to each other and to the whole
(process), and 3) sustained effort in working over synthesis so that it can be

embodied or articulated competently (product), (Rhodes, 1961, p. 305).

The resulting product is influenced by the relationship between the creative person and
the area, reactions to needs, feelings, perception and imagination, and has been given

the word Pressure, which is the 4™ P in the 4P Theory.

Depending on the context, the term creativity is assigned different meanings. Teresa
Amabile (2012) gives the following definition of the term: “The production of a novel
and appropriate response, product or solution to an open-ended goal”. In this definition,
she emphasizes the innovative, the appropriate and the unknown outcome.

In her Componential Theory of Creativity, she distinguishes between four components
as prerequisites for creative production. Three of them are personal characteristics
(knowledge of the field, cognitive and personal characteristics, and inner motivation)
and the fourth is the social component, related to collaboration and the environment.
Although Amabile's theory of creativity can be applied to all forms of creative activity,
the main focus is on innovative processes in organisations, and not normally on creativ-
ity in the field of art or art education (Amabile, 2012). Whereas in organisations the re-
sult of creativity is the goal, art has the creativity process as the goal. But in both, will-
ingness to take risks is important. The extent to which a person is creative depends on

the interaction between the four different creative components at a certain time (Ama-
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bile, 2012). Amabile's Componential Theory is normally focused on innovation and re-
sults in organisations, while other theories are more applicable in teaching situations.
Beghetto and Kaufman (2014) focus on creativity in the classroom and the development
of creativity from the starter level to the professional level, where the social area is one
of the most important factors in inhibiting or promoting creativity. Their theory of crea-

tivity is known as the Four C Model of Creativity (Beghetto & Kaufman, 2014).

The view and study of creativity have changed throughout history in response to new
knowledge and new perspectives. Lately, the socio-cultural view has been the most
common, especially in the field of education. But the question is whether that position
is still tenable within today's new world views. Henriksen et al., (2022) argue for Rethink-
ing the Politics of Creativity, seen in the light of posthumanism, to a new understanding
of Creativity beyond the Western Anthropocene, to which they refer in the article of the
same name. The debate about this is ongoing in academia, discussing non-Western
knowledge, (new)materialisms, human-machine assemblages and non-dualistic embod-

iments to arrive at a new vision of creativity (Henriksen et al., 2022).

Creativity in Frameworks

In this chapter the focus is on the socio-cultural perspective, keeping in mind that there
are also other perspectives to illuminate creativity. Creativity arises within frameworks,
both physical, psychological, and social frameworks. These frameworks set boundaries
that can be both hindering and supportive in developing creativity. As an art teacher,
one must therefore be aware of how these frameworks operate, and how they can be

adjusted when they become obstructive.

Learn to be Creative

For many years, creativity has been seen as an individual trait or talent useful for self-
expression and self-actualization, and it was therefore neither desirable nor fair to stim-
ulate such traits in the classroom. However, concerning the idea that creativity depends
on a socio-cultural context, such views have changed. If something can be seen as crea-
tive, an audience is needed that can judge this, i.e. a socio-cultural norm (Cropley, 2006).

31



The roots of the social-cultural theory go back to the work of the psychologist Lev Vygot-
sky in the 1970° and have since developed in slightly different directions. The starting
point of this theory is that the cultural surrounding of a child defines how the child learns
about the world (Skaalvik & Skaalvik, 2013). Vygotsky is also known for the Zone of Prox-
imal Development, which refers to what a child can do with the help or instructions of
an adult, which he could not have done without. With this help, the student can reach
further by stretching into the zone of proximal development. That requires active com-
mitment from the child by engaging and contributing to the education by dialogue.
Every child has their own personal zone, and education needs to be customised to each
zone (Skaalvik & Skaalvik, 2013). That is in the context of the Kulturskole very realistic

because the art groups in this school are approximately 6-9 students.

The social-cultural environment is crucial for providing opportunities and constraints to
develop creativity (Doyle, 2018). Although they call it different, several creativity re-
searchers agree on the important role of various types of environments in the expres-
sion and development of creativity, besides individual personal characteristics. In addi-
tion to the influence of the physical environment, the psychosocial and educational en-
vironment also influences creativity (Beghetto & Kaufman, 2014). In a classroom where
students do not feel safe or comfortable and are afraid of the criticism of peer students
or teacher, it will be hard to enhance students' creativity. Rhodes (1961) refers to this
situation as Press as the social environment, and Amabile (2012) calls it the Social Com-

ponent in her Componential Theory of Creativity.

As stated before, creativity is linked to the socio-cultural environment in which it occurs,
i.e. the context. That means that both what is creative and how creative it is, is judged
by and in the context. What is creative is related to the degree of how unexpected, in-
novative, and surprising the answer to a problem is, as a deviation (change) from some-
thing that already exists (norm). But when the deviation is too great, it is judged as ec-
centric, wrong, or even criminal. In a school situation, it is the teacher who must facili-
tate tolerance and flexibility and cultivate an understanding of how great the change
from the socio-culturally accepted can be, so that the students can find out when their

"deviation" is acceptable when they answer a task, without being labelled as crazy
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(Cropley, 2006, p. 126). In addition to learning how big the creative change can be, the
students must understand when it is appropriate to be creative, and in what way. Crop-
ley distinguishes between social radical and social orthodox creativity, where the radical
crosses the boundaries of what is liked and accepted, and the orthodox stays within the

social norms.

The best environment for developing creativity has as a decisive factor that the charac-
teristics of the area and the individual are adapted to each other. This is difficult to
achieve in a group context where everyone is different. The way teachers view creative
and eccentric pupils is also different and affects the environment in which pupils de-

velop their creativity (Cropley, 2006).

Several researchers have pointed to the benefits of developing creativity in groups. Col-
lective brainstorming can provide more solutions than when one must come up with
solutions alone. In classroom situations, however, group activities can also inhibit crea-
tivity. Cropley points to many reasons for this, including that students are afraid of neg-
ative reactions to their ideas, that students reduce their efforts and leave everything to
the group, that one student blocks other students and that one does not want to deviate
from the ideas that already exist in the group (Cropley, 2006). In a group context, com-
paring individual creative work and the pressure from feedback or assessment from the
teacher can inhibit development. It can undermine the experimentation necessary for
creative expression. When students learn that they will not be able to achieve a certain
level, they may stop trying, show unwanted behaviour and avoid asking for help

(Beghetto & Kaufman, 2014).

Teachers and Creativity

The understanding of the term 'creativity' in educational practice is not the same for all
teachers. What is considered creative for them is different from what they consider cre-
ative in their students. That is the result of a limited study in one Norwegian county,

which can indicate how it might be perceived in the whole of Norway. Those teachers
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understand their students’ creativity as getting an idea, being spontaneous without in-
hibitions and having imagination, regardless of the context in which it occurs. One's own
creativity, on the other hand, is perceived as breaking habits, usefulness, passion for the
subject and professional knowledge (Olafsson, 2020). Part of the confusion surrounding
the concept of creativity becomes clear in what Beghetto & Kaufman (2014) call the
difference between everyday creativity and expert-level creativity in their Four C Model
of Creativity, and the different demands placed on the creativity levels. They distinguish
between individual (mini- and little-c) and socio-cultural (Pro- and BIG-C) levels of crea-
tivity (Olafsson, 2020). The first two levels mainly deal with the subjective part. Mini-c is
mostly about learning, and little-c is about everyday creativity where you use your own
experience to solve simple tasks. Here the innovative part means that it is new for the
individual. The other two levels deal with objective creativity, where recognition from
the field and assessment of the innovative and purposeful are fundamental. Pro-C is
about expert creativity and BIG-C is about genius creativity, the highest one can achieve.
The first two levels of creativity are relevant in school or training contexts, while the
other two are relevant in the art and professional fields. Although mini- and little-c are
about the development of individual creativity, they are influenced by the socio-cultural
environment in the class. The social component in Amabile's component theory (Ama-

bile, 2012) refers to this.

Beghetto and Kaufman (2014) show that the learning environment is one of the most
important factors for the development of creativity, both positive and negative and that
it can be perceived differently for each student. The teacher's feedback to the student
is decisive in the development process. This feedback should be different from student
to student and adapted to the personal characteristics and creative potential of each
student. In addition, they point out that developing creativity generally takes time, and
thus requires perseverance and patience from the pupils. Art and craft teachers who
took part in a research project also experienced this (Olafsson, 2020). Influencing exter-
nal motivation may be appropriate to help the students to continue and be steadfast in
a difficult process, but will not particularly contribute to creativity itself, which is most

affected by internal motivation (Beghetto & Kaufman, 2014, p. 62).
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Cropley (2006) also refers to some social guidelines for creativity-facilitating instruction.
He distinguishes between the way the teacher sees themself in the group, the area (so-
cio-cultural), instructional principle and evaluation/feedback. The (class) management
is decisive for creating an environment that promotes creativity. In an age where chil-
dren and young people are exposed to the strong forces of conformity from (social) me-
dia, parents and classmates, a leader who can create a safe environment for pupils to
dare to stand out and dare to fail is necessary to develop creativity. Cropley (2006) fur-
ther points out that one can distinguish between creativity as an aspect of spiritual aes-
thetic life, part of mental health, and creativity in the form of human capital in society,
as an important part of innovation in the business world. It is the last one that is most

relevant concerning 21st-century skills (Lemke, 2002).

Creativity in a Teaching System

In an interview, Dr. Zhao (Richardson et al., 2017) points to the teaching system as an
important factor in the development of creativity. He believes that many teaching situ-
ations reward conformity and adaptation to what is recognized as the majority view and
thus inhibit creativity. He distinguishes between three important facets of creativity, the
first of which is cognitive ability. The other is a willingness to take chances, tolerate un-
certainty and dare to be vulnerable, which he calls an attitude, and not a personal trait.
The third facet is the social value of creativity. Creativity is as said a relevant topic in
school contexts today. But education plans should include more of what this entails or

how one can become (more) creative.

Teaching and Measuring Creativity

Although there is some consensus about the importance of creativity in this day and
age, there is less clarity about how to understand and achieve this, and also how to
measure any improvement in creativity (Stana, 2017). Even subject plans in art educa-
tion say little about what this entails or how one can become (more) creative. Nor do
they say how to measure it. Yet there are different methods to measure creativity. All
have a different starting point and can therefore be seen as complementary to each
other. The difference could be the focus on the product, the people or collaboration.
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The five-dimensional model from The Centre for Real-World Learnings by Bill Lucas is a
model created for tracking and developing creativity in schools by using assessment ru-
brics. Two clear benefits of assessing progress in the development of creativity by using
this model are: “1) teachers are able to be more precise and confident in developing
young people’s creativity, and 2) learners are better able to understand what it is to be
creative (and to use this understanding to record evidence of their progress)” (Lucas et
al., 2013, p. 4). The assessment tool is mainly intended to strengthen teachers' confi-

dence in teaching and assessing creativity, and to help students better understand form-

ative feedback to improve their creativity.
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Figure 1, The Centre for Real-World Learnings Five-dimensional model of creativity
(Lucas et al., 2014).
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Figure 2, Key to the 5-dimensional model
(Lucas et al., 2014).

Lutnaes (2018) has investigated the assessment repertoire of Norwegian art and craft
teachers by using the model with the 5 assessment rubrics. What is striking is that sev-
eral sections remain almost empty or completely empty. Intuition, Wondering and Ques-
tioning, Challenging Assumptions and Tolerating Uncertainty are not registered. It indi-
cates that art teachers do not see all the concepts of creativity, or at least are not as-

sessing them.

IA11yy0gy 1102

Figure 3, Creative habits traced in assessment rubrics from 27 schools across the coun-

ties of Norway (Lutnaes, 2018).
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The model clearly shows that craft and the technical part of art are central among the
participating schools. Understandably, it is easier to judge a craft's work on technical
skills than to measure how one tolerates uncertainty or uses one's intuition.

The key finding of Lutnaes’ study is that the sub-habits not recorded in this research are
important for cultivating responsible creativity. What impact will this have on Norwe-

gian children in terms of developing all components of creativity?

Another way to measure creativity mentioned by Stana (2017) in her article about meas-
uring creativity is the Taxonomy of Creative Design by Peter Nilsson (Nilsson, 2011). In
his paper The Challenge of Innovation (Nilsson, 2011), he argues that the core of creative
work should be the skills one needs to learn or the knowledge one will gain. By setting
helpful boundaries or restrictions in the creative process, one can promote innovation.
The student will know where to focus. It can also help to see the level of creativity and

know what the next step will be as shown in the taxonomy.

Taxanomy of Creative Design
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Figure 4, Taxonomy of Creative Design (Nilsson, 2011).

Although Stana demonstrates that there are different methods to measure different

types of creativity, focusing on different issues, | will highlight this taxonomy because of
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the different levels of creativity that become visible in the product. It assesses the crea-
tive content to different concrete levels of imitation, variation, combination, transfor-
mation and new creation, with on the different axes, novelty in form and novelty in con-
tent. The taxonomy makes it easier to recognize progress from one level to another. But
Stana points to two disadvantages: it does not measure the students' commitment, chal-
lenges and experiences of the creating process. And secondly, it does not measure the
product's value, pertinence or efficiency. That makes the taxonomy more of a planning
tool for different types of creative assignments than a measuring tool, Stana (2017) ar-

gues.

PRODUCT: Criteria for creative outcomes
ORIGINAL | FIT-FOR-PURPOSE
PERSON: Perspectives on who does the original thinking
CHILD ENGAGED BY CHILD'S CREATIVE CHILD’S CREATIVE
EDUCATOR'S CREATIVITY DOING THINKING
PLACE: Elements of an enabling environment
SOCIO-EMOTIONAL
CLIMATE
Stress and pressure free

RESOURCES COMMUNICATION

Intentional provocations Intentional learning

conversatons

environment

Stimulating materials

Hearing and valuing
children’s ideas

Non-prescriptive

Adequate materials for everyone

Open mquiry questioning

Non-judgemental

Time for creative exploration

Facilitating dialogic

Allowed to make mistakes

CONversatons

PROCESS: Characteristics of children’s creative thinking

AGENCY ‘B.I-'H\(,. . CONNECTING DARING EXPERIMENTING
CURIOUS
Displaying self- Questioning | Making Willing to be Trying out new ideas
determination CONNECHOns different

Finding relevance
and personal
meaning

Wondernng

Seeing patterns in
ideas

Persisting when
things get
difficult

Playing with
possibilities

Having a purpose

Imagining

Reflecting on what
1s and what could
be

Learning from
fatlure
lrecilience)
(resilience)

Investigating

Acting with
autonomy

Exploring

Sharing with others

Tolerating
uncertainty

Tinkering and
adapting ideas

Demonstrating
personal choice
and freedom

Discovering

Combining ideas to
form something
new

Challenging
ASSUMPHONS

Using maternials
differently

Choosing to adjust
and be agile

Engaping in
“what 1f”
thinking

Seeing different
points of view

Putting ideas
mto action

Solving problems

Figure 5, The ‘A’ to ‘E’ of Creativity: A Framework for Young Children’s Creativity

(Murcia et al., 2020).
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The A to E of Creativity Framework “will support educators to make creativity more ex-
plicit in their practice and to enhance the identification and development of creativity
in learning contexts” (Fielding & Murcia, 2022, p. 1400). It is based on the 4P Creativity
Analysis of Rhodes (1961) in which product, person, process and press from the outset.
The word “press” is replaced by “place” to make it more suitable for teaching situations.
The purpose of the framework is to synthesize the factors that enable and characterize
young children's development of creativity within the classroom context. The character-
istics mentioned in the Process, in D(aring) and E(xperimenting), emerge from the per-
sonal qualities of taking risks, learning from mistakes and trying out new things. These

are very relevant characteristics and personal qualities for my project.

Domain-specific Knowledge and Creativity

Amabile (2012) points to knowledge, technical skills, expertise and intelligence when
arguing about domain-specific knowledge. Expertise on how to assess the quality of pos-
sible creative responses is also included here. In a possible connection between digital
technology and developing creativity, the skills in using digital tools can be seen as do-
main-specific knowledge. The problem with digital skills is the fact that they are devel-
oping so quickly that it is almost impossible to keep up. The rapid improvements in pro-
gramming require continuous updating of skills and knowledge. However, knowledge
about analogue artmaking and painting skills is also relevant domain-specific knowledge
in this case. Rhodes (1961) places domain-specific knowledge in the 'P' of the creative
person as one of the four P’s in his creativity theory. He refers to intellect, personality,

temperament, habits, attitude, and more.

Some publications have been written about the relationship between developing crea-
tivity and digital technology. They suggest that digital technologies can support the de-
velopment of creativity, but the innovation of digital applications is progressing faster
than scientific research into the relationship of this technology with creativity develop-
ment can keep up (Fielding & Murcia, 2022). More and more research is being con-
ducted into the connection between creativity and digital technology in children in pre-

school age, but less into the effects of this in primary and secondary education (Fielding
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& Murcia, 2022). Unfortunately, | have been unable to find similar research in voluntary

art education.

Creative Risk

Although curricula in primary and secondary schools in Norway, and perhaps in other
countries in Western societies, encourage experimentation and exploration to increase
creative thinking, they do not necessarily support creative development. Because of the
way our education system works, based on tests and comparisons of results, students
are learning that there is only one right answer to a question as it might be in mathe-
matics and other school subjects. It would be hard to argue that 1+1 could be 3 instead
of 2. In other words, pupils are trained to focus on one right answer, the answer that
leads to good results in the test. Because of that, they probably do not learn that there
might be more options or different solutions to problems in general, and they will not
search for other answers. They have learned to play it safe and avoid risks that could
lead to different or wrong answers to any question. They are taught to think the conver-
gent way. As a result, they are not trained to think creatively, and the way education is
designed can even hinder the development of creativity (Aboalgasm & Ward, 2015). Be-
cause this convergent thinking often starts before art education is taught more seriously
by relevant educated teachers in higher grades, it will be difficult to change. This is a
very general way to recognize what is happening in (western) education nowadays, but
in reality, it is not that black and white. Fortunately, many exceptions show that a dif-

ferent approach to education is possible.

Because creativity is about doing something where you don't know the outcome, that
means it's about taking a risk. It also means that being creative can have significant gains
and there can be significant losses as well. In essence, you cannot be creative while re-
maining completely safe (Climer, 2015). Risk can be seen as a possible danger in the way
of a real risk. Perceived risk, on the other hand, is about risk where the negative result
is not about death or injury, but for example about the possibility of failure in a drawing

or painting. Intellectual risk-taking (IRT), a form of perceived risk-taking, is defined as
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“engaging in adaptive learning behaviours that place the learner at risk of making mis-
takes or appearing less competent than others” (Beghetto, 2009).

In the Oxford Learners dictionary (2023) the verb “to risk” is explained as, among other
things: "to put something valuable or important in a dangerous situation, where it could
be lost or damaged", in other words, to do something even if there is a chance of a bad
result. Intellectual risk-taking involves engaging in certain learning behaviours regard-

less of potential errors or judgment (Beghetto, 2009; Soutter & Clark, 2021).

Rollo May’s book The Courage to Create (1976) although dated, conveys an interesting
view on the courage necessary for creating from an existentialistic point of view. May
mentions that courage is among others about decision making and the commitment to
that decision. Courage is not the opposite or absence of fear, but the capacity to con-
tinue despite fear, he deepens, referring to thoughts of amongst others Nietzsche and
Camus. It is also about knowing what is reasonable in the amount of courage someone
shows as a good balance between too little courage which can result in cowardice, and
too much courage which can result in exposing themselves to irresponsible risks. May
also points to doubt and the commitment to doubt in the creative process. It is not about
the absence of doubt, but despite doubt one has the courage to create.

In the Componential Theory of Creativity (Amabile, 2012), in the component of cognitive
and personal characteristics, lies the ability to work with creative processes. There, Am-
abile mentions the ability to dare to take risks, as part of the creative skills. It is this skill
that | would call the willingness to take risks. It relates to the uncertain outcome of the

creative act, and the possibility of making mistakes.

As mentioned before, subject plans in schools say little about what creativity entails or
how one can become (more) creative. In the overall section, values and principles for
basic education, it is stated that the school should allow the pupils to develop creative
joy, commitment and the urge to explore, and let them gain experience in seeing possi-
bilities and turning ideas into action (Utdanningsdirektoratet, 2017). Furthermore, it

says in the document:
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Children and young people are curious and want to discover and create. The
teaching and training must give the pupils rich opportunities to become engaged
and develop the urge to explore. The ability to ask questions, explore and exper-
iment is important for in-depth learning. The school must respect and nurture
different ways of exploring and creating. The pupils must learn and develop
through sensory perceptions and thinking, aesthetic forms of expressions and

practical activities (Utdanningsdirektoratet, 2017).

Although it is mentioned that exploration and the ability to experiment are important
for deep learning, it is not explicitly mentioned that this involves taking risks. In the new
curriculum for primary school (LK20), the word risk is not used in connection with art
subjects, nor in the curriculum framework plan for the Schools of Music and Perfor-
mance (Birkeland et al., 2012). In the US, on the other hand, experimentation is more
recognized in education frameworks. It was already mentioned in 2003 alongside Curi-
osity and Willingness to Take Risks in the chapter Inventive Thinking in the 21st-century
Skills from EnGauge (Burkhardt, 2003). EnGauge is a digital framework that helps US
schools understand, plan and improve every aspect of using educational technology in
the US education system to increase academic achievement. It would appear that the
US recognized early on that new skills were needed in the 21st century, at least theoret-

ically, given what the model from 2003 (Figure 6) shows.
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enGauge 21st Century Skills
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Figure 6, 21%-Century Learning Skills (Burkhardt, 2003).

In the 21st Century Learning Skills visualisation (Burkhardt, 2003) shown in Figure 6, the
top right section points to inventive thinking skills. Within this section the second point
is about the following three qualities that | believe are important for the development

of creative skills:

Curiosity: Do students have a desire to know or a spark of interest that leads to
inquiry?

Creativity: Are students able to bring something into existence that is original,
whether personally (original only to the individual) or culturally (where the work
adds significantly to a domain of culture as recognized by experts)?

Risk Taking: Are students willing to make mistakes, advocate unconventional or
unpopular positions, or tackle challenging problems without obvious solutions,
such that their personal growth, integrity, or accomplishments are enhanced?

(Burkhardt, 2003, p. 33).
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In her master's thesis, Het prachtige risico van het falen (The wonderful risk of failure,
my translation), Vanessa Hudvig (2014) writes about taking risks in the visual arts, and
the art teachers’ role in art education to encourage this habit. The students often value
the "successful" works of art as best, and they are not willing to take risks in their work
attitude and prefer to play it "safe". But the creative process becomes clearer from the
works that were never finished or were a failure in the eyes of the students, she points
out. You can define what you do not want based on what you call "failure". In her thesis,
she distinguishes between the artisanal, mimetic way of producing a work of art, and
the more artistic imaginative and playful way of creating. She calls the first "school art",
where one learns skills and is assessed based on the result of the finished product. The
second, the riskier way, is a work process and more difficult for teachers to assess.
Hudvig (2014) believes that artists see risk-taking as a criterion for being creative. Con-
versely, art teachers may actually hinder risk-taking by assessing a student's work on
visible and technically good results and not on the creative process. She also points out
that the students are more willing to take risks when they feel that they "own" their
process and product. In addition, a working area that feels safe is a prerequisite for being
willing to take risks, and one must feel in control of being able to achieve the skills

needed for working with the different materials.

Raymond Yang (2017), an art teacher and writer, also points to the importance of failing
in education. Students learn in school that there is one right answer to a question, and
as a consequence, there has become a separation between “right” and “wrong” which
is unnatural, especially concerning arts. More and more research shows that making
mistakes, learning from them and moving on is good for the perseverance, resilience
and problem-solving thinking of students. A safe environment for art education where

there is no right or wrong allows for risk-taking.

Beghetto claims in his article There is no creativity without uncertainty: Dubito Ergo Creo
(2021a) that uncertainty and doubt are natural elements of creative thoughts and ac-
tions. He believes that doubt is the first experience we have when we have to think or
act creatively, and that people encounter this uncertainty in different ways. The experi-

ence of doubt is necessary for creative ideas to arise, but then one must see the doubt
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as a form of uncertainty where it is possible to move on to creative action. Whether one
wants to experience doubt and uncertainty in this way depends on the characteristics
of the personality, and on what Bandura calls self-efficacy (Skaalvik & Skaalvik, 2013).
Beghetto mentions 3 characteristics that are necessary to act when in doubt. The first is
confidence in one's creativity, the second is the perceived value of creativity and the

third is willingness to take risks.

Dare to take risks is connected with daring to make mistakes, and making mistakes helps
to be able to learn, and to find new ideas, according to Stana, professor of visual arts at
OsloMet (Balci, 2022). As a teacher, she is concerned that the art students become brave
enough to come up with all ideas, even bad ones. She sees that young people today are
less willing to take risks than previous generations. This can have consequences in a so-
ciety where creativity is becoming an increasingly important property. The fear of mak-
ing mistakes, perfectionism early in a creative process and too high expectations slow

down creativity, she says in an interview (Balci, 2022).

To choose “the risky option of venturing into the unfamiliar, of exploring the ambiguous

III

and the unknown, begins with feeling safe and confident rather than fearful” (Doyle,
2018, p. 47). This refers to a secure base from which risks can be taken and on which
one can fall back if an attempt fails. Acceptance of errors as a part of the learning process
will support new attempts and encourage self-efficacy.

It is often speculated that risk and creativity go hand in hand. Although this relationship
has been described as such in some literature since the 1960s, there is still a lack of clear
evidence in this direction, the authors of the article The Risky Side of Creativity: Domain
Specific Risk Taking in Creative Individuals (Tyagi et al., 2017) believe. The article is about
a research project on the relationship between risk and creativity in five different do-
mains: economy, health, recreation, ethics and social area. They concluded that risk
does not play an equally large role in the different domains when it comes to creativity.
Social risk mostly emerges as an important part of the creative personality, but the au-
thors point to the need for further research into taking risks in a domain-specific context

in creativity research. The social risk is about daring to challenge norms (Bonetto et al.,

2020), in other words, about daring to stand out from the group you are part of.
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A recent research project shows more of the possible connection between taking intel-
lectual risks and creativity (R. A. Beghetto, Karwowski, M., & Reiter-Palmon, R, 2021).
Intellectual risk refers to activities that expose a person to opportunities for failure, such
as trying to learn new skills and testing new ideas (Pringle, 2020). The research project
aimed to find out to what extent willingness to take risks affects the relationship be-
tween creative self-confidence and creative behaviour. People with creative self-confi-
dence will not automatically show creative behaviour if they are not sure that the po-
tential disadvantages are greater than the potential advantages. To find out if creative
behaviour pays off, you have to take a risk (R. A. Beghetto, Karwowski, M., & Reiter-
Palmon, R, 2021). The results of the research were that being willing to take intellectual
risks not only strengthens the relationship between creative self-confidence and crea-
tive behaviour but that such willingness is also a necessary factor in this relationship. It
suggests that one must have self-confidence in one's ability to continue and to take risks
when one works with creative challenges and wants to achieve creative achievements.
It is not enough to have confidence in your creativity, you also need a willingness to take
risks to turn that creative self-confidence into creative behaviour (R. A. Beghetto, Kar-
wowski, M., & Reiter-Palmon, R, 2021). In addition, the creative person should “be will-

ing to let go of all certainties” (Rhodes, 1961, p. 307).

Creative Self-efficacy

Creative performance is amongst others, influenced by self-judgments (Beghetto, 2006).
When those self-judgments are especially related to one’s creative abilities, it can be
seen as creative self-efficacy. It was Albert Bandura who introduced the term self-effi-
cacy in 1977 in his article Self-efficacy: Toward a Unifying Theory of Behavioral Change
(Bandura & Adams, 1977). It refers to one person’s expectation, perception, and beliefs
to be able to effectively perform a specific action, and it plays an important role in learn-
ing from a socio-cognitive perspective. Positive ideas about self-efficacy can relate to
more adequate learning strategies in schools. High self-efficacy and the expectations of

mastery have consequences for the choice of activity, commitment and perseverance
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when things get difficult (Skaalvik & Skaalvik, 2013, p. 153). Creative self-efficacy is dif-
ferent from self-esteem, which is a generalised sense of one’s worth, and more domain-

specific (Sawyer, 2006, p. 81).

Creative self-efficacy (CSE) is a term from Pamela Tierney and Steven M. Farmer (2002)
that is used to describe the impact of self-efficacy on creativity in work situations. Sev-
eral factors contribute to a positive creative self-efficacy among employees in different
jobs. They found that working time, supervisor behaviour and job complexity affect cre-

ative self-efficacy beliefs.

Further research on creative self-efficacy has led to “the assertion that creative self-
efficacy is related to the effort and intellectual risk-taking necessary for creative expres-
sion” (Beghetto, 2006). But not everything is known yet about this relation and this re-
quires more research. Although CSE originally was meant for researching employee cre-
ativity in organizational settings where adapting to changing markets demands high cre-
ativity, it has more recently correlated with creative performance in schools and crea-
tivity in learning contexts (Capron Puozzo & Audrin, 2021). Beghetto (2006) found that
students’ mastery approach beliefs are positively related to the teacher's feedback on
their creative ability. He also found that students with high levels of CSE have higher
beliefs in their academic abilities, and are more likely to report higher levels of after-
school academics (Beghetto, 2006).

Doyle (2018) points to the possibility that the creative process in the classroom contrib-
utes to building creative self-efficacy and that creative self-efficacy and creative per-
sonal identity both are general traits of a creative person. Rhodes (1961) does not men-
tion creative self-efficacy but points out that the creative person has “a genuine sense

of self and confidence in self” (Rhodes, 1961, p. 307).

Motivation as a Part of Creativity

The students on the Kulturskole often say that their product is "good enough", that they

"want it like this" and that it is "artistic" when what they draw, or paint does not match
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reality or the plan they had when they started a project. | try to motivate them to con-
tinue, experiment more and try new things so they learn more from the assignment and
raise the quality of their work. But | see that many people do not have the endurance,
motivation or patience needed to challenge themselves to have a good development.
Nor do they want to make an effort to train those qualities. This can result in a with-

drawal from the Kulturskole because the student has lost motivation.

Motivation can be seen as the driving force that influences behaviour and influences
what choices are being made and the degree of perseverance and intensity of behaviour
(Skaalvik & Skaalvik, 2013). That also applies to motivation when it comes to creativity.
A distinction can be made between intrinsic motivation, which arises from satisfying
one's own needs to do something, and extrinsic motivation, which is led by external

factors that may be attractive, such as rewards, compliments or grades at school.

When a person is so committed to a self-chosen activity that he forgets everything and
everyone around him, we can speak of Flow. The concept of Flow comes from the crea-
tivity researcher Csikszentmihalyi (1990) and refers to a state of optimal motivation.
Conditions for reaching this state are voluntariness and free choice, and the belief that
one has sufficient skills to complete the task (Skaalvik & Skaalvik, 2013). The emergence
of intrinsic motivation also is related to the perceived fit of skills and task demands, ar-
gue also Keller and Bless (2008), when discussing Csikszentmihalyi’s Flow theory (1990).
The relationship between the characteristics of both a person and a task is crucial when
one wishes to enhance the level of one’s intrinsic motivation. Motivation is also related
to persistence; people will work harder if it really matters to them (Doyle, 2018). In
Rhodes's (2013) An Analysis of Creativity, motivation can be found under Process in the
4P Creativity Theory. In addition to motivation, this also applies to perception, learning,
thinking and communication. Interestingly, he mentions the creative process as some-

thing that can be learned. Is motivation then something that can be learned?

As Amabile (2012) amongst others has indicated, it is intrinsic task motivation, in com-
bination with domain-relevant skills, creativity-relevant processes and the social envi-

ronment that are an important pillar of creative behaviour and thinking skills. Amabile
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uses the word passion when explaining task motivation as one of the components of her
theory. It is about a task being “interesting, involving, personally challenging or satisfy-
ing” (Amabile, 2012). Intrinsic motivation is central in this theory, noting that extrinsic
motivation can undermine intrinsic motivation and thus also creativity. Enjoying a task
because of own interests stimulates creativity while any form of reward, such as a result
at school, hinders creativity. One might therefore think that a Kulturskole is the perfect
place to demonstrate creative behaviour because no assessment is given, but that is not

the case in my groups.

Not everyone agrees with Amabile's position that extrinsic motivation can hinder the
development of creativity. Eisenberger and Shanock (2003) point to contrasting results
in their article on motivation and creativity and explain the different outcomes of differ-
ent worldviews of human nature. They found evidence to suggest that when a person
believes in obtaining a reward for creativity, he or she will become more creative. Re-
wards can also increase intrinsic motivation through increased perceived self-determi-
nation and perceived competence. Moreover, they discovered that extremely high in-
trinsic motivation does not necessarily guarantee creativity. The difference in motiva-
tion is caused by the fact that the action or assignment is conceived creatively or con-
ventionally. Knowing that an action that can lead to a reward requires creative perfor-
mance will increase creativity. In contrast, Beghetto and Kaufman (2014) argue that in
school classes, focusing on external motivation to continue or complete an assignment

may help, but not develop more creative outcomes (Beghetto & Kaufman, 2014).
As different opinions on the concept of motivation depending on the perspective show,

there is a need for more research. But all the research that has been done suggests the

importance of motivation in behaviour in general and in creative behaviour in particular.
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3.3 Norwegian Schools of Music and Performing Arts

Norwegian Schools of Music and Performing Arts (hereinafter referred to as Kulturskole
which is the Norwegian name) are owned and driven by the municipalities, as a manda-
tory part of municipal educational services. Children and youth, until 18 years old, can
take private or group lessons in various art disciplines, as a leisure activity. Although not
completely free, education is subsidized by the government and should be financially
accessible to all. That is unfortunately not always the case. The municipality can largely
determine the art education offering itself, possibly in collaboration with other munici-
palities (Kulturskolen, 2022). This results in different prices, different quality, and differ-
ences in focus on the different art disciplines in each municipality, largely depending on
the vision and the art discipline that forms the background of the rector of the Kultur-

skole.

The Kulturskole emerged from the former music schools and has been expanded to in-
clude various subjects including dance, theatre, creative writing and visual arts. The Eng-
lish name School for Music and Performing Arts still refers to the apparently most im-
portant subject of music and creates a curious separation between music and perform-
ing arts. This separation seems to indicate that music is not performance art. In my opin-
ion, this is incorrect Because music education is largely provided individually there are
more music teachers employed than teachers in the other subjects, which are taught in
groups. That means that a minority of teachers represent the majority of the students,

which can result in a negative democratic effect.

The Curriculum Framework

When | started in 2015, there was no curriculum framework, and | was completely free
to create content for the subject. In 2016, the Norwegian Council of Schools of Music
and Performing Arts published a framework plan, which was adopted in 2017 in the mu-
nicipality | work in. The Norwegian Council of Schools of Music and Performing Arts is an
interest and development organization that works to promote quality in art education

and culture for children, young people and adults based on the municipal Schools of
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music and performing arts (Kulturskolen, 2022). It is a Framework plan by which the mu-
nicipality that adopted it undertakes to follow the set guidelines. In practice, this seems
to work differently, and the municipal budget determines the quality of the Kulturskole
and not the document guidelines. The framework plan has the subtitle Diversity and
Deeper Understanding and is divided into 4 chapters, starting with an overarching part
over 2 chapters, about the values and the mission of the school and principles and guide-
lines for the operation of the school. Chapter 3 describes the professional and pedagog-
ical content of the distinctive art disciplines of music, dance, creative writing, theatre
and visual arts, and chapter 4 deals with quality assurance. The subject plans are open
and broadly formulated so that individual interpretation from the teachers practically

determines the content of the subject.

Looking at the curriculum framework of the Norwegian Schools of Music and Performing
Arts the word experimentation or to experiment, appears eight times in the 117-page
document. In Chapter 2 — Principles and Guidelines for Schools of Music and Performing
Arts: “Students should be given the opportunity to wonder and experiment” (Birkeland
et al., 2012, p. 13). In the part of Visual Arts, experimentation or to experiment appears
three times in 12 pages. The word patience, which | think is important in art (education)
is only found once in the total framework plan, and that is in the Visual Art part. | find
this remarkable because today's children are no longer used to spending a lot of time
on anything. They see cute drawings made in TikTok videos that look so easy, but when
they find out that it takes a lot of time and effort to learn, it is not fun anymore. Devel-

oping patience can be an issue here.

The compulsory educational frameworks in Norway, as well as around the world, em-
brace creativity on a large scale. The need is recognized by educators, but in the Norwe-
gian educational framework, it is not clear how to increase creativity in both compulsory
and voluntary education. The Norwegian Ministry of Education has developed a new
curriculum for primary and secondary education, LK20, which has been compulsory in
Norwegian schools since 2019. This curriculum includes parts of the 215 Century Learn-

ing Framework in the core curriculum section:
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1.4 The joy of creating, engagement and the urge to explore. School shall allow

the pupils to experience the joy of creating, engagement and the urge to explore,

and allow them to experience seeing opportunities and transforming ideas into

practical actions (Utdanningsdirektoratet, 2017).

The Visual Arts Subject Learning Wheel in the Kulturskole
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Figure 7, The Visual Arts Subject Learning Wheel with explanation in the coloured boxes,

from Curriculum Framework for Schools of Music and Performing Arts (Birkeland et al.,

2012).

The Curriculum Framework of the Kulturskole includes subject learning wheels in the 5

subject curricula described in it. The subject learning wheel for visual arts is described

as follows in the Curriculum Framework:

The subject learning wheel illustrates the many possibilities and potentials of vis-

ual arts as forms of expression. The outer circle lists four principal actions of the

art discipline: creating, communicating, reflecting and sensing (...) is explained in

the framework. It continues as follows: The next circle describes a toolbox con-

taining activities used in order to make visual arts available to the students. The
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activities are mutually interwoven. By turning the outer circle, new and less ob-
vious combinations of actions and activities are found. The third circle lists basic
values that are developed through visual arts training, as well as being general
educational aims. The wheel must be understood in light of the different con-
texts that affect visual arts training. Cultural and situational contexts are there-

fore placed outside the actual wheel (E. Birkeland, 2012, p. 101).

This subject learning wheel is a transformation of a writing learning wheel from the Nor-
wegian Writing Centre (Evensen, 2010) Appendix nr 1, like all the other subject wheels
in the framework plan of the Kulturskole. This means that text writing has been the
starting point for music, visual arts and dance subject wheels. Although writing is also a

creative activity, there are still many differences between writing, visual arts and music.

Using the Visual Arts Subject Learning Wheel in my teaching practice for several years
was not a positive experience because | missed some basic keywords in the wheel. |
started looking for other frameworks and subject wheels that, in my opinion, would bet-
ter cover the content of art education. That is how | discovered Studio Thinking, with its
8 Habits of Mind (Sheridan et al., 2022). These habits emerged as a result of a study into
art education in the USA. The researchers believe that these are the most important
dispositions in artistic thinking and behaviour. They resemble the dispositions of Elliot
Eisner, described in his book The Arts and the Creation of Mind (2002), in which he ar-
gues for the importance of art education for developing essential thinking methods that
are necessary for understanding the world in general. Two of the studio habits, engage
and persist, and to stretch are not mentioned in the subject wheel of the Kulturskole,
while | believe you cannot be creative without these dispositions. In autumn 2024, the
Framework Plan for the Kulturskole in Norway will get an update (Hofsli, 2024), and |
hope to see some changes in it. But now it is already known that the update will mostly

concern other things.
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Figure 8, The 8 Studio Habits of Mind from the book Studio Thinking 3, (Sheridan et al.,
2022).
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4 Research Design and Methodological Frames

This Chapter is about the methodological choices made in this project and their back-
ground. It successively includes a schematic visualisation, an introduction to qualitative
research, a/r/tography as a methodology, the different methods used in the two cases

and how they are analysed.

A/r[tography

Research question
How can the explorative use of drawing software on a tablet
contribute to the development of a painting?

Theoretic study

+ Digital Tools in Art

*  Creativity
* Risk
* Motivation
+ (Creativity, Experimentation and Digital Tools in Frameworksfor Art
Education
Case 1 Case 2
How can the explorative use of drawing software How can the explorative use of
and other digital tools on a tablet contribute to drawing software on a tablet
the development of a painting in my own practice contribute to the process of the
by switching between digital and analogue visual development of a painting by
creation? 13 voluntary art class students
at the age of 1218 years?
Methods Methods
* ArtBased Research * Participatory
* Auto-ethnography, Work Diary Resulting in a observation
* Visual Analysis of Paintings andTime-lapse  Working Method » Logghook
Videos to promote * Visualanalysisof
experimentation to paintings and timelapse

improve or alter paintings videos
using a drawing program

Discoveries
and
discussion

* The Process
* The Dialogue between Analogue and Digital
* (Creativity in Art Education Frameworks

Figure 9, My visualisation of the research design of this project.
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Qualitative Research

Qualitative research is suitable for gaining knowledge of the intentions, involvement,
and motivation of the informants on a small scale. It provides insight into personal mo-
tivations and the influence of other factors on observed phenomena in a specific con-
text. It can be supplemented with quantitative research to create an even more com-
plete picture (Befring, 2015). Art-based research, a qualitative research method through
the creation of art, has not always been taken seriously in the academic world, which
has traditionally been mostly theoretical. As a result, there is a tendency to explain and
justify the importance of such research. Hannula, Suoranta and Vaden believe art-based
research is loaded with meaning and intentions and is thus theoretical. Practical is not
the opposite of theoretical; theory often arises through practical research (Hannula et

al., 2005).

The words “research” and “inquiry” are both applied in this text. Research is the most
traditional word in scientific studies and emphasizes the search for an answer. While the
word inquiry places more emphasis on the question being asked, and new questions
that arise from it. In a/r/tography, inquiry is most common because the aim is not nec-
essarily to get one right answer but rather to gain more knowled