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    Jousting – a school story


    One rural primary school approached us as the implementers of the Creative Partnerships Hungary programme{1}, saying that the sixth-grade history curriculum (history of the Middle Ages) was not engaging the children. It didnt help that they brought colourful stories from the Age of Chivalry to class, as the children were just as bored with this as with the curriculum in general, since the teacher often read out stories that should/would have otherwise been exciting, but in the typical old school way, teacher at the front of the class, all focus on them. Moreover, the problem was not only that the history class was boring, but also that one of the girls had been ostracised by the class, a fact supported by a sociometric survey conducted by the class teacher. The teacher had tried in vain to deal with the problem, but the girl was very withdrawn and did not participate in anything. In the Creative Partnerships programme, teachers work with artists with the aim of finding solutions to such problems, and this is how it happened in the school featured in the story. The artist participating in the programme, Zita Bajor, mapped out the terrain, including the childrens interests. Since one important element of the programme is to find an art form that interests the children, and seeing as technology was their favourite subject, there was no question that we would try, through engagement in some kind of project activity, to solve the problem of learning history and of the students self-exclusion and unwillingness to include herself in the class. Therefore, in consultation and cooperation with the history teacher, Zita developed a six-month series of activities, during which countless aspects of medieval culture were touched upon with the children in two lessons a week, and in a very different way to the customary approach in schools. Zita noticed that the school had a good quality auditorium and decided to centre the activity in it. She designed and created a labyrinth game together with the children, in which the different fields represented the functioning of the guilds. This common space also made the programme visible to other students and teachers, whose curiosity was piqued. The classroom of the study group, however, was neither spacious nor functionally suitable, because the columns in the room significantly narrowed the space. The artist, however, was able to turn this disadvantage into an advantage, since it was possible to design capitals for the columns. Moreover, the children made these themselves, and the artist got the idea for guiding the process from Czech colleagues who held a three-day workshop at the school. Experts from the Czech Creative Partnerships programme shared their important experience that children benefit much more from a museum visit if they also arrive with some level of their own expert experience. The Czech artists idea for their own childrens group was that when creating medieval Czech codices, the children would work with paints that could be extracted from plants living in their environment. In the Czech programme, the children were first shown the codices and then given the sources on codex making, without any prior explanation. This framing of the task was intended to help the children figure out what materials were needed from these sources. Then they went out into nature and looked for plants that could be used to make paint on the basis of the sources, and these were used these to make colourful medieval wooden boards. Only then did the museum visit take place, where the children already viewed the objects as experts and bombarded the artist, the teacher, and the museum staff with surprising questions about what materials the painters of the time used, and how their colours might still be vibrant today, seeing as the pictures they created were already fading. They searched for and researched answers on how they could do it better, and in the meantime, their comprehension of the text improved, as did their historical knowledge and technical skills. In the Hungarian school, they also used this method to create paints and make column capitals, which finally gave some meaning to the grey concrete columns that had been rather confusing until then. The students were also given the freedom to paint directly on the wall, which required experimenting with wall painting, suitable materials, and colours. After the children had become familiar with all this, they visited a medieval church, where they looked at everything with expert interest.


    Since following the rules in class was also a problem, they learned about the rules of jousting during the semester, and a real joust concluded the project. Here too, the artists competence came in handy, as – with the help of a traditional master – they created medieval swords that were two arms lengths long, as required, and had lead placed in their handles to make them heavy enough. These swords were created based on the childrens height and weight, and then their edges were covered with foam sheet so they were not dangerous, though at the same time their design was very realistic. During the semester, the children practised with the swords continuously, which was also physical exercise, given the length and weight of the swords. According to the rules of the jousting tournament, the winner was the one who managed to knock the flag off the top of the others helmet. The semester ended with a grand jousting tournament, which was accompanied by great interest and concern in the school. On the one hand, the whole school got involved, since the others had already seen the board game, so everyone flocked to the jousting tournament held in the auditorium. On the other hand, the majority of the teachers strongly opposed it, and we received several phone calls saying that we were making a huge mistake because the children would fall out with each other. But the essence of the programme is that the experts involved (artists, teachers, and researchers) see exactly where the children are in the process, who never abused the trust they had been given, and felt honoured to be able to participate in the tasks (and the student agency is always prioritised). During the jousting tournament, pairs of pupils competed, and whoever managed to knock the flag from the other pupils head was allowed to move on. The jousting tournament was a huge success, and it came as a surprise to everyone that the winner was the little girl whom the others had ostracised. Her status within the group changed in an instant: from then on, the children regarded her almost as a hero. The class teacher who participated in the programme later helped us as a teacher trainer in a Hungarian-language primary school in Transylvania{2}.
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  Foreword


  [image: idez_kek]In Hungarian schools, children feel that their fate is determined.


  Paul Collard, former head of the Creative Partnerships programme in England


  Todays education systems, developed in response to mass production in the 19th century, no longer provide an adequate response to the global challenges of the 21st century. As educational researchers and developers, we wanted to do something in this area with our modest means, so ten years ago, we launched the Creative Partnerships Hungary programme, adapting a successful international initiative. Our first encounter with the Creative Partnerships programme took place at a conference. We have been trying to find a solution to one of the most significant problems in Hungarian education for a long time, namely, to ensure that disadvantaged students are truly given the chance to develop their potential. According to PISA surveys, family background has one of the most significant effects on student performance in Hungary, which is a clear sign that the power of schools to create opportunities is weak. When it comes to disadvantaged children, many teachers and researchers only get to the point where they think they need to be addressed, but they do not believe that they are capable of high-level performance. Very often, they start from the deficit model, considering family characteristics as fate, and as a self-fulfilling prophecy, children fulfil pessimistic expectations when the expectations are themselves pessimistic.{3} At the conference mentioned above, we also presented a programme that achieved significant success, primarily through the application of drama pedagogy. At this international conference, we first heard about the Creative Partnerships programme, which made it clear to us that much more can be achieved with the power of the arts than we had previously thought. Traditionally, unfortunately, skill subjects are placed lower in the subject hierarchy, and creativity is often limited to artistic creation, and school creativity to extracurricular activities. (Although it is no coincidence that the term STEM (science, technology, engineering, maths) was expanded to the acronym STEAM, adding the arts to the strongly science-based subjects, as an equal.) As was apparent from their presentation at the conference, the CP programme used the arts more intensively than our drama pedagogical approach – incorporating them into the subjects – and employed artists in the school, thus making the programmes approach an integral part of school operations. At this conference, we, the researchers seeking solutions to the challenges in Hungarian education, and the developers of the CP programme in England, found each other.


  One of our English partners, Paul Collard, who was the head of the English programme of the Creative Partnerships, initially helped us to hold teacher training. As a trainer, he concluded that poverty weighs heavily on Roma children in Hungary. According to him, in Pakistan or India, – where he also worked with impoverished children – Indian and Pakistani children also know that they are not well-off, but they do not experience it in the same way as children in Hungarian schools, who feel that their fate is determined, as they had not experienced ostracism or prejudice of this kind at all. Therefore, it seems that the message of the local school culture in Hungary is what puts this heavy burden on children.


  We looked for an answer to and partners for this problem, and from all of this, the Hungarian Creative Partnerships programme, which has now been operating for several years, flourished. One of the fundamental principles of it is that the arts can and should be built on, not separately from other subjects, but integrated into them. Seeing the success of our programme, we were invited to the OECD pilot researching the possibilities of measuring creativity, where we also participated in the developments that prepared the later PISA measurement. And in 2023, we were included in the 100 most innovative educational programmes selected from around the world by the Finnish initiative HundrEd.


  The book not only presents a successful Hungarian school programme, but also explores the possibilities of developing creativity in schools. The goal is not to create outstanding talents, but to develop everyday and community (collective) creativity. There can be many ways to do this, but it must be based on scientific theory and experience validated by measurements. Therefore, the first part of our book deals with the concept and measurement of creativity and with the social and institutional difficulties of developing creativity, and the second part with the pedagogy of the CP and the implementation practice of the Hungarian programme.


  It is hoped that this volume might serve as a handbook for schools and teachers, showing how creativity can be developed in a school environment within todays framework. Last but not least, the Hungarian experience may be helpful and enjoyable for citizens of other EU and non-EU countries as an evidence-based illustration of how to effectively integrate theory with practice by combining the pedagogical development toolkit with the educational research toolkit. This integration is supported by the cases in our book and the accompanying short films, which are accessible via web links.


  PART I


  1. The concept of creativity


  [image: idez_kek]The essence of creativity is figuring out how to use what you already know in order to go beyond what you already think.


  Jerome S. Bruner, American psychologist


  [image: idez_kek]Making the simple complicated is commonplace; making the complicated simple, awesomely simple, thats creativity.


  Charles Mingus, American jazz musician


  It is worth clarifying at the very beginning what we mean by creativity. Few concepts have come such a long way in history, and although everyone recognises their importance, they have still been so malleable. Creativity researchers today mostly think that creativity is the ability to create something that is both new (original, unexpected) and relevant (useful, taking into account existing limitations) (Sternberg – Lubart, 1999). In other words, the result of creativity is something that is both new and recognised by the community. Originality and usefulness are thus strongly intertwined – primarily in Western thinking – when we talk about the concept of creativity.


  Early theories


  Creativity, despite its increasing popularity, is a relatively under-researched topic. This does not mean that human creativity and imagination have not been of interest to many. As creativity researcher Anna Craft quotes a 1952 speech by American composer Aaron Copland at Harvard University:


  
    [The concept of human creativity] goes back so far in time, so many cogent things have been written and said – acute observations, poetic reflections, and philosophical ponderings, that one despairs of bringing to the subject anything more than a private view of an immense terrain. (Copland, 1980, cited in Craft, 2005, p. 18).

  


  The Greek, Jewish, Christian, and Muslim traditions saw the creation of ideas, inspiration, as a divine, higher power. According to Plato, a poet can create when their muse, as their inspiration, whispers the lines into their ear; or we can also quote Kipling, who referred to the Demon residing in the writers pen as being with them during the creation. European Romanticism is the era that treated inspiration and its artistic expression as a human thing and created the concept of genius.


  The systematic observation and research of creativity only started in the 19th century.{4} The first such study was Galtons work in 1869, which focused on genius. From the beginning of the twentieth century, various, primarily psychological research on creativity began, which can be divided into psychoanalytic, cognitive, behaviourist, and humanist trends (Craft, 2005), and in addition to psychological and philosophical studies, sociological and pedagogical perspectives also appeared in the second half of the twentieth century.


  A distinction is often made between Eastern and Western approaches to creativity, with the former focusing more on personal fulfilment and the latter on results. Some authors argue that the concept of creativity is culturally determined, and therefore, it is worth working with multiple definitions (Sternberg – Lubart, 1999; Craft, 2005).


  As a result of the significant cultural differences, the approach to creativity is also different in the two cultures. The Eastern approach to creativity is less direct, focusing more on personal fulfilment or the expression of the inner essence of an ultimate reality (Lubart, 1999, pp. 339–340). Therefore, Maduro (1976) sees the preparatory stage in the Eastern model of the phases of creativity as a distancing from the external world and a connection with the inner reality (see later on the stage theory of creativity). The Western concept of creativity, on the other hand, is based on continuous innovation and consumption, where rapid obsolescence is therefore built into production. Thus, this model of creativity is strongly tied to the observable products themselves.


  However, some see a difference between the European and North American conceptions of creativity. Joas (2001) has analysed the metaphors used by European thinkers since the 18th century. In his work, he shows that while Johann Gottfried von Herder (1744–1808) emphasises the emotional function of language and captures creativity with the concept of expression, in the works of the young Karl Marx (1818–1883), creation appears as revolution and production, in the works of Friedrich Nietzsche (1841–1900) this key concept is life itself, in Henri Bergson (1859–1941) it is the vital impulse (élan vital). Joas found that the idea that best fits the concept of creativity in the work of the Enlightenment and Romantic thinkers is imagination. These European thinkers, however, focused less on problem-solving, and in Nietzsches case, creativity focused more on the creation of problems and the destruction of habitual practices (Häyrynen, 2009). According to Joas (2001), the concept of creativity that works best is that of American pragmatists such as John Dewey (1858–1952) or George Herbert Mead (1863–1931). Pragmatic philosophers considered creativity primarily as problem-solving, although they also emphasised its aesthetic, emotional, or social aspects. According to their approach, people usually act out of routine, but in a new situation, they are forced to engage in some theoretical immersion, to objectify the situation of action. That is, they are not always creative, but the desire for discovery arising from curiosity and the aesthetic and social orientation allows everyone to survive in new situations. In this approach, the situation, and not primary habits or impulses, individual characteristics, are at the centre of creative action. Creativity is about active responses to current challenges and the rejection of apathy towards the world. As Vygotsky said: The most important characteristic of creativity is courage. (quoted in Häyrynen, 2009, p. 299)


  Wehner, Csikszentmihályi, and Magyari-Beck (1991) examined 100 doctoral dissertations on creativity and found that there were as many different approaches to the subject as there were disciplines. Business primarily focuses on innovation, while psychologists explore individual creativity, and sociology, history, and political science each offer distinct perspectives on the concept. It is no coincidence that the allegory of the blind man and the elephant came to mind when they were thinking about creativity research: the one who held the elephants tail thought it was a snake, the one who held the elephants legs thought it was a wall, and so on.


  Guilford (1950) noted that extraordinarily little psychological research had dealt with the topic. Sternberg and Lubart (1999) reviewed psychological scientific abstracts between 1975 and 1994 and found that only 0.5% of the studies concerned creativity.{5} The number of journals dealing specifically with creativity is also small, and they started pretty late.{6} This may be related to the fact that – as already mentioned – creativity was initially associated with individual genius. In this approach, the creative person (genius) is the mystery of divine intervention, and this kind of approach, referring to divine intervention, did not ease the situation of those attempting to make the case for the scientific approach. Neither did the several other conceptions of creativity, changing through time. According to Sternberg and Lubart, in addition to the concept of divinely inspired genius, the pragmatic approach characteristic of modernity also hinders the scientific clarification of the concept of creativity. They consider de Bonos immensely popular multiple hats method{7} to be one such approach, one which lacks a theoretical foundation and primarily emphasises practicality, that is, how to get people to look at things from different perspectives. Although this approach can be helpful in problem-solving, the efficient attitude is not conducive to a theoretical foundation.


  The psychodynamic (analytic), Freudian approach suggests that creativity arises from the tension between conscious reality and unconscious stimuli. This type of approach relies primarily on case studies examining outstanding creators. In contrast, the psychometric approach focuses on the measurability of creativity. According to Guilford, geniuses are few, so it is not easy to obtain statistically relevant results from their observations. In his opinion, though, creativity can also be seen in everyday circumstances and in the performance of simple tasks.


  Guilford was the first to talk about the personality traits and abilities of a creative person. According to him, the characteristics of a creative person are: 1. fluency: the ease, speed, and fluidity of mental activity; 2. flexibility: the ability to transform our existing knowledge and information spontaneously or in accordance with some system; 3. elaboration: the ability to work out details and build structures from them; and 4. originality: the ability to see things differently, from new perspectives, through new lenses. Guilford also considered these four characteristics to be characteristics of divergent thinking, and he developed his most famous measuring instrument to measure them.{8} This was further developed by the American psychologist Ellis Paul Torrance (see more in Chapter 3).


  Guilford also distinguishes other qualities related to creativity. These include sensibility, that is, openness, the ability to grasp problems; the ability to analyse and synthesise; and the ability to redefine problems, which means our ability to perceive, interpret, understand, and evaluate something differently than before (Guilford, 1968).
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  {1} The Creative Partnerships programme was adapted in 2013-2014 by our Hungarian private research institute (T-Tudok Centre for Knowledge Management and Educational Research Inc.). The Creative Partnerships Hungary programme has been running since then, and we, the authors, as active implementors summed up our experiences in this book.


  {2}  Transylvania is now part of Romania, but belonged to Hungary before 1945. Even today, more than a million residents speak Hungarian as their native language.


  {3}  Robert Mertons theory of the self-fulfilling prophecy states that a false belief can become true because it leads to a new behaviour that ultimately confirms the initial, false assumption. In the pedagogical literature the Pygmalion effect (or Rosenthal effect) is when high expectations lead to improved performance, while the Golem effect is the opposite, where low expectations lead to decreased performance. Both are psychological phenomena and types of self-fulfilling prophecies, where a persons beliefs about another person can influence the individuals behaviour, ultimately causing the original belief to be confirmed.


  {4}  The term was not widespread until the twentieth century. (Although the first use of the word in the English language was in 1659 by the Puritan theologian G. Lawson, but he did not use the term in its modern sense either, but rather in a theological context to refer to the divine creative power.) The connection with talent was so close before Guilford that creativity as a concept did not even arise: if something similar was referred to, they operated with the equally vague concept of genius.


  {5} Of course, this is a strongly US-centric approach, but there is no reason to assume that the situation would have been much better elsewhere.


  {6} The research-focused Creativity Research Journal was only launched in 1988.


  {7} The six thinking hats method offers different perspectives – facts, feelings, ideas, disadvantages, advantages, novelties – and presents them as different coloured hats. By strictly separating these thinking acts, the method helps us to consider options from multiple perspectives when solving problems, thereby breaking away from our usual mindset.


  {8} This is the Unusual Uses Test, where the observer had to list as many uses as possible for an everyday object. For more information on this, its further development, and the methodological problems associated with it, see Chapter 3.
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