MIROSŁAW DYMON

CREATIVE PROCESS RELATING TO MUSIC PERFORMERS
Abstract
The present study is an attempt of synthetic description of obstacles occurring to a work on a music composition and interpretation. As a theoretic base for the research, considerations and interpretations an idea of creative process was taken which formulates the said process as the creative interaction (c. f. E. Nęcka, 1995).

In the carried out research the questionnaire methods constructed by the author were used. There were three groups of people tested (pupils, students and musicians- professionales) – 150 people together.

The factor analysis let distinguish four factors relating to different ways of practising and different attitudes towards one’s own work, as well as four factors relating to one’s behaviour during a concert in every tested group (24 factors together). 
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The present study is an attempt of a synthetic description of obstacles occurring in the work on a music composition and interpretation. It has been assumed that work on a music composition and interpretation. It has been assumed that work on a music composition is a creative process. The validity of such a statement is confirmed, among others, by R. Ingarden /1973/, who writes that a piece of music a musician is working on is only a potential notation and is fully realised at the moment of its performance. A. Moles /1971/ writes as well about the limitations of notation, which is only a carrier of semantic information. It does not carry the aesthetic information which is to be read by the performer, in a correct and personal way that depends on his inculturational experience. B. Schaeffer /1983/ also writes that, ‘Performing is based on interpretation. The performer is a mediator between the composer and the listeners. His task exceeds a mere madiation. A musician interpreting a piece of music is to read and understand the intentions of a composer and to pass them to the audience in the way it was planned and desired by the composer. Performers do not want their roles to be limited to reproduction they want to be creative artists. The theory creative interaction by 
E. Nęcka /1995/ became a theoretical basis for the description of a performer’s work on a music composition, interpretation and occurring obstacles. It concerns all cases of creativity because it describes them on a high level of abstraction. The main elements of this interaction are:

1. Cognitive representation of a goal – in this case creative interpretation /imagining ideal interpretation/

2. Cognitive representation of tentative structures  - every Method generated by a subject as an answer to the parameters of a planned goal.

These representations have an inner mental character and effect each other directly. Subsequent tentative structures generated by the subject should gradually aim at such a result, which, contained in the last tentative structure, would best fulfil the demands of the goal. The phenomenon of tentative structures becoming similar to the goal was called accomodation. The accomodation is based on heuristic rules fulfilling the functions of decision and control, called strategies. E. Nęcka distinguishes a few such strategies, stating that there are many more of them. The specific intellectual steps directly accommodating the tentative structures in order to reach the goal were qualified as operations. According to E. Nęcka they are identical with those occurring not only in creative but also in every thinking process. Presented strategies and operations have to receive certain amount of information in order to be used in a creative process. The process of supplying information takes place on the basis of two mechanisms:

a) the mechanism of creative attention, main feature of which is selectivity and which, allows to choose specific information, judged necessary by the subject in creative process,

b) the mechanism of creative states of cousciousness, the main feature of which is the change in causciousness e.g. the sense of time – the subject might be so deeply involved in the realization of the creative process that he forgets about the time passing by (rest, food, etc.).

The creative process must be also supplied with energy (inspiration).

The contributing factors are:

a) playful attitude towards the goal and tentative structures, which allows to combine them freely and to temporarily treat them with a tongue and cheek attitude (as if not real),

b) curiosity,

c) feeling of security an freedom understood as a possibility to generate (create) different ideas,
d) feeling of self-worth and self reliance.

If a new idea is good, it should be accepted by an individual in spite of any possible unfavourable opinions expressed by the society. The feelings (energy) occurring during the creative process affect each other and become a loop of positive feedback and are quite enough to continue the already started creative process. The external motivation is necessary only to begin the creative interaction. Therefore, such a process becomes self-sufficient and self-driving because the energy and the motivation needed is derived from the process itself. From the point of view of the undertaken research, the obstacles constitute for the author of the present study a more important part of the theory of the creative process. The obstacles to the creative interaction, according E. Nęcka (1995) have the form of internal factors of a processual character. (p.118) The external factor in itself is not an obstacle to creativity, the real obstacle is the formula of translating this factor into mental processes and into the behaviour of an individual. (p. 119).

These formulas are characterized by a very high degree of inter and interpersonal differentiation. Because of the supposed mechanism of the influence of such obstacles on the detriment of creative interaction (p.112).

E. Nęcka presents the following classification:

I. Obstacles preventing creative interaction.

II. Obstacles interrupting creative interaction.

III. Obstacles disturbing creative interaction.

IV. Obstacles limiting creative interaction.
The first group includes:

1a. Anticreative views, which result mainly in the individual doubting in his/her creativity ability. The individual may experience the following doubts:

· I am not creative (lack in self-confidence),

· The subject is directly influenced by someone whom he considers superior (e.g. professor – student),

· Fear of masterpiece (the subject admires a masterpiece and does not believe that he would be able to rise to the same level)

1b. Anticreative ideologies – some trends of social thinking and contrary to creative activity, e.g. the ‘work ethics’ states that people should only do useful things and not mediate.

The subject considers that he has no right to create his own theories before he masters the existing knowledge.

2. Emotional costs of creation

Negative and positive emotions are associated with a creative process

The emotions are:

· loneliness – in social and cognitive aspect (the creator is alone),

· risk and possibility of failure (the creator cannot foresee the success),

· risk of being ridiculed ( a new idea can be exposed to ridicule),

· fear of evaluation (stage fright).

If the subject of the moment of a creative process is influenced by repulsive emotions (or he anticipates them), he can escape from creativity and not initiate the creative interaction.

3. Competitions of motives

The subject very often accomplishes a lot of goals at the same time because he/she is influenced by various motives. These goals and motives may collide. This may become the reason for giving up the creation. Such a collision may be caused by:

· utilitarian reasons( lack of money),

· social and affiliative reasons (belonging to a certain group),

· belief reasons ( faith or ideology).

4. Imperceptibility of goals

The creative subject should easily perceive what is to be examined.

The second group of obstacles includes:

1. Dogmatism based on very deep aversion to any change in the system of human beliefs

-  a dogmatist interrupts a creative process if he cannot accept the goal and if the goal is contrary to his ideals,

- subsequent tentative structures threaten the creators belief system and may interrupt the creative interaction.

2. Egocentrism based on identifying the value of a given work with the value an author as an human being. If a creator is not satisfied with the goal, then he interrupts the creative process because of the fear of shame.

3. Impatience based on an artificial acceleration of reaching the goal of work, which is quickly needed by the creator because of certain urgent reasons.

It is caused by:

· incompetence is postponing the reward,

· poor tolerance of ambiguous, complex and uncertain information in the transformation process.

The third group of obstacles includes:

1. Pressure and conformity.

Conformable submission based on transforming external ceusorship into the uncouscious internal one.

2. Competition.

It can help or hinder creativity.

3. Causative conditioning.

Interfering mechanism is based on systematic punishment of creative reactions and rewarding non-creative ones.
Strict self-observation, in others words too strong and too one-sided influence in the process of creative interaction.

It comprises:

· compulsion of creation (fear of creative impatience),

· taking into consideration mainly rational values and disregarding irrational ones.

The common characteristic of the work of these interfering mechanisms is influencing the creative process with the external criteria of what is good and desired, and what is bad and undesirable.

The fourth group of obstacles includes:

1. Taboo which integrates directly into the mental sphere and produces autocensorship. This evolves from the area of behaviour into the area of mental processes and can be transformed into dogmatism.

2. Mental inertia based on overall or partial retaining of perceptive and emotional processes and the motor activity, in spite of the facet that the stilmula causing it were replaced with entirely new ones. The real nature of the obstacle is the perception of certain tasks as identical, and not considering the facet wheather they are identical or not.

3. Schematic treatment understood as Kuhn’ s paradigm/T. S. Kuhn, 1970/.

4. One-sidedness which is perceiving in given object only one aspect connected with the dominant function of the object / functional madness/.

5. Excessive knowledge and the phenomenon of creative indolence of experts. The problem is to what extent the knowledge of the results of the prior research helps or hinders the creator.

It is important for the creator how much one knows. Constructive or critical attitude of the subject towards the prior attempts is important. On the grounds of obstacles occurring in the creative interaction, general hypotheses used in subsequent research were formulated.

At this point, a basic difficulty occurred. The research tools that would become accurate devices for measuring the features and the obstacles were to be found. Unfortunately, readymade research methods having enough assimilation power that means ability for measuring the whole theoretical area concerning obstacles generated on the grounds of the creative interaction did not exist. Therefore, it was necessary to try to build such research tools. To achieve these descriptions of hypothetical obstacles related to respective mental processes and mechanisms: prevention, interruption, disturbance, limitation of creative interaction, became operational definitions. They were used to formulate questions in Questionnaires called ‘Obstacles of Instrumental Musician’ (OIM) in two versions, A and B, which concerned the hypothetical obstacles occurring to work on a music composition and interpretation. Each version contained 67 questions. There were three groups of people testes (50 people in each group). They had various professional experience (number of years they had been learning to play a given musical instrument).

Group I – the students of Secondary Music School

Group II – the student of Music Academy

Group III – professionally active musicians

Raw results were entered into a computer. For further analysis and transformation of the data, the factor analysis was used. In the process of factor analysis 24 factors were distinguished. OIM questionnaire questions (A and B), built on the basis of hypothetical obstacles to creative interaction, received high factor loads. Their arrangement influenced the internal structure of particular factors and, at the same time, enabled the identification and classification of obstacles occurring to a music performer in his/her work on a music composition and interpretation. Following are the factors related with obstacles identified on the grounds of factor analysis based on the answers to the OIM questionnaires version A and B.

1.1 Obstacles identified in factors released on the grounds of the answers to the questions in the questionnaires OIM version A.

a) students of secondary Music School
Factor I – Neurotic egocentrism.

Obstacles related to this factor: emotional costs of creation, dogmatism, egocentrism, impatience, strict self-observation, anticreative views and ideologies, causative conditioning, conformity, excessive knowledge and the phenomenon of creative indolence.

Factor II – Schematic conformity
Obstacles: conformity, one-sidedness, schematic-observation.

Factor III – Moderate independence
Obstacles: dogmatism, impatience, strict self-observation.

Factor IV – Immature hesitancy
Obstacles: conformity, causative conditioning, emotional costs of creativity, anticreative views, strict self-observation, dogmatism, competitions.

b) a group of students of the Music Academy
Factor I – Lack of self reliance caused by anxiety
Obstacles: emotional costs of creativity, anticreative views and ideologies, dogmatism, conformity, egocentrism, one-sidedness, schematism.

Factor II – Conformity resulting from aspiration to self-realization.

Obstacles: impatience, emotional costs, dogmatism, conformity.

Factor III – Schematic self-control
Obstacles: conformity, excessive knowledge and the phenomenon of creative indolence, strict self-observation, one-sidedness, schematism, dogmatism.

Factor IV – Unstable compulsion
Obstacles: strict self-observation, impatience, conformity, causative conditioning, egocentrism, dogmatism, anticreative views.

c) group of professional musicians

Factor I – Anxious self-control
Obstacles: conformity, strict self-observation, one-sidedness, anticreative views and ideologies, impatience, emotional costs of creativity, egocentrism, causative conditioning, dogmatism, schematism.

Factor II – Anxious self-control
Obstacles: emotional costs of creativity, causative conditioning, dogmatism, conformity, egocentrism, impatience.
Factor III – Consolidated schematism
Obstacles: dogmatism, schematism, excessive knowledge and the phenomenon of creative indolence.

Factor IV – Creative broad-mindness
Obstacles: conformity, schematism.

1.2 Obstacles identified in factors released on the grounds of the answers to the questions in questionnaires OIM, version B.

a) a group of students of  Secondary Music School 
Factor I – Neurotic egocentrism
Obstacles: egocentrism, strict self-reliance, dogmatism, emotional costs of creation, excessive knowledge and the phenomenon of creative indolence, anticreative views and ideologies, conformity, copmpetition, mental inertia, impatience, one-sidedness.

Factor II – Lack of self reliance caused by conformity
Obstacles: conformity, one-sidedness, impatience, schematism.

Factor III – Anxious stiffness
Obstacles: conformity, anticreative ideologies, dogmatism, mental inertia, emotional costs of creativity, impatience, strict self-observation.

Factor IV – Opportunistic submission
Obstacles: causative conditioning, conformity, competition.

b) a group of students of Music Academy

Factor I – Anxious self-realization
Obstacles: daogmatism, causative conditioning, egocentrism, emotional costs of creativity, anticreative views and ideologies, excessive knowledge and the phenomenon of creative indolence, strict self-observation, impatience, conformity, mental inertia, schematism.

Factor II – Limited independence
Obstacles: dogmatism, conformity, competition, one-sidedness, impatience.

Factor III – Independence full of anxiety
Obstacles: one-sidedness, conformity, emotional costs of creation, strict slef-observation, schematism, causative conditioning.

Factor IV – Controlled independence
Obstacles: conformity, dogmatism, emotional costs of creation, mental inertia, competition.

c) a group of professional musicians

Factor I – Controlled conformity caused by anxiety
Obstacles: emotional costs of creation, dogmatism, causative conditioning, anticreative views and ideologies, strict self-observation, conformity, egocentrism, impatience, one-sidedness, excessive knowledge and the phenomenon of the creative indolence, schematism, mental inertia.

Factor II –  Anxious independence
Obstacles: dogmatism, conformity, competition

Factor III – Ambitious schematism
Obstacles: dogmatism, competition, emotional costs of creation, impatience, one-sidedness, mental inertia.

Factor IV – Critical creativness
Obstacles: anticreative views, mental inertia, strict self-observation, conformity.

In general, it can be assumed that the theoretical model of obstacles occurring in the creative interaction obtained during the empisical analysis gained sufficient exemplification a number of obstacles belonging to four categories described by E. Nęcka were successfully specified.

People tested (pupils, students and professional musicians) answered the OIM questionnaires (version A and B)

and their responses, after the statistical analysis, made it possible to draw the conclusions that suited the psychological theory used for the formulation hypotheses. The carried out research makers it possible to interpret the factors shown in the course of the analysis in the developmental aspect. Evidently, such a description is possible only from a very speculatively – reflexive position. In general, on the grounds of such a qualitative analysis, it is possible to say that the first two factors reveal a progressive increase in self-independence, the third one reveals stiffening along with increase in professional experience and the fourth on reveals progressive increase in creativity in the tested groups.

The carried out research aimed mainly at identifying and classifying the obstacles, outlined theoretically on the grounds of creative interaction. The factor analysis /obtaining high factor loads/ revealed the accuracy of undertaken activities. Nevertheless, it appears that it is too early to state that they are the only and the invariable obstacles occurring in work on a music composition and interpretation. Even though the factor analysis set a certain order or structure, which lies at the base of variability in the given range of phenomena, it seems that further research making formulating more detailed hypotheses for verifications will be necessary. Nevertheless I think that the carried out research made it clear and explained to some extent the goal of the present work, which was to identity and to interpret the obstacles occurring to a performer during the work on a musical composition its interpretation.        
Literature:
Bailey, D. (1977): Improvisation, its nature and practise in music. Ashbourne: Moorland, 1980.

Dymon, M.(2008): Przeszkody w procesie twórczym. Analiza empiryczna dotycząca wykonawców muzyki, Wyd.2,UR, Rzeszów.
Gołaszewska, M. (1984): Zarys estetyki, PWN, W-wa.
Guilford ,J., P.(1978): Natura inteligencji człowieka, PWN, W-wa.
Harnoncourt, N.(1995): Muzyka mową dźwięków, Fundacja „Ruch muzyczny”, Warszawa. 
Manturzewska, M., Kotarska, H.(1990): red.: Wybrane zagadnienia z psychologii muzyki, WSiP, W-wa.
Nęcka, E.(1995): Proces twórczy i jego ograniczenia, Wyd. Impuls (2), Kraków.
Nęcka, E.(2001): Psychologia twórczości, GWP, Gdańsk.
Nęcka, E. (2004): Inteligencja i procesy poznawcze, Wyd. Impuls, Kraków

Sękowski, A. (2004) red. : Psychologia zdolności, PWN, W-wa
Sloboda J. (2002): Umysł muzyczny – poznawcza psychologia muzyki. AMFC Warszawa .
Tatarkiewicz, W. (1976): Dzieje sześciu pojęć, PWN, W-wa.
Wierszyłowski, J. (1981): Psychologia muzyki, PWN, W-wa.
Schuter-Dyson, R., Gabriel, C.(1986): Psychologia uzdolnienia muzycznego. Warszawa.

