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				Andrew Hammond holds a BA (Hons) QTS and an MA in Creativity in Education. He has written numerous textbooks for a range of educational publishers, hosts INSET training and workshops for schools and is a director of the CPD company, INK Education (www.ink-ed.com). He is also the author of the CRYPT horror fiction series for Headline.

				Andrew is a former Headmaster, Deputy Head, Director of Studies and Head of English in the independent school sector and is currently Head of a Primary Academy in Suffolk.

			

		

	
		
			
				

			

			
				[image: p3.jpg]

				 

				It’s hard to argue against creativity. Most of us like the thought of creative people doing creative things. Perhaps even more we like uncreative people doing creative things – such as when unlikely staff members appear in a spoof music video. Students roar with laughter: they love the incongruity of their sour-faced physics teacher suddenly dancing Gangnam Style. We do too.

				That’s what I like so much about Andrew Hammond’s approach to creativity. He doesn’t do that classic knee-jerk of Creativity Defenders, setting creative stuff against academic stuff.

				That’s what we get too often in debate about education – the limiting and unhelpful myth that it’s either creativity or rigour, that the two can’t coexist.

				Andrew Hammond shows that they can and do. He shows that opportunities for creative responses lurk everywhere – in any lesson and around the lessons. His view of creativity is rooted in the real world, and it’s celebratory, not soppy; practical not ethereal.

				Thus he explores opportunities for spontaneous creative activities. He explores how teachers can create contexts through planning. He illuminates the language we need in providing children with opportunities to make connections, respond to unexpected questions, to think more laterally.

				It’s all written with a lightness of touch and rich seam of anecdotes that makes it a charming and entertaining read. Don’t be beguiled by the frothy surface, though: underneath there are serious points about how and what we teach.

				The result is hugely informative, lively, engaging – and, yes, creative.

				

				Geoff Barton
Secondary Headteacher and educational author
Suffolk, June 2015
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				The Proustian phenomenon tells us that our sense of smell has more power than any other sense to provoke distinct and emotional memories within us. In his novel, À la recherche du temps perdu (‘In search of lost time’) Marcel Proust describes a character vividly recalling memories from his childhood after smelling a tea-soaked biscuit. Memories, long-forgotten, can often come flooding back to us, when certain smells are encountered again. 

				A whiff of bacon and egg does it for me. 

				I am always whisked away to Weston-super-Mare, aged seven, going for a morning stroll with my Grandpa. At the end of his road, just near the sea front, was a nursing home for the elderly and every morning the most luscious smells of full English breakfasts would blast out of a vent in the kitchen wall. The seaside, for me, doesn’t smell of seaweed, it smells of bacon. 

				Trips to Weston were always a sensory adventure. After serving in the war as a bomb disposal expert, my Grandpa turned his steady hands to chiropody and his surgery was inside the house. The unforgettable smell of phenol and salicylic acid would always greet us in the hallway after my Nana had opened the door with a beaming smile.

				But the most memorable part of our weekends in Weston wasn’t the chemicals or the bacon or the seaside. It was my Nana’s old wooden button box – a large, rectangular open tray with a handle across the top of it. It was divided into several felt-lined compartments and each one housed the most extraordinary delights you could imagine. Shiny blue ones, pearly white ones, two holes, four holes, leather toggles, great big brass ones, tiny red spherical ones. Some so small you could imagine an elf sewing them on to a shirt, others so large they must have fallen from a giant’s duffle coat. And then there were the military ones, my favourites, with emblems and crests and royal coats of arms. You could only imagine the places they’d seen, peering like eyes from the tunic of a sailor. 

				How I loved that button box. I’d spend hours rifling through it, listening to the clickety-clack of the little buttons rattling in the tray, running my fingers through them like sand on the beach beyond the nursing home. Watching the colours as I blended them all together into a multi-coloured, chunky soup. Laying them out in rows and creating patterns across the floor. Threading them on to string and making my Nana a necklace or my father a pretend wristwatch. Button men, button roads, button food and button jewellery. How could anyone resist their enticing appeal?

				If you want a definition for what creativity is, and I guess any book of this title should begin with such a thing, then you need look no further than my Nana’s button box. I have thought a great deal about why I was so transfixed by it – why hours would pass unnoticed while I was so absorbed. I’ve often mentioned that button box when delivering CPD training in schools and it’s astonishing the number of teachers who smile and nod their head. It seems I wasn’t the only one who liked playing with buttons. There is a common fascination in childhood for sorting and shaping and creating, isn’t there. 

				I know now what I was doing during those trips to Weston. I was engaging in pure, unfettered creativity and I believe there were four distinct stages to it. 

				Firstly, I was using perception. I rifled, sifted, flicked and clicked. I swirled them around and studied all the colour combinations and varieties. I studied them with great care and interest. Their differences intrigued me – so many variables in one wooden box. I used my senses to get to know them all, see and feel them, hear them clickety-clack in my hand, become familiar with all the constituent parts of the creations that were to follow. 

				Secondly, I made connections. I loved nothing better than dropping them over the carpet and sorting them into different categories, coloured or plain, two holes or four, round ones, toggles, odd shaped ones, plastic or metal. There was something very pleasing and therapeutic about the practice of sorting them into groups. I remember, years later, I found myself working in a petrol station as a student. I used to tip the packets of cigarettes all over the kiosk floor just so that I could sort them out again (it broke the monotony of a night shift). Their different coloured designs pleased me and they stacked up so well together – making an ideal Jenga substitute during quiet shifts.  

				Back in Weston, there then followed a really exciting stage in my work with those buttons, the synthesis stage. I blended and connected and combined those buttons to create original designs and products, from sculptures and collages to roads, figures and jewellery. These were different every time and I was proud of them. They meant something to me and those buttons allowed me to give vent to my imagination in a physical way. The button box was a palette and I was the artist, synthesising the elements together with imagination and vision. It didn’t occur to me that there was a wrong way or a right way to build a button man, or a button chain – so I wasn’t afraid to ‘have a go’ and just see what I could make. It was the same with Lego, with which I am still besotted even now. Back then, of course, I would grab any pieces I could find from the giant tub of crusty blocks and knock up a vehicle, spaceship or hobbit’s hovel from my imagination. Now, as an adult, I mindlessly follow Lego kit instructions and call it therapeutic. 

				After the synthesis stage came the final part, the presentation. This was the much anticipated ‘ta-dah’ moment, when I ran into the kitchen, grabbed my Nana, pulled her by the hand into the front room and said ‘ta-dah! What do you think, Nana?’ A rapturous response always ensued. Nana’s arthritic hands were misshapen and twisted but I knew she had once loved playing with those buttons as much as I did and my elaborate designs never failed to bring a smile to her face. 

				The four stages of my button work were of equal importance, though I didn’t realise it at the time. All I knew was there was a procedure to it, a kind of ritual that I always followed, enjoying each stage, and especially the last. 

				Perceiving, connecting, synthesising, presenting. You need all four stages for creativity to flourish in schools. And this book is about how to plan for each of them in teaching and learning. 

				 

				The learning environment

				In Book 1 of this series, Teaching for Character, I laid out the case for the invisible curriculum, upon which this series is based. I explained how historical assumptions about the purpose of school – to develop the academic intelligence of children and to demonstrate this via academic qualification, encouraged through rewards and sanctions – have created a learning environment that is non-conducive to the character traits and attitudes needed for success and well-being in life. 

				And the same is true for creativity. 

				The culture and climate of the formal classroom, predicated as it so often is on the fast and efficient delivery of a visible, academic curriculum with its examinable knowledge and skills, creates a place in which creativity is under-valued at best, and rejected at worst, or saved for an art lesson, period six on a Friday. Like other elements in the invisible curriculum (such as character, curiosity, motivation, cognition, communication and collaboration), creativity is of supreme importance to child development and preparation for adulthood, and yet it does not fall easily into a compartmentalised and examinable syllabus. Neither does it subscribe to the kinds of extrinsic rewards offered in schools – in fact, the intrinsic motivation to create may positively dwindle as soon as rewards are mentioned. 

				But it finds a way. If the visible curriculum is the carefully laid pavement, neat and square and measurable, creativity is the greenery emerging between the slabs. It is a natural force within all of us. It is a pressing need to do something original and it makes us human. It is pleasingly illusive and very difficult to trap. You can’t teach creativity in the same way you can teach arithmetic or handwriting. And neither can you entice it with the promise of rewards. But you can work hard to stop putting things in its path. And you can recognise its supreme value in learning, working and living. You could even pull up a slab or two and place a garden there. 

				But like natural plants emerging through a man-made pavement, creativity can be seen by some as rebellious, non-conformist – a capricious trouble-maker. Creativity is so often associated with art, music or drama lessons, because these are seen as rightful places for it, taught by someone willing to let go of the reins a little and allow the children some autonomy. Arts subjects are big enough and quirky enough to find space for creative behaviour. Describing students, or even teachers, as having an ‘artistic temperament’ is rarely meant as a compliment, after all. The phrase is used to describe someone who is a mercurial free spirit, difficult to manage and difficult to discipline. 

				But creativity should not be seen as something so anarchical, devoid of rules or structure or discipline, like some unchecked, untrammelled expression of the soul with no regard for convention or skills. It should not be associated with hyper-sensitivity, unpredictability or a proclivity for mercurial outbursts. Rather, creativity requires tremendous self-discipline and structure. It requires a level head and a commitment to work hard. The artistic temperament we associate with ‘the creator’ is passion – when engagement is intense and drives all thought and action.

				Creative expression also requires knowledge and skills in order to be articulated properly, and these most certainly can be taught. But creativity itself is not a linear discipline, learned gradually in incremental steps, all of which you have to master before you can consider yourself ‘creative’. It is not reliant on a full mastery of skills before it can be expressed. You can be imaginative without having an extensive vocabulary or without being a master painter or sculptor. But you can get better at expressing your ideas and become more skillful at painting, writing, composing and so on. Creative skills can be taught. 

				But at creativity’s core, lies imagination and you can’t teach that. Fortunately you don’t need to, of course – children are factory-fitted with it from birth.

				This series is based on the fundamental belief that any attempts to create formal schemes of work and accompanying assessment criteria for teaching the ‘invisible curriculum’ will be counter-productive. Rather, we should look more closely at the optimum learning environment needed for the invisible elements of human development – what I term ‘invisible ink’ throughout this series – to flow freely. This invisible ink is, essentially, what distinguishes us as humans: our capacities, aptitudes and attitudes; our imagination; the energy that flows through us – our lifeblood. And it requires the right learning environment in which to flow. 

				I have identified six key features of the learning environment that will help us to facilitate, monitor and report on invisible ink effectively in schools, and this includes children’s creativity. These features I define as:
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				Creativity, just like character, curiosity or motivation, is not best developed through a formal curriculum and assessment programme. The skills required to express one’s creativity – perceiving, connecting, synthesising and presenting – may be taught from a curriculum, and their proficiency assessed, and they already are, of course. The work of great artists, authors and musicians can be studied and mimicked. But imagination, creative thinking, inventiveness, having the courage to be original, these qualities don’t sit easily inside a scheme of work or assessment programme. They require the right growing conditions. These six features of the learning environment will help us to ensure we don’t teach pupils out of their creative zones – because they will need their creativity when they are older, as much as they will need their arithmetic and their handwriting ability.

				Or perhaps they’ll need it even more.
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				Creativity is too flexible and too capricious a phenomenon to be easily defined. (Kneller, 1965: 1).

				Like the children themselves, creativity is an unpredictable, whimsical concept to set down. When a person is ‘being creative’ he or she may encounter a very personal moment of revelation when connections become clear, ideas are synthesised and something novel is created. Such epiphanic moments are subjective, ephemeral and, by their nature, unique, so categorising or describing them is difficult. Freud said creativity originates in a ‘conflict within the unconscious mind’. So not only is an internal moment of creative inspiration difficult for observers to understand and report on, such an epiphany may even be difficult for the creator himself to express in words. Bernard Golden (2007) also writes about the unconscious element of the creative process:

				At its best, true creativity is characterised by collaboration between your conscious and unconscious mind. You can consciously work at being creative, but you are also dependent on your unconscious mind, that part of your psyche over which you have no direct control, to provide inspiration. (Golden, 2007: 23)

				What does ‘being creative’ actually mean? There are as many different interpretations for this phrase as there are colours in an artist’s paint box. We can agree that one’s imagination needs to be involved in some way for an activity to be considered ‘creative’. And there needs to be an element of novelty, or originality. But what else? Does it require something visible to appear on a page? Something visual on a stage or audible in a concert hall? Does there need to be an end product involved every time? 

				Sir Ken Robinson’s definition for creativity has become well-established these days – ‘the process of having original ideas that have value’. It is useful that he refers to a process here, rather than a product. In the much-quoted, seminal report, All our Futures, by the National Advisory Committee on Creative and Cultural Education (NACCCE) in 2000, chaired by Sir Ken, creativity is defined thus: 

				...imaginative activity fashioned so as to produce outcomes that are original and of value. (NACCCE, 2000: 4)

				Originality and value are key here. Of course, neither may seem in abundance for the teacher who is marking children’s acrostic poems on the theme of Autumn for the twentieth time. The imagery within the lines produced by the children may have been seen by the teacher a thousand times before, but the originality and value is there for the creator too. If the child has produced something new to them and valued by them, then it must be creative, mustn’t it?

				But does imaginative activity, or ‘being creative’, necessarily mean generating a product, ready to exhibit or perform? In my own explanation of the four stages of creativity offered in the previous chapter – perceiving, connecting, synthesising and presenting –  the third stage clearly involves the construction of something. But does this something need to be a physical piece of work that can be seen and judged? Or can it be an idea, an imaginative thought or a novel solution to a problem?

				Writing a poem, painting a picture, learning a piece of music or rehearsing for a play: clearly these pursuits are creative as they are creating something original and of value, though not always – I’m thinking here of certain rehearsals I have watched in certain schools, where the children have been grilled, drilled and filled up with what to do, what to say and how to say it, and I’m left wondering how creative the experience actually was. But the end product itself is not as important as the process, as the story of the sergeant major drama teacher shows. Schools so often miss this. They produce a school production of Oliver or Joseph and his Amazing Technicolor Dreamcoat that will enthrall parent audiences and remind them why they chose this school to send their children to, without realising that the military-style drilling and rehearsing may have driven out any sense of being or feeling creative. This is not, perhaps, the best example of being creative at school. But it does produce a very creative spectacle, filled with colour and music and lights and lots of excellent acting and very clear diction, audible from the back of the room. 

				But what of the other opportunities to be creative that exist across the school curriculum? We cannot rely on performance and visual arts to be the only oases of creativity in a desert of academic rigour. There are, of course, plenty of ways to be creative in other subjects too, and in the spaces between those subjects. As Mathilda Marie Jourbert (2001) reminds us:

				The arts are often termed ‘the creative arts’. This is a serious misnomer, since the arts can sometimes be taught or practised in very uncreative ways, and mathematics, history or literacy can be taught in highly creative ways.’ (in Craft [ed], 2001: 23)

				But there is a potential dichotomy here in that schools are built around a curriculum, which in turn is built around knowledge to be delivered and received, skills to be modelled and mimicked and established truths to be believed. As Anna Craft (2005) writes: 

				There are potential tensions between the existence of a curriculum with a great deal of propositional knowledge, and the encouragement of pupil – and teacher – creativity.

				There is an agenda in schools, perhaps linked to those historical assumptions again, in which the curriculum and its accompanying assessment programmes are everything. The teachers are the purveyors of content and the students are the recipients. There is much to be taught and learned, and which will ultimately be examined. 

				But, as every good teacher knows, it needn’t be a one-way street. Effective teaching and engaged learning involve more than mastery of the three Rs of receiving, retaining and regurgitating; it is a proactive, two-way dialogue: a shared discovery, in which the children’s own contributions are as valuable as the teacher’s – precisely because they not only give us insight into what they do or do not remember of the knowledge we’ve taught them, they also give us an inkling of their ability and willingness to respond creatively to that knowledge: to take a position, to make connections and to construct their own interpretations. 

				To this extent, this book is not only concerned with teaching for creativity, it is also concerned with how creative teaching and learning can lead to better performance and better grades – precisely because the learners are more engaged when they are ‘being creative’. When learning moves from a passive receiving of knowledge to an active grappling, scrutinising and interpreting it, that is when deeper understanding is gained. When the children are given opportunities to use their sensory perception, to make connections, to construct something for themselves and to present it to others, then I believe this leads to active, meaningful learning. 

				Being actively engaged in the learning process – as creators themselves – means that knowledge is retained and understood more deeply by the students, because it has been applied; it has been used to create something original and of value, from a re-enactment in history, to a story in English or a 3D model in maths. It means more to the learner. 

				When, a few years ago, I devised the Independent Curriculum, published by Galore Park, (later called the IC Programmes for Learning), I was keen to develop a model for creative teaching and active learning that did precisely this, to take the canon of knowledge one might expect from a good education and map it against a series of cross-curricular learning skills that meant children were not only receiving knowledge, they were discovering it, applying it creatively and then presenting it. 

				I was inspired at the time by a quote from the prodigious creator himself, Leonardo da Vinci: ‘I’ve been impressed by the urgency of doing. Knowing is not enough, we must apply. Being willing is not enough, we must do.’

				This has huge significance for us as teachers, the purveyors of knowledge. In Book 1, Teaching for Character, I wrote that da Vinci proudly described himself as an Omo Sans lettere – an unlettered man, which he saw as being uncluttered by the mimicry and indoctrination of a formal education. I can connect with his references here to applying and doing. These are wholly active occupations. 

				So in the Independent Curriculum (IC) I wanted to give children the opportunity to discover new things, apply them to create something new and then to communicate what they have learned with, and to, others. 

				So I created a framework in which each gobbet of knowledge or concept was put through a series of actions or ‘learning skills’. These were:

				 

				Discovering            Applying           Communicating

				I couldn’t find a subject within the curriculum that did not, in some way or another, encompass these learning skills. The purpose of the IC was to develop children’s knowledge and understanding of the taught curriculum at the same time as developing their curiosity, creativity and independent thinking – precisely because the learning activities provided in the IC made for a very active learning experience. 

				My thesis was always that it’s not just the knowledge you teach, it’s the way you teach it, and the learning skills practised along the way are as important as the knowledge itself – or perhaps even more important. 

				This, in some way, helped to address the dichotomy of which Craft writes above, because it was developing generic learning skills that are very valuable to the creative process, rather than the didactic model of teaching a lot of knowledge but without facilitating much applying or doing. I don’t think children become creative just by listening and watching and mimicking, no matter how creative the teacher at the front of the class may be. They need to do it for themselves – the learning experience needs to be an active, multi-sensory one. As Novak (1998) writes: 
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Figure I: Six key features of the learning environment
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