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preface

In 2012 the Botín Foundation published the international report Good Morning 
Creativity! which demonstrated the importance of creativity in our society 
and, in particular, in the realm of education. 

The aim of developing our creative abilities to the full is a crucial challenge, 
given that they can allow us to see things differently, to imagine new 
possibilities, to invent new solutions to our problems and to create, in short, 
new ways of doing things in order to evolve and progress.  

Consequently, the Foundation has gone one step further in this second report 
Arts and Emotions – Nurturing our Creative Potential, which has two main 
objectives:

•	 To make the educational community as a whole aware of the importance 
of the arts in education. The arts are important not just for artists, but for 
everyone, thanks to the beneficial effects they have on people’s personal 
and social development. In addition, the arts also have the capacity to 
enhance imagination and creativity. 

•	 To build and design a working model, developed in partnership with Yale 
University, to be used by the Botín Centre in Santander (www.centrobotin.
org) as the basis for its educational programmes focusing on developing 
creativity via the arts and the emotions produced by them.

The Botín Centre will help people to be more creative in their personal lives, in 
their social relationships and at work. This will build the foundation for a more 
creative society and greater wellbeing, which will be transformed, in turn, into 
economic and social wealth.

But... What will spur us on to be more creative? What will help us to see 
and think differently? What will drive us to take risks in order to activate 
our ability to be creative and innovative? Evidently, to create something 
requires a particular attitude, knowledge and thinking-skills, but emotions are 
responsible for facilitating or hindering the process – reason and emotion go 
hand in hand. Our moods are crucial when it comes to directing our thoughts 

and actions. They can paralyze or enliven us, help us to excel or lead us to 
defeat, especially when we are unable to adequately manage our emotions. 

Our emotions and our ability to manage them, in other words our emotional 
intelligence, help us, for example, to deal with the frustrations and difficulties 
that crop up during the creative process, to identify problems, to generate 
ideas, and so on. Accordingly, the Botín Foundation, in partnership with Yale 
University, has set in motion a study in which we have closely observed the 
role played by emotions in the creative process – to produce a theory that 
explains how and why they affect our creativity. 

Hence, if well-managed emotions are an important aspect of creativity, then 
we need tools that help us generate and manage these emotions in order to 
advance the creative process. We wholeheartedly believe that the arts are the 
ideal tool. And this is the second stage in our research with Yale: to study ways 
to develop creativity via the arts and the emotions produced by them.

Furthermore, we are going to put these lines of research into practice at the 
Botín Centre in programmes, activities and workshops that employ the arts to 
develop creativity at all ages. One example of this will be the use of the visual 
arts to enhance observation, the production of ideas and critical awareness 
– all of which are crucial aspects of creativity. These workshops will cater to 
children, teenagers, adults in all professions, the elderly and families. 

We would like to express our thanks to all the international experts who 
contributed to the report; to Christopher Clouder, who directed this working 
group, for all his effort and dedication; as well as to Zorana Ivcevic and the 
researchers at Yale University. All of them have worked shoulder to shoulder 
with the Botín Foundation on this thrilling and creative project. 

We look forward to seeing you soon –among art, emotions and creativity– at 
the Botín Centre.

Botín Foundation
Santander, April 2014
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Abstract
This chapter discusses the emotionally complex processes important for creativity and describes the social function 
the Arts can play in developing creativity. 

It is asserted that for increases in creative achievement to happen two things are necessary: people need to have the 
attitude of openness (looking at the world with interest and receptivity) and that they need to develop skills to manage 
the emotions that inevitably accompany creative work. 

First, different kinds of creativity are discussed; then the role of emotions in the creative process is examined, and 
finally the chapter proposes how the Arts can be a medium through which people can learn to use and manage their 
emotions to foster daily creativity. 

At the end, this chapter explains how these approaches will be applied in the programmes for the development of 
creativity through the arts which will be run at the Botín Centre in Santander.
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Creativity, emotions, and the arts
Creativity is more important than ever. Global climate change is putting 
demands on societies rich and poor. Need for energy is increasing. Even 
the developed Western countries are straining under the stress of changing 
economic realities. None of these challenges can be solved in familiar ways. 
The challenges of the 21st century require new ways of thinking, making it 
crucial for educators and policy makers to understand the processes of 
creative thinking and achievement. In this chapter we discuss the emotionally 
complex processes important for creativity and describe a social function 
that the arts can play in developing creativity.

When people hear the word creativity, most often they first think of the arts. 
Both art making and art appreciation are deeply emotional processes. The arts 
take us on a rollercoaster ride of sadness, tranquility, and anguish. Pablo Picasso, 
one of the most creative artists of the 20th century, saw artists as receptacles 
for emotions and vehicles for transforming felt emotions into tangible works of 
art (Picasso, 1988). But emotions are not only important for artistic creativity. 
Invention and innovation in all domains of human endeavor, from scientific 
research to business entrepreneurship, are filled with frustration at many 
dead ends, puzzlement at the unknown, excitement about new problems to 
examine, and the elation of eventual success. In this chapter, we assert that 
for increases in creative achievement to happen, two things are necessary – 
people need to have an attitude of openness (looking at the world with interest 
and receptiveness) and they should develop skills to manage the emotions 
that inevitably accompany creative work. First, we discuss different kinds of 
creativity. Then, we examine attitudes toward creativity, the role of emotions in 
the creative process, and finally, we propose how the arts can be a medium to 
teach people to use and manage their emotions to foster creativity. 

Let us pause for a moment and examine what we mean by creativity. What can 
be creative? Psychologists study the creative person, creative process, and 

creative products and throughout this chapter we will refer to all three ways 
of understanding creativity. When psychologists are interested in studying 
creative people, they want to learn who are the creators – what they are like 
or how we can describe their traits, skills and life experiences. The study of 
the creative process answers how a person thinks and works – how they 
discover problems worth pursuing, how they approach these problems, and 
how they address them. Finally, creative products can be ideas, performances 
or items created by individuals or groups. The generation of products is key in 
discussing creativity – without it, we are talking only about imagination that 
does not take flight. 

Creative products are both original and appropriate (Plucker, Beghetto, & 
Dow, 2004). Consider a news report about a new skyscraper in London (Bill, 
2013). The building was designed by renowned architect Rafael Viñoly and 
nicknamed the “walkie-talkie”. Unfortunately, the design included a curved 
wall of reflective glass, which focused the sun’s rays and melted parts of 
cars and set things on fire. While the design might have been original, it was 
not appropriate for the city setting and therefore is not a good example of 
creative architecture. Meanwhile, engineers have designed solar power 
plants using the curved glass design, laying fields of mirrors to focus the sun’s 
light to heat gas, power pistons and create electricity (Walsh, 2013). In the 
context of energy production, using curved glass panels is both original and 
appropriate, and therefore deemed a creative innovation, unlike the “walkie-
talkie” building. 

It is often difficult to tell what makes a creative product. Is it the choice of 
colors in a work of art? Is it the composition? Is it the subject matter? Teresa 
Amabile, psychologist at the 
Harvard Business School, noticed 
that people tend to agree on 
whether something is creative 

TERESA AMAbIlE, 
pSYCHOlOgIST AT THE 
HARVARD buSINESS SCHOOl, 
NOTICED THAT pEOplE TEND 
TO AgREE ON wHETHER 
SOMETHINg IS CREATIVE 
OR NOT
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or not. For example, before the release of the iPad, it did not seem likely 
that it would be a big success. The iPad seemed to be an oversized iPhone; 
it did not have a keyboard that would be useful for writing documents or 
longer e-mails, it was not small enough to be carried in one’s pocket, and 
it was expensive. When analyzed feature-by-feature, it did not appear to be 
particularly original or useful. Still, upon its release in 2010, over 3 million iPads 
were sold in 80 days and it continues to be the most popular tablet computer 
around the world. The iPad was deemed to be one of the 50 best inventions 
of 2010 by Time magazine and the “top gadget” by Popular Science. It is hard 
to say what exact features made this product innovative, but there is a clear 
consensus that it is creative. 

In spite of the challenges in defining creativity, psychologists have devised 
ways to study creative individuals, their creative process of creation, and the 
ideas and products they create. This research points to four ways people can 
be creative (Kaufman & Beghetto, 2009). At the most basic level, there are 
creative moments which might only be original to the individual, such as when 
a child experiments with building blocks. Then, there is everyday creativity 
which is evident in interactions and activities of daily life, such as when one is 
playing music with friends or when devising a way to help a child struggling 
with homework. More skill and knowledge is necessary for professional 
creativity. For instance, a teacher who develops a curriculum to teach kids 
how to resolve conflicts with peers or your cousin, who opens a restaurant 
fusing Spanish and Italian cuisine, both show professional creativity. Finally, 
eminent creativity describes individuals who change a domain of work or 
even a culture at large, such as Albert Einstein or Bill Gates. We are especially 
interested in creativity that both contributes to society and is accessible to 
large numbers of people – everyday and professional creativity. 

Who are these creative individuals? They are individuals working in various 
domains, from an innovator designing a new smart phone, to a scientist 

developing a new treatment 
for depression, and a manager 
improving her team’s productivity. 
Creative people have a number of 
personality characteristics that set 
them apart from others. They are 

open to new experiences, curious, and unconventional (Feist, 1999; Ivcevic, 
2007; Ivcevic & Mayer, 2009; King, Walker & Broyles, 1996; McCrae, 1987) 
and they often have artistic and intellectual interests as children (Helson, 
Roberts & Agronick, 1995). These personal attributes are shared by creative 
individuals in diverse domains, from the arts to sciences and technology.

We have asked an even more fundamental question in understanding who 
is likely to be creative – how people see the world and whether they want to 
be creative. When facing a choice about how to approach a problem or task, 
people, either consciously or not, ask themselves whether they want to be 
creative and whether the benefits of being creative are greater than the risks 
associated with it. By way of example, when a social entrepreneur realizes 
the need to develop children’s critical thinking skills, she has to decide that 
she does not want to look away from this problem. She has to decide to make 
a commitment to work on this problem and look for innovative solutions. 
Similarly, a marketing executive who sets out to create an ad campaign to 
promote a new clothing line has to decide whether to do something similar 
to previous campaigns or to be original and expose herself to the risk of the 
campaign not being well received.

Our studies with secondary school and university students show that there 
are three kinds of attitudes towards life and work that are relevant for 
creativity. One kind of attitude focuses on anticipating negative emotional 
consequences of creativity. Students are concerned that people might think 
original ideas are silly, that sharing creative ideas exposes them to ridicule, and 

CREATIVE pEOplE HAVE A 
NuMbER Of pERSONAlITY 
CHARACTERISTICS THAT SET 
THEM ApART fROM OTHERS
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they worry about being perceived 
as disrespectful or angering 
others if they suggest original 
ideas. The second kind of attitude 
focuses on preventing negative 
consequences of sharing creative 
ideas. This is an “it is better to be safe than original” attitude. Students believe 
that they should be creative only when they might feel psychologically safer, 
such as when they are more senior or have fully mastered a domain of work. 
Many teachers encounter this attitude when students ask about the exact 
steps they need to follow in order to get the highest possible grades. Finally, 
the third kind of attitude is welcoming to creativity and emphasizes that 
working on open-ended projects feels important and meaningful. We found 
that when students hold this open attitude, they are both more motivated to 
work on creative projects and willing to work hard. Thus, if we aim to increase 
creativity, it will be necessary to shift people’s attitudes toward creativity 
from apprehension to curiosity. 

emotions in the Creative ProCess
How does the creative attitude – observing the world with curiosity and 
receptiveness – translate into creative thinking and doing something 
creative? Knowledge and thinking skills are crucially important in the creative 
process. People have to be able to come up with many different ideas and 
imagine possible solutions to challenging problems. To do that, they usually 
need extensive knowledge of 
a domain of work. Knowledge 
of electrical engineering, for 
example, is necessary if one 
is creating a design for an 
electric car. But the creative 
process is also fraught with 

emotion. Josephine Cochrane was frustrated at her housekeepers chipping 
valuable china while washing the dishes. She decided that if no one else was 
going to invent a machine to wash the dishes, she would do it. Indeed, she 
transformed this frustration and eventually came up with the first workable 
dishwasher (Fenster, 1999). To another person, frustration will not be a source 
of inspiration in identifying important 
problems and will instead lead to anger. 
Thus, emotions can both be beneficial 
or detrimental to the creative process. 

Scholars agree that there are several 
common steps in the process of 
creation (Amabile, 1996; Wallas, 
1926). A person has to identify a problem, gather the relevant information 
and resources, generate ideas, evaluate the value of the ideas, and finally 
decide whether the process is complete, needs to be repeated or should be 
abandoned. These steps are not linear and occur in varying orders, such as 
when learning or preparation leads to recognizing a problem. For example, a 
teacher might realize that her students do not read a lot and that this is not 
good for their education and development. The teacher has thus identified a 
problem and committed to it. In her frustration, the teacher could resort to 
simply requiring students to read more for class or just give poor grades to 
students who do not do the required reading. Instead, the teacher decides 
to be creative. She gathers information about students’ interests and finds 
books that address these interests. She generates ideas about how to interest 
children in these books by having them act out different characters, invent 
games inspired by the books, and write new adventures of students’ favorite 
characters. The teacher tries out these ideas in class and observes whether 
students start reading more books. If there is a group of students who still do 
not read much, the teacher talks to them and comes up with additional ideas 
of how to engage them. 

… THERE ARE THREE kINDS Of 
ATTITuDES TOwARDS lIfE AND 
wORk THAT ARE RElEVANT 
fOR CREATIVITY

HOw DOES THE CREATIVE 
ATTITuDE – ObSERVINg THE 
wORlD wITH CuRIOSITY AND 
RECEpTIVENESS – TRANSlATE 
INTO CREATIVE THINkINg AND 
DOINg SOMETHINg CREATIVE?

… EMOTIONS CAN 
bOTH bE bENEfICIAl OR 
DETRIMENTAl TO THE 
CREATIVE pROCESS
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To date, most research studying emotions in the creative process has 
examined how different moods help or hinder idea generation. Alice Isen 
and her colleagues at Cornell University (Estrada, Young, & Isen, 1994; Isen, 
1999; Isen, Daubman, & Nowicki, 1987) brought university students to a lab 
and induced either positive or negative moods by playing upbeat or gloomy 

music or by asking them to think of 
happy or sad events in their personal 
lives. Then, the participants were asked 
to complete tests of creative thinking. 
In one test, they were asked to find 
something that was common to a set 
of three concepts. For example, what 
do “salt”, “deep” and “foam” have in 
common? The hidden link is “sea”. In 

another test, people had to devise a way to fasten a candle to a corkboard wall 
and light it without the wax dripping on the floor using only a candle, a box of 
tacks and a book of matches. People had to figure out that they could take the 
tacks out of the box and use the tack box as a candleholder. In general, these 
studies showed that people who were made to feel happy were more flexible 
and original in their thinking than those in neutral or sad moods. 

If being happy is key to coming up with creative ideas, how did all the eminent 
artists and scientists who are not known for being very cheerful manage to 
be creative? Some researchers have suggested that rather than looking at 
the influence of positive or negative emotions, the focus should be on which 

emotions energize a person to act 
(Baas, De Dreu & Nijstad, 2008). For 
example, a painter in a positive mood 
may feel content with his painting and 
choose to end the creative process, 
missing out on more original ideas 

that could have come about later if he had continued to work on the painting. 
On the other hand, a painter who is feeling dissatisfied with a project might 
be pushed to put in more effort and persist longer, leading him to be more 
creative. It may be that a person must first experience a negative emotion 
that causes them to act, which is then replaced with more positive emotions 
as the creative process unfolds (Bledow, Rosing & Frese, 2013). 

One emotion that consistently inhibits 
creative thinking is unmanaged anxiety. 
As stated by the renowned Spanish 
theatre director Albert Boadella: 

“I have a pen and I write something 
but as if I didn’t have a job. I try to be as relaxed as possible. When I 
am feeling tension, I block. So I try to be as a sponge so that things 
flow through me”.

Yet, despite the harmful effects of unmanaged anxiety, embarking on a creative 
process is often filled with anxiety. Facing music in need of lyrics, an empty 
computer screen, or a new business venture can be unnerving. A person can 
imagine the difficult process of creation, uncertainty of success, and anticipate 
others’ reactions. Others’ reactions to one’s work can range from being irritating 
to devastating to infuriating. How one handles these emotions can make the 
difference between giving up and achieving something significant. A group of 
Dutch researchers (Van Kleef, Anastasopoulou & Nijstad, 2010) studied the effects 
of receiving angry feedback on creativity. Participants were asked to complete a 
test of creative thinking and then were given feedback before working on another 
creativity test. Among the participants who received angry feedback, some did 
better on the second task, while others did worse. Some people have the ability to 
channel angry feedback into motivation to work harder and better, while others 
become paralyzed and disengage from the task. 

TO DATE, MOST RESEARCH 
STuDYINg EMOTIONS IN 
THE CREATIVE pROCESS HAS 
ExAMINED HOw DIffERENT 
MOODS HElp OR HINDER 
IDEA gENERATION

… pEOplE wHO wERE MADE 
TO fEEl HAppY wERE MORE 
flExIblE AND ORIgINAl 
IN THEIR THINkINg THAN 
THOSE IN NEuTRAl OR SAD 
MOODS

ONE EMOTION THAT 
CONSISTENTlY INHIbITS 
CREATIVE THINkINg IS 
uNMANAgED ANxIETY
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The fact that some people are 
better able to overcome anxiety or 
channel their frustration shows that 
people have influence over how their 
emotions impact on their thinking and 
work, and that some people are more 
skilled at managing their emotions 
than others. Based on the assumption that people can harness and influence 
their own emotions, our research asks how people can use their emotions to 
enhance creativity. Thus, we are not asking what emotions lead to creativity; 
rather, we are interested in how different emotions can be harnessed or 
transformed for greater creativity.

A person who is able to use their emotions to help them achieve goals in their daily 
life can be described as emotionally intelligent. Emotionally intelligent people are 
able to recognize when they are feeling an emotion and label it accurately. They 
can tell the difference between related emotions, such as boredom and annoyance 
or serenity and happiness. Because they have a more nuanced understanding of 
emotions, emotionally intelligent people are better able to interpret the meaning 
of their emotions, understand the causes of emotions and manage emotions 
more effectively. They understand that the creative process can be emotionally 
difficult and they can accept these challenges. Creative work is usually complex 
and difficult. There are dead ends and false starts. Writer Mercedes Cebrian 
describes the persistence and work ethic necessary for creativity. 

“In art, you have to spend a lot of time alone and you have to be 
prepared to work as in any other job. It is not constant fun by any 
means. First of all, there is this jotting down of notes about all 
kinds of aspects of the real world. Then you need to sit down and 
to know that a lot of time will pass during the process in which 
nothing useful or definitive happens”.

Emotional intelligence abilities have a role throughout the creative process, 
from finding important problems, to coming up with original ideas and 
persisting in solving problems despite 
frustration or obstacles. In other 
words, emotional intelligence abilities 
are important in how individuals 
navigate through the challenges 
of creative work. Figure 1 depicts 
the role of emotions and emotional 
intelligence abilities in the creative 
process. The model starts with the 
assumption that the key to creative 
production are traits, attitudes, 
and skills, such as openness to 
experience, beliefs about the importance of creativity, and a commitment to 
creativity. When these traits, attitudes, and skills exist, emotions can be tools 
and motivators of creativity and they can direct people’s actions.

What does the emotionally intelligent creative person do when facing a lifeless 
lump of clay or a new business project? Artist Carsten Holler described how 
he gets started on a new project and pointed to the importance of a balance 
between allowing his mind time to wander freely and being attentive to 
potential ideas or sources of inspiration. 

“You see somebody going by with a dog and then watch this 
person. Then you start to think about him and his dog and what 
kind of food the dog eats. Then you start thinking about dog food. 
And then you go on like this into infinity. But then, suddenly, there 
is another thing, an idea coming in and it is not possible to say in 
words what it is”.

… wE ARE INTERESTED IN 
HOw DIffERENT EMOTIONS 
CAN bE HARNESSED 
OR TRANSfORMED fOR 
gREATER CREATIVITY

EMOTIONAl INTEllIgENCE 
AbIlITIES HAVE A ROlE 
THROugHOuT THE CREATIVE 
pROCESS, fROM fINDINg 
IMpORTANT pROblEMS, TO 
COMINg up wITH ORIgINAl 
IDEAS AND pERSISTINg IN 
SOlVINg pROblEMS DESpITE 
fRuSTRATION OR ObSTAClES
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Creativity
General and domain-specific skills
Attitude of interest in creativity

Creative process

Using emotions to 
aid thinking

Understanding and managing situations

emotionemotion

satisfied: work completed

dissatisfied: back to creative process

Product

task choice Problem finding

Preparation

idea generation

execution

evaluation and revision

tool

Figure 1. Model depicting the role of emotional intelligence skills in the individual creative process
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More often, working around constraints leads to creativity. For instance, 
when people are asked to design a toy, they are more creative if they are 
constrained by having to use all of the specified building blocks than if they 
have more freedom to choose how many and which building blocks to use 
(Moreau & Dahl, 2005). Both allowing the mind time to wander (and thus 
putting off active work) and having significant constraints can induce anxiety. 
Emotionally intelligent individuals are 
better able to manage unpleasant 
emotions arising during the creative 
process, which can lead to new 
problems or redefining old problems. 
In turn, the way one frames the 
problem can lead to creative solutions. In one study, school-aged children 
were asked to make a drawing entitled “Playing Tag in a School Yard”. Some 
students took the title literally, whereas others viewed the prompt as a starting 
place and reformulated the problem to allow themselves to be more creative. 
For example, one student drew ghosts tagging the school with various labels, 
while another student handed in a blank piece of paper with the modified title 
“Playing Tag in a School Yard – During a Blizzard” (Getzels & Jackson, 1962). 

In another study, Getzels and Csikszentmihalyi (1975) set up an art studio in 
their laboratory at the University of Chicago and invited art students to create 
still-life drawings by choosing from among 30 available objects. The researchers 
observed the artists as they picked out objects, arranged them and completed 
the drawings. Some artists spent more time than others picking up the objects, 
feeling their weights and textures, and trying to work mechanical parts of the 
objects. Researchers called this process problem finding – artists spent time 
playing with objects and ideas of what to draw before they committed to a 
specific still life. These artists remained open to how they would structure the still 
life and delayed making a decision about what to draw. In the end, the artists who 
spent the most time problem finding made the most creative drawings. 

Engaging in prolonged problem finding can be emotionally challenging. 
The unknowns of what to work on or how to approach a task are often 
disconcerting. People differ in how much of this discomfort they are willing 
to endure. Psychologists call 
this willingness to endure 
uncertainty “tolerance of 
ambiguity” and find that it is 
closely related to creativity 
(Helson & Pals, 2000; Lubart & 
Sternberg, 1995). Emotionally 
intelligent individuals can 
anticipate the emotional 
discomfort during problem 
finding, but are also better able 
to cope with these feelings. 
In a fast moving world where 
most people work on multiple 
projects with significant time constraints, substantial skill is needed to 
manage anxiety in the face of deadlines and allow oneself time for problem 
finding and idea exploration. 

Emotional intelligence abilities are also necessary to transform emotions into 
motivators of creative activity. For example, boredom can lead to a desire 
for passive entertainment or even destructive behavior, such as drug use 
(Csikszentmihalyi, 1993; Hunter & Csikszentmihalyi, 2003). Alternatively, 
boredom can inspire a person to seek challenges in creative work, as 
illustrated by writer Mercedes Cebrian: 

“I suffered from great boredom, but I think that’s quite positive. 
Now as adults we don’t get as bored, there isn’t time for boredom. 
I spent the months of my summer school holidays as a child really 

MORE OfTEN, wORkINg 
AROuND CONSTRAINTS 
lEADS TO CREATIVITY

IN A fAST MOVINg wORlD 
wHERE MOST pEOplE wORk 
ON MulTIplE pROjECTS 
wITH SIgNIfICANT TIME 
CONSTRAINTS, SubSTANTIAl 
SkIll IS NEEDED TO 
MANAgE ANxIETY IN THE 
fACE Of DEADlINES AND 
AllOw ONESElf TIME fOR 
pROblEM fINDINg AND IDEA 
ExplORATION
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bored. This is where you had to be inventive to find things to do. 
[As an adult] Other situations, like weddings or funerals, are 
moments of real boredom. There is no way to escape. So I take 
advantage of this for my writing. Boredom doesn’t need to exist 
if one can take advantage of it.  But I also think it’s negative, and 
most importantly, unrealistic to avoid boredom because I suppose 
it’s really the fear of being alone with oneself and with one’s own 
thoughts. In my opinion, boredom puts you into contact with your 
own self”.

Another way that people can use emotions to help creativity is by matching 
their emotional state to the tasks that would benefit from a certain mood. 
People in sad moods tend to think more critically; thus, sad moods can help 
with tasks that require critical and analytic thinking. On the other hand, 

people in happy moods are better 
able to quickly come up with 
interesting and playful ideas; 
thus, happy moods can help with 
brainstorming tasks that require 
original thinking in a short amount 
of time. In a series of studies, 
Cohen and Andrade (2004) 
demonstrated that some people 
consciously match their moods to 

benefit the tasks they face. They brought university students into the lab and 
showed them various video clips to make them experience different emotions. 
Participants were then either told they would be performing a task requiring 
precise analytic thinking or a task generating creative and imaginative ideas. 
Participants were given a choice to listen to happy or sad music before 
working on these tasks. By listening to music, people could make their mood 
either more positive or more negative. Many people decided to listen to 

upbeat music when they were told they would work on a brainstorming task 
and sad music when they were told they would work on an analytical task. 

This study showed that people do not manage their moods only to make them 
more positive, but that they also consider how useful different emotions are 
for what they have to do. Some people decided to change their initial mood 
and make it more negative because sad moods are helpful in performing 
critical thinking tasks. Others chose to make their mood more positive because 
happy moods can help with generating original ideas. However, not all people 
matched their emotions to the tasks awaiting them, demonstrating that not 
everyone has an understanding of which moods benefit different tasks. The 
theory of emotional intelligence posits that individuals who have the ability 
to use emotions to help thinking understand the influence of moods on 
performance and can apply this understanding in their work (Salovey, Mayer, 
& Caruso, 2002). By intentionally choosing to work on tasks that require 
critical evaluation or editing for quality in sad moods and tasks that require 
coming up with new ideas in happy moods, people should be able to complete 
their tasks more successfully.

After engaging in a creative task, people can feel a range of emotions, and 
these emotions can signal future actions. Emotions related to satisfaction 
signal that the creative process is over; the person solved a problem and feels 
good about the solution. Alternatively, emotions related to dissatisfaction or 
anxiety can signal that there is a problem and direct one back to the creative 
process. If the frustration or anxiety is too high, the person may choose to give 
up rather than return to the creative process. The skill of accurately labeling 
one’s feelings and understanding the source of those emotions is helpful in 
this process. For example, imagine a teacher who feels frustrated at the end 
of each school day. If she has the ability to understand that her frustration is 
a result of not having all the students engaged and participating in class, she 
will act differently than if she cannot identify the source of her frustration. If 

ANOTHER wAY THAT pEOplE 
CAN uSE EMOTIONS TO HElp 
CREATIVITY IS bY MATCHINg 
THEIR EMOTIONAl STATE 
TO THE TASkS THAT wOulD 
bENEfIT fROM A CERTAIN 
MOOD
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she decides to approach this problem creatively, she can generate possible 
solutions to engage students. She thinks of many solutions but decides to 
try offering stickers each time students raise their hands. After a few weeks 
there are no changes in students’ participation. The teacher continues to feel 
frustrated. Finally, the teacher pairs disengaged students with those who are 
struggling and students become more engaged when they feel responsible 
for helping others. The teacher was able to use her frustration as motivation 
to identify a problem and also to continue working on the problem until it was 
resolved successfully. 

enhanCing emotional intelligenCe skills 
and Creativity throUgh the arts
Pablo Picasso talked about artists being receptacles for emotions and 
vehicles for transforming emotions (Picasso, 1988). Similarly, the renowned 
director Stanley Kubrick likened film to music in that they both should be 
a progression of moods and 
feelings to which the theme and 
meaning are added later (Kogan, 
1989). Emotions are central to 
all art forms, from painting and 
sculpture, to music, film, theatre 
and other arts. For some artists, 
this process might be unconscious 
and feel automatic or natural. 
However, emotional intelligence 
skills can be taught, practiced 
and developed (Brackett, Rivers, 
Reyes, & Salovey, 2012; Rivers & Brackett, 2011) and people can learn how to 
deliberately use their emotions as aids in the creative process. Engagement 
with the arts, both as art appreciation and art creation, can be a powerful 
teaching tool in increasing emotional intelligence abilities and creativity in 

one’s everyday and professional life. This is the thesis central to the mission 
and philosophy of the Botín Centre and it is a thesis that will motivate the 
development of educational programs and the research on their effects. 

In collaboration with the Botín Foundation and the Botín Centre, researchers 
at the Yale Center for Emotional Intelligence are designing a series of 
workshops for children and adults using the arts as a teaching tool. Different 
educational programs will use visual arts, music, acting and other art forms to 
build creativity-relevant skills. For instance, unlike a usual trip to the museum, 
where people might look at each artwork for just 30 seconds, the workshop 
participants will be asked to look at a single work of art for a minimum of 10 
minutes. People will be challenged to examine details of content, structure, 
composition, and color. They will be asked to explore the work of art from 
different perspectives, angles and distances. People will be encouraged to 
imagine themselves inside the work of art, thinking about the sights, sounds, 
smells and feelings that they would experience if they were literally inside it. 
Noticing details and creating a rich picture of the artwork will be then applied 
to learning about emotions and creative work. 

This simple technique of deep observation and entering into a work of art 
is a common tool used by eminent creators across the arts and non-artistic 
domains (Root-Bernstein & Root-Bernstein, 1999, 2004). Successful actors, 
for instance, are able to identify with a character they are portraying and not 
only understand the character’s 
emotions but also feel them as 
their own. Innovators in other 
fields also use this technique, 
from the animal scientist Temple 
Grandin who observes the world 
from the standpoint of cows 
and sheep as she is designing 

ENgAgEMENT wITH THE ARTS, 
bOTH AS ART AppRECIATION 
AND ART CREATION, CAN bE 
A pOwERful TEACHINg TOOl 
IN INCREASINg EMOTIONAl 
INTEllIgENCE AbIlITIES 
AND CREATIVITY IN ONE’S 
EVERYDAY AND 
pROfESSIONAl lIfE THIS SIMplE TECHNIquE Of 

DEEp ObSERVATION AND 
ENTERINg INTO A wORk Of 
ART IS A COMMON TOOl 
uSED bY EMINENT CREATORS 
ACROSS THE ARTS AND 
NON-ARTISTIC DOMAINS 
(ROOT-bERNSTEIN & ROOT-
bERNSTEIN, 1999, 2004)



18

Arts and emotions - Nurturing our Creative Potential

creativity. The arts provide a suitable medium to teach people about 
emotions and creativity. Works of art – from paintings, sculptures, pieces of 
music, to dance and dramatic arts performances – convey emotion and are 

themselves a result of the creative 
process. While talking about one’s 
own emotions is highly personal 
and uncomfortable for some 
individuals, works of art provide 
subject matter that is located 
outside of the person. The arts, 

therefore, provide the space for emotions to be examined in a psychologically 
safe manner. Even individuals who are concerned about the negative social 
consequences of exposing themselves emotionally will be able to engage in 
educational activities that employ the arts as a teaching tool. 

Our research and educational activities have the ultimate goal of enabling 
the emergence of two critical elements in creativity. The first is an open 
attitude toward creativity and the second focuses on the emotional abilities 

necessary to sustain effort in 
creative work. In this chapter, 
we reviewed research that 
shows that personality traits 
and attitudes of openness to 
creativity are necessary for 
creative achievement, but are not 
enough on their own. Importantly, 
emotional intelligence abilities 

can guide and regulate behavior during the creative process. These abilities 
can turn felt emotions into tools of inspiration for creativity and they can 
direct people’s actions during the creative process. When ideas or products 
are generated, emotional intelligence abilities can help signal the completion 

animal corrals, to medical doctors who devise optimal treatment plans for 
individual patients. 
 
The first goal of our multi-pronged educational programs is to enhance 
emotional intelligence skills. People will be asked to describe emotional 
content in works of art and reflect on how the artwork makes them feel. 
As they share their observations, people will discover that the same work 
can be perceived differently depending on the level of detail noticed or 
personal associations the work invoked, as well as learn that the same events 
evoke different feelings in different people. In this process, people will gain 
knowledge about how emotions are expressed and what information is 
necessary to successfully perceive emotions. 

The second goal of our educational programs is to teach people to use emotions 
in the service of their own creative process. Imagining a real life problem as 
represented in a work of art, participants will gain distance from the problem 
and achieve a fresh perspective. People will be guided in learning about how 
different emotions help and hinder performance in various tasks. A person 
viewing a work of art depicting sadness, for instance, will be challenged to 
notice the kinds of thoughts that occur in this mood. Similarly, individuals 
will analyze how emotions like frustration and boredom influence creative 
work. In one activity, participants will identify a work of art that represents 
their problem and another work that represents a successful resolution of 
the problem. Then, people will be asked to imagine that the two works are 
the first and the third in a triptych, a series of three related paintings. They 
will be challenged to envision the missing painting. This process will develop 
associative thinking skills that are important building blocks in creativity 
(Russ & Dillon, 2011). 

Fundamental to this applied educational work is the realization that 
observation skills are key to both developing emotional intelligence and 

… ObSERVATION SkIllS ARE 
kEY TO bOTH DEVElOpINg 
EMOTIONAl INTEllIgENCE 
AND CREATIVITY

OuR ulTIMATE gOAl IS TO 
INCREASE SOCIETAl CREATIVITY 
– THE SkIllS NECESSARY TO 
INCREASE INNOVATION AND 
gENERATE DEVElOpMENT IN 
SOCIETY
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of the creative process or a need for continued work. Our current research 
examines how attitudes about the importance of creativity and high levels 
of emotional intelligence abilities jointly contribute to creative achievement. 
Our goal is to envision ways to use emotion-filled works of art to help people 
more fully develop their emotional and creative skills. Unlike traditional 
arts education programs and centers, we are not primarily interested in 
developing artistic skills. Rather, we are interested in using involvement in the 
arts to enhance people’s creativity in their everyday and professional lives. 
Our ultimate goal is to increase societal creativity – the skills necessary to 
increase innovation and generate development in society.
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Botín Foundation. In 1964 Marcelino Botín Sanz de Sautuola and his wife 
Carmen Yllera, founded the Marcelino Botín Foundation to promote social 
development in Cantabria, in the north of Spain. The main office is located in 
the city of Santander, the capital of Cantabria, in what used to be the Sanz de 
Sautuola family’s house.

Today the Foundation, chaired by Emilio Botín, nephew of the founder and the 
Chairman of the Santander bank, remains faithful to the spirit of its founders and 
after nearly 50 years of work, is Spain’s number one private foundation both in 
terms of its investment capacity and the social impact of its programmes.

The Botín Foundation’s objective is to stimulate the economic, social and 
cultural development of society. To achieve this, it acts in the fields of art and 
culture, education, science and rural development, supporting creative, cutting 
edge talent and exploring new ways of generating wealth. It is primarily active 
in Spain and especially in the region of Cantabria, but also in Latin America.

Coinciding with the Foundation’s 50th anniversary, the new Botín Centre, 
designed by Renzo Piano, will be opened in Santander. The Botín Centre will 
be one of the leading art centres on the international scene that, through the 
arts, will contribute to the development of creativity as a way to stimulate 
economic and social growth.
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“It is music and dancing that makes me at peace with the world, 
and at peace with myself”. 
Nelson Mandela1 

Every day and every moment of our waking lives we live with the creativity of 
the past. It surrounds and envelops us in all that we do whether it is a cultivated 
garden or park, the architecture in which we live or work, the clothes we wear, 
the food we cook, the furniture we use, the social and economic expectations 
we have or the language we 
speak. Most of the time we do not 
perceive it – it is just what it is, but 
we can also focus our minds on it 
and then a stream of new questions 
arises. When we ask ourselves 
what effect does this space have 
on me, and why? Why do I use 
this particular word to describe 
something I feel? Why do I prefer 
this picture for my wall? Why are 
some actions acceptable in one 
culture but are not considered 
proper in another? These questions are creative in themselves. They take us 
into new realms. In human history there has always been creativity and this 
capacity has had a determinative influence on how we lead our lives, but what 
really changes over time is how we think about this capacity for creativity and 
make it conscious. 

The contemporary vibrant discussion on the value of creativity and innovation and 
their connection to our emotional life is not new. However, it is different. Utilising 
the powers of fire, developing the linguistic skills to communicate, creating the 
first wheel or clay pot, the discovery of metallurgy, building houses for habitation 

In HumAn HISTORY THERE 
HAS AlwAYS bEEn CREATIVITY 
AnD THIS CApACITY HAS HAD 
A DETERmInATIVE InFluEnCE 
On HOw wE lEAD OuR lIVES, 
buT wHAT REAllY CHAngES 
OVER TImE IS HOw wE THInk 
AbOuT THIS CApACITY FOR 
CREATIVITY AnD mAkE IT 
COnSCIOuS

leading to larger and larger communities, finding ways of coordinating social 
endeavours and aspirations, have all deeply affected human evolution. The 
inventions and innovations of today should be measured against the discoveries 
of the past with certain humility. It is all too easy to have hubris about our 
present state compared to the achievements of our ancestors. Creativity, from 
the invention of knitting needles 
to the manufacture of iPads, is 
synonymous with our continuously 
evolving sense of identity. “… never 
before has the pace of innovation 
accelerated so dramatically, filling 
our lives with new fashions, new 
electronics, new cars, new music, 
new architecture … And even 
now a new crop of artists gaze 
at the Mona Lisa with an eye to 
turning it into something fresh and 
dazzlingly creative. The human 
chain of invention remains unbroken and in our superbly connected world, our 
singular talent to create races ahead of us”.2 (Pringle, H. 2013) In this age of 
frenzied newness we also need an anchor lest the “race” exhausts us and the 
“unbroken chain” is snapped. To find our bearings we need more than ever the 
salutary thought that someone, somewhere, somehow created this, and what 
they created becomes, as it were, “spellbound” in time and material. Then we 
can create the connectedness between the past and the present that we need. 
“… our lives increasingly require the ability to deal with conflicting messages, to 
make judgments in the absence of rule, to cope with ambiguity, and to frame 
imaginative solutions to problems we face”.3 (Eisner. 2002)

The question of “how” something is created or invented is usually answerable 
in some form, at least in terms of what has been created since the 

“… OuR lIVES InCREASInglY 
REquIRE THE AbIlITY TO DEAl 
wITH COnFlICTIng mESSAgES, 
TO mAkE juDgmEnTS In 
THE AbSEnCE OF RulE, TO 
COpE wITH AmbIguITY, AnD 
TO FRAmE ImAgInATIVE 
SOluTIOnS TO 
pROblEmS wE FACE” 
(EISnER, 2002)



28

Arts and emotions - Nurturing our Creative Potential

Renaissance, which was a time when art became self-conscious and a more 
alert attention began to be paid to an individual’s innovative attainments. 
Those who embarked on a creative career at that time became celebrated for 
their work, hence overturning St. Augustine’s authoritative and stern edict 

“Creature non potest creare” (a 
creature should not presume to 
create). In contrast, Alberti in 
15th century Florence likened the 
painter’s work to that of “another 
God” 4(On Painting. 1435). A battle 
was begun for the human soul and 
in many ways the battleground is 
the same now as it was then. This 
was the starting point of the early 
modern age in European history 

of which we are the heirs. We speak about “disruptive technology” when 
contemplating the changes wrought upon our lives in the last few years but 
in the longer term the real disruptive technologies are the arts. They cause us 
to see and experience the world and our fellow human beings differently, and 
our ways of perception fluctuate with the influence of our times, our changing 
cultural and natural environment and our sense of selfhood.

The Ancient Greeks well knew with their theatrical concept of “catharsis”, 
whereby immersing ourselves in the art of the theatre and the tragic god-
given destiny of mythological characters, we are able to find new depths and 
strengths in ourselves to face the challenges within our individual biographies. 
They celebrated creativity in their exuberant poetic hymns to Pallas Athene, 
who combined the interconnected capacity of the hands to produce craftwork 
and that of the mind that lead to clarity of thought. Human creativity is 
actually a complex continuum of activity, relationships and inner change. It 
meanders, flows, doubles back on itself, offers up contradictions, requires 

nurturing and concentration, appears as if from nowhere and weaves itself 
into the fabric of our lives. In being imaginative we can create our own maze 
and like following Ariadne’s thread we can find an innovative way of emerging 
from it and find ourselves in a new place. The most influential narrative of 
creativity is the Odyssey, albeit nearly 3000 years old. As well as depicting 
the inner and outer voyages of its eponymous “nimble–witted” hero in his 

decades’ long quest to return 
home, it contains telling images 
of how we create our world. 
Penelope, in her determined 
attempt to reject suitors who 
claim her husband must have died 
over his twenty year absence, 
has promised that she will chose 

one of them on completion of her weaving, But what she weaves by day she 
unweaves by night. This “unweaving” is as creative as the weaving, creativity 
involves not just the making but the unmaking too. When we try to capture 
such a pathway it runs through our fingers like sand. It is a process that takes 
up threads of thought, the weft of structure, the choice of colour and tone, 
the dynamism of movement and the liberation of the spirit. By relying on only 
analytically narrowing things down we might end up destroying the very thing 
we wish to flourish. This is the dichotomy we face in discussing creativity. We 
instinctively like fixed points that can be calibrated and measured because 
they give a sense of understanding and control over what is around us, but we 
also have to face the mercurial ever-evolving nature within us.

“A lead pencil has a point, an argument may have a point. 
Remarks may be pointed and a man who wants to borrow five 
pounds comes to a point... Lots of things have points: especially 
weapons. But where is the point of life? Where is the point of love? 
Where, if it comes to the point, is the point of a bunch of violets? 

wE SpEAk AbOuT 
“DISRupTIVE TECHnOlOgY“ 
wHEn COnTEmplATIng THE 
CHAngES wROugHT upOn 
OuR lIVES In THE lAST FEw 
YEARS buT In THE lOngER 
TERm THE REAl DISRupTIVE 
TECHnOlOgIES ARE THE ARTS

HumAn CREATIVITY IS 
ACTuAllY A COmplEx 
COnTInuum OF ACTIVITY, 
RElATIOnSHIpS AnD 
InnER CHAngE
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There is no point. Life and love are life and love, a bunch of violets 
is a bunch of violets, and to drag in the idea of a point is to ruin 
everything. Live and let live, love and let love, flower and fade, and 
follow the natural curve, which flows on, pointless…. Life is not a 
question of points, but a question of flow”.5 
(D.H. Lawrence. 1929)

All artists speculate on where their art springs from, even if they keep such thoughts 
to themselves. Others are more open. Paul Klee famously “took a line for a walk”6 
(Paul Klee.1920) and declared “Art is a simile of Creation”(Ibid). He maintained 
that if the point is the centre then the line is the first dynamic and creative act. 
In these Creative Confessions he also stated that “Art does not reproduce the 
visible, rather it makes visible”. (Ibid) It is like a fire: “A certain fire, an impulse 
to create, is kindled, is transmitted through the hand, leaps to the canvas and in 
the form of a spark leaps back to its 
starting place, completing the circle 
- back to the eye (back to the source 
of the movement, the will, the idea)”. 
Works of art “help you … to fancy you 
are God”. (Ibid) He also perspicuously perceived that “Movement is the source of 
all change … Character, too, is movement”. (Ibid) There is no creativity without 
movement. And how we move inwardly and outwardly are intimately connected. 
The artistic artefacts we produce are the result of “techne”, that is our art or skill, 
but we are guided either consciously or subconsciously by what is happening 
within us. Motion is the source of all creation. Klee is connecting what is physically 
created with the stream of emotions we all contain. For him lines have a social 
context because they show our encounters in either converging or diverging 
forms and therefore they have an emotional quality. And it is the challenge of 
elucidating this connection that we have set ourselves in this publication. We 
have taken the arts as our starting point and then followed the flow through the 
emotions to the source of our creativity.

Questions about creativity of an earlier provenance than the Renaissance, 
such as why the pyramids were built or Stonehenge erected, lead us to 
imaginative conjecture and rival theories but never a definitive answer. The 
questions themselves give us space for creativity in thinking. But the question 
of “why” always leads us into new territory and helps us find the dormant 
creativity in ourselves. Then we encounter the dual aspect of all art, that 
what had seemed familiar can also seem strange. Art lives in a context but 
can simultaneously elevate that context into something new and challenging. 
“Certain aspects are moving precisely because they return us with greater 
clarity to an aspect of ourselves which we seem to have forgotten or even 
betrayed”.7 (Armstrong. J. 2000) Creativity can be a voyage into the unknown 
but also into the world of memory and forgetting. Written at a time of great 
drama and foreboding T.S.Eliot summarizes this process concisely, depicting 
a unifying current between past, present and future:

“We shall not cease from exploration
And the end of all our exploring
Will be to arrive where we started
And know the place for the first time”.8 
(T.S.Eliot. Little Gidding. 1942) 

So does creativity make us better people? The Second World War brought 
this question into stark relief with the concept of the “banality of evil”.9 
(Ahrendt.1963) In Agatha Christie’s Hercule Poirot novels the eponymous 
hero has to tackle malfeasance of the most creative kind that takes great 
imagination and rival creativity to unravel. In real life creative tax avoidance, 
creative bank robbers and creative criminals of a far worse nature, even 
leading to genocide, have been part of our social fabric in spite of our 
creative efforts to rein in their malign influence. How do these creative acts 
differ from the creativity we wish to celebrate and develop here? This added 
dimension, that can distinguish one sort of creativity from another, is not to 

THERE IS nO CREATIVITY 
wITHOuT mOVEmEnT
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be found in statistical evidence or in a mound of academic papers, but lies in 
the practice and capacity for generosity of spirit, as Mandela has so recently 
demonstrated. When we practice the arts we also create the opportunity to 
open ourselves up, but whether we take this opportunity is another matter. 
We can however acknowledge the multi-dimensional aspects of our psyche 
and through that gain greater insight into the value of collaboration and the 
value of human dignity. Bishop Tutu has summarised what the concept of 
“ubuntu” meant to Mandela. This was a guiding principle in his political life: 
“It refers to gentleness, to compassion, to hospitality, to openness to others, 
to vulnerability, to be available to others, and to know that you are bound up 
with them in the bundle of life”.10 (1986)

There is as well a fundamental connection between art and playfulness. 
Nabokov saw art as “divine play” and asserted that Homo Poeticus preceded 
Homo Sapiens. In play we cannot fail. Our imagination changes our daily 
world and its usual limitations are disbanded. We can be confident in the 
exploration of our emotions. We can imagine becoming what we could be. 
Our ingenuity is not tempered by the conventional. Our sub-consciousness 
can be liberated and get on in its own productive way. In biblical terms “I was 
by God’s side, a little child, delighting God day after day, ever at play by God’s 
presence, at play everywhere in God’s world, delighting to be with the human 
race”.11 (Proverbs of Solomon) For Plato, too, seriousness and playfulness 
were not opposites but closely related “A man should spend his life at ‘play’…
sacrificing, singing, dancing – so that he can win the favour of the gods”.12 
(Plato. Circa 350 B.C.)

In 2014 we are commemorating 100 years since the outbreak of the First 
World War and its antecedents showed little generosity of spirit. This war was 
the product of individual choices made by men in power. “It was Europe’s 
and the world’s tragedy in retrospect that none of the key players in 1914 
were great or imaginative leaders who had the courage to stand out against 

the pressure building up for war”.13 (McMillan 2013) This analysis highlights 
the fact that the lack of imagination enabled humanity to sleepwalk into 
disaster and that to be truly creative requires courage. In 1918 the Austrian 
writer Karl Kraus, gazing across the devastation of the preceding four years, 
coined the word “gegenschöpferish” – which means counter-creative. It was 
as though God looked at our antics and “saw it was not good”. When we are 
being creative we can never be sure of the outcome and so our ethical stance 
comes into play. Clearly If we are to search for new thoughts we must be 
prepared to take risks. In Michelangelo’s Sistine chapel fresco of the creation, 
Adam, reclining listlessly on the Earth, lifts up his limp hand to receive divine 
energy sweeping down from the heavens. Then as we follow the sequence 
of frescoes across the ceiling it leads to that moment when our creativity 
leads beyond what were hitherto “commandments”. We become free. But 
we could also end up disgraced and earthbound again in the drunkenness of 
Noah with no redemption in sight. Our history is littered with creativity turned 
to destructive purposes and so, however much we laud its achievements, it 
needs supplementing by other more humane capacities if we hope for a better 
world. In itself creativity needs an inner guidance. Morality did not have any 
influence on Odysseus in his fabulous fabricated stories to escape from the 
difficult circumstances in which he found himself. Survival was all. However, 
as a social metaphor it is not conducive to improving our lot. So in Plato’s 
Apology of Socrates we find Socrates speaking of his “daimonion”, an inner 
voice that warned him of his mistakes but did not tell him what he should do. 
Today we would call it the voice of our conscience.

“One of the unexpected things art can do for us is teach us how to suffer more 
successfully”.14 (de Botton & Armstrong 2013) This thought also has ancient 
origins, for instance in ancient Epidaurus in Greece where the sick were brought 
to recover by sleeping between the statues of Apollo and Dionysus. The Isenheim 
altarpiece painted by Matthias Grünewald in the early 16th century offered similar 
consolation to those who were desperately ill, through the contemplation of 
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the life, suffering and resurrection of Christ in the Antonine hospital in Colmar. 
These long-gone practices cannot, of course, have the efficacy they once had. 
We don’t need the stomach-churning paintings of Cindy Sherman, Sartre’s 
novel Nausea or Fellini’s tortuous film La Strada to acknowledge the cruelty, 
suffering and pain in the world. But they do help because they become shared 
experience. In the art gallery, book 
or cinema we are sharing these 
perceptions with others. And what 
these artists bring through their art 
is the hidden capacity to create that 
is in itself originally rooted in play. 
In our world of individuality the arts 
can assure us that we are not alone. We are not the only ones who experience 
the world in this way and by communicating these insights of pain and sorrow 
we move beyond being immersed just within the boundaries of ourselves. The 
melancholia and resignation in the musical genre of the Portuguese Fado or the 
chansons of Jacques Brel turn fate and suffering into song and thereby raise it 
to another level on the scale of emotions. 

“Once we believed that only gods knew how to mould worlds or 
to eradicate them. For good or ill man is now his own god: both a 
world builder and a destroyer of worlds. Perhaps we have no right 
to posses such powers, which might yet prove our undoing. But it 
is too late to regret the audacity of the uncontrollable, invaluable 
beings who first questioned the limits placed on our thoughts and 
dreams, supplemented nature with their own creations, and came 
to be known – for want of a better word – as artists”.15 
(Conrad. 2007) 

Creativity is not always about the grand and enduring. The little acts of daily life 
can be creative for all of us. The arts can awaken, arouse, inspire, encourage 

and challenge us by touching our emotions, eliciting thoughts, and pushing 
us to create by learning from others. “The people I most admire are those 
who are sensitive and want to create something or discover something, and 
do not see life in terms of power…
They produce literature and art, 
or they do disinterested scientific 
research, or they may be what is 
called ‘ordinary people’, who are 
creative in their ordinary lives, 
bring up children decently, or help 
their neighbours”.16 (E.M. Forster. 
1951) Perhaps the main and 
optimistic conclusion from all our 
histories is that “neighbourliness” in all its forms is the most important of the 
creative arts, and the Arts can assist us in finding that quality in ourselves, if 
we allow them to teach us how to look, hear and feel.

“It is imperative that we give up the idea of ultimate sources of knowledge 
and admit that all knowledge is human: that it is mixed with our errors, 
our prejudices, our dreams, and our hopes: that all we can do is to grope 
for truth even though it is beyond our reach”.17 (Popper. 2002) The arts give 
us a sense of destination which we all need in our lives, especially in these 
times, and give us subtle hints as what that destination might be, as well as 
enabling us to accept that in the multitude of all our pluricultural landscapes 
of consciousnesses our destinations are not the same. But at least we are not 
alone on our journey because the arts help us share and hopefully understand 
more about our emotions and our nature, and to better understand others. 
Yet we should still approach the topic of creativity with a certain humility. 
Creativity is a protean gift and whether we try to catch it through myth or 
neuroscience it continues to elude our grasp. Therein lies its joy.

In OuR wORlD OF 
InDIVIDuAlITY THE ARTS 
CAn ASSuRE uS THAT wE 
ARE nOT AlOnE

THE ARTS CAn AwAkEn, 
AROuSE, InSpIRE, EnCOuRAgE 
AnD CHAllEngE uS bY 
TOuCHIng OuR EmOTIOnS, 
ElICITIng THOugHTS, AnD 
puSHIng uS TO CREATE bY 
lEARnIng FROm OTHERS



32

Arts and emotions - Nurturing our Creative Potential

This is our second publication on this theme and our task has been to 
deepen what we published in Good Morning Creativity. We are hoping that 
the new Botín Centre in Santander, with its superlative design and setting, 
will exemplify our approach and bring artistic endeavour into peoples’ lives 
so that they find the sources of their own creativity in whatever way they 
feel inclined or is appropriate. This time we have taken the six artistic areas 
that the Centre will initially be working with as discrete subjects in order to 
explore them further, but without losing sight of their cross-fertilisation and 
inspiration for new forms and activities. The task is on-going and the spirit 
of creativity that takes us forward is that which can be found in everybody, 
regardless of circumstances, and the building and publications, with their 
international perspective, are there to serve in whatever way they can. 

NotEs

1 Concert with Jonny Clegg. 1999 “Asimbonangua” http://www.youtube.com/
watch?feature=player_embedded&v=BGS7SpI7obY 4.00 mins.

2 Pringle, H. The Origins of Creativity. Scientific American. March 2013. P. 29
3 Eliot Eisner. Speech at Stanford University. 2002
4 Alberti, Leon Battista. On Painting. 1435-36. Translated by John R. Spencer. New Haven: 

Yale University Press. 1970
5 D.H Lawrence. Late Essays and Articles. Do Women Change. 1929. Cambridge Edition of 

Works of D. H. Lawrence. Ed.J.T.Boulton. 2004 . Vol. 2. P.154 
6 Paul Klee. Creative Confessions and other Writings. 1920. Tate Publishing. London. 2013. 

P 7-14
7 Armstrong, J. The Intimate Philosophy of Art. Penguin. London. 2000. P. 181
8 T.S Elliot. Little Gidding. Collected Poems. Faber and Faber. London. 1965 P. 222
9 Hannah Arendt. A Report on the Banality of Evil. 1963
10 Samson, A. Mandela: The Authorized Biography. HarperCollins Publishers. London 

1999. P.10
11 Proverbs 8:31-32
12 Plato. Laws. P803 quoted in Melchet, C & Proffitt, A. Playing in the Presence of God; 

wonder, wisdom and education. International Journal of Spirituality. Vol 3. No.1 1998
13 MacMillan, M. The War that Ended Peace: The Road to 1914. Random House. 2013. P.XX11
14 Botton, d, A & Armstrong, J. Art as Therapy. Phaidon Press . London. 2013. P. 26
15 Conrad, P. Creation: Artists, Gods and Origins. Thames and Hudson. New York. 2007. P. 584
16 E. M. Forster. Two Cheers for Democracy. P.79. Quoted in Smith, J. The Learning Game. 

Little, Brown and Company. London. 2000. P.246
17 Karl Popper. Conjecture and Refutations. Routledge. New York 2002. P39 as quoted in 

Lehrer, J. Proust was a Neuroscientist. Cannongate Books. Edinburgh. 2012. P. 197 



33

THE THREADS OF CREATIVITY

Christopher Clouder from 2009 to 2013 was the director of the Botín Platform 
for Innovation in Education. From 1989 to 2012 he was the founder and CEO 
of the European Council for Steiner Waldorf Education that spans some 680 
schools in 27 countries. Before this he started his career as a teacher, working 
with children with behavioural difficulties in a Steiner school for special needs. 
He went on to teach in a Gymnasium in Holland for five years and then in the 
high school in two Steiner schools in the UK for 18 years. He is now a freelance 
speaker, writer and consultant.

He has lectured widely, written and compiled books and many articles, and 
lectured at international conferences, not only on Steiner education but also 
on other educational and cultural subjects. In 1997 he co-established the 
Alliance for Childhood, a global network which campaigns for the right of 
young children to be allowed to experience their childhood in a healthy and 
fulfilling way. Christopher is a Fellow of the Royal Society of Arts, and Mind 
and Life Europe, and is on the steering group of the Learning For Wellbeing 
Consortium based in Brussels. He has made presentations in the EU and 
Westminster parliaments and been instrumental in gaining public funding 
for Steiner education in England. He has worked closely with educational 
policymakers in the UK and Europe, shared platforms with many academics, 
worked as a school consultant and is considered an authority on Steiner, 
creative education and educational innovation. He receives many invitations 
to lecture internationally and finds the research into cultural evolution, 
different cultures and their artistic expression a source of great interest. He 
sees his educational work as serving to build bridges between educational 
cultures, be they political, social, cultural or academic and creating a sense of 
solidarity, renewal and understanding for the benefit of children worldwide. 
He has recently been appointed the Director of Pedagogy of the newly 
founded Il Liceo dei Colli in Florence. http://www.liceodeicolli.it/en/





CINEMA

Antonio Santos



Abstract
Film is a synthetic summation of all the other arts; the natural realm of 
imagination and fantasy, both key aspects of creativity. 

Looking at moving images improves attention, invigorates thinking, jogs 
the memory, enhances interconnection, and imagination and ingenuity are 
intensified. Film is a suitable tool for carrying out the education of ways of 
seeing, a powerful tool in the formation of intercultural societies which require 
discerning, receptive, free and active citizens.
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“I think one should do the thing one knows how to do and, more 
importantly, one should also promptly learn to understand the 
thing it is one knows how to do”.
Federico Fellini

EyEs WidE OpEn: Creativity and an 
analytiCal eduCation of Ways of seeing
Film ushered in a new age in the history of art and of culture, marked by the 
rise of audiovisual media. Chronologically, film was the first of these media 
and, even today, it remains the most prestigious of all. It is also a valuable 
teaching aid and an ideal vehicle for conveying culture which has developed 
in tune with the audiovisual age.

The so-called Seventh Art –a synthetic summation of all the other arts– fulfils the 
old Wagnerian dream of achieving total art: the art of our times. As a device for 
representation, film extends a second figurative reality which can be a faithful 
copy of the real world and it can also be completely far-fetched and imaginary. 
It is, by extension, a very effective tool for social education – a powerful tool in 
the formation of intercultural societies which require discerning citizens who 
are receptive and active. In effect, it is an ideal medium for cultivating emotional 
education, for educating ways of seeing and for embracing possible or imaginary 
worlds. A highly suitable tool which, when used properly, can contribute to 
enhancing and strengthening viewers’ imaginations and creativity.

An analytical education of ways of seeing, as we understand it, sets the 
spectator free: makes him or her into a more active, critical and perceptive 
interpreter of the surrounding world. It is an interdisciplinary educational 
process, a channel of knowledge that pursues the formation of inquisitive 
and perceptive pupils. As opposed to merely forming readers or consumers 
of increasingly plentiful images, it seeks to transform them into real managers 
and producers of knowledge by means of regular exercise interacting with 

images and their surroundings. An interpretative exercise, in short, that is 
underpinned by written and audiovisual texts; by what can be seen and heard; 
by what can be read and looked at. One that aspires for our pupils to overcome 
the wholly passive state of being 
spectators in order to be active 
interpreters: both object and 
subject of their learning process.

It adheres to Erwin Schrödinger’s 
remark that: “Creative thought 
consists not so much of seeing 
what nobody else has seen yet 
as of thinking something nobody 
has yet thought about something everyone can see”.1 The development 
of creativity is related to the abilities of seeing, analysing, interpreting and 
re-using; in other words, of transforming or applying something seen in 
an original way. In this sense, creativity is directly linked to an Analytical 
Education of Ways of Seeing. 
Film, together with other 
audiovisual resources, is probably 
one of the most suitable tools for 
carrying out the afore-mentioned 
educational plan.

Creativity has been defined as 
the ability to pose and resolve 
new problems, and the ability to 
come up with novel, original and 
innovative resolutions to already existing problems.2 In broad terms, creativity 
is the ability to create something. Similarly, being creative is related to the 
creative act, as well as to the things that arouse it. 

“CrEAtIvE thought CoNsIsts 
Not so MuCh of sEEINg 
whAt Nobody ElsE hAs 
sEEN yEt As of thINkINg 
soMEthINg Nobody hAs yEt 
thought About soMEthINg 
EvEryoNE CAN sEE” 
(ErwIN sChrödINgEr)

NEvErthElEss, ANd IN ordEr 
to tAkE full AdvANtAgE 
of thIs rEsourCE, goINg 
to thE MovIEs wIthout 
prEvIous kNowlEdgE Is Not 
good ENough: gAzEs NEEd 
to bE EduCAtEd
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Likewise, creativity is essential for analysing information and for drawing 
adequate conclusions from it. It is, additionally, a skill that needs to be 
learned by spectators in order to draw the necessary information from films 

and to utilize this practically and 
creatively.

The knowledge society is destined 
to be, eventually, a creative 
society, as knowledge seeks to 
unravel and solve problems, thus 

requiring it to be used creatively and applied practically. Creativity has an 
intrinsically socio-cultural component that needs to be developed, nurtured 
and fortified firstly at school and then throughout our whole lives. In this 

terrain, too, film proves to be a 
powerful and effective ally.

As a point of departure it is worth 
differentiating an arts education 
from an education through the arts, 
to use the terms expressed by Anne 

Bamford.3 Similarly, and in reference to a specifically cinematographic terrain, 
we should distinguish between film education, as a more or less regulated 
subject, and education through film, using the latter as a privileged vehicle to 
accompany or complement a large number of other subjects and specialties 
– to stimulate and enrich our creative thinking.

a pErfEct stOrm (of ideas)
Film has had a powerful effect on the habits, behaviour and lifestyles of 
spectators around the world. It has contributed, assuredly more than any 
other medium in human history, to building a social imagination. It has 
profoundly moulded and affected our notions about life, the world and reality. 

… CrEAtIvIty Is EssENtIAl 
for ANAlysINg INforMAtIoN 
ANd for drAwINg AdEquAtE 
CoNClusIoNs froM It

thE kNowlEdgE soCIEty 
Is dEstINEd to bE, 
EvENtuAlly, A CrEAtIvE 
soCIEty …

It has broadened our horizons – both factual and imaginary. It has seduced 
and moved us; educated and informed us; and on quite a few occasions 
it has tricked and manipulated us too. It has played, and still plays, an 

important role in the education 
of young audiences: establishing 
modes of conduct, habits and 
behaviour; engendering new 
heroes, models and archetypes. 
It has provided the largest 
vehicle of popular culture, at 
least until the expansion of 

television and the advent of the internet. It is also clear that it has been a 
powerful driving force for the development of the arts and for stimulating 
the creative talent of artists and filmmakers, and not to mention the 
creativity of regular filmgoers and of the public in general. 

Cinema and television have grown, 
over many decades, into powerful 
cultural actors, setting trends 
and changing behaviour, into 
educational tools which are used 
to educate students in schools, 
colleges and universities.

Just over a century old, it stands as receiver and inheritor of the forms of 
storytelling and communication handed down by our ancestors – from oral 
transmission to written culture and its evolution throughout history. Today, film is 
the ideal medium for the conservation and metamorphosis of the “great stories”.

Furthermore, it would appear to be the creative area most representative of 
the contemporary world. Not without reason film is used to create and stage 

[fIlM] hAs CoNtrIbutEd, 
AssurEdly MorE thAN ANy 
othEr MEdIuM IN huMAN 
hIstory, to buIldINg A 
soCIAl IMAgINAry

CINEMA ANd tElEvIsIoN 
hAvE growN, ovEr MANy 
dECAdEs, INto powErful 
CulturAl ACtors, sEttINg 
trENds ANd ChANgINg 
bEhAvIour …
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real and imaginary stories on screen. Additionally, film is a team effort, the end 
result of which is produced by a fusion of many minds and creative disciplines. 

In the realm of film one can find plenty of examples of staging the creative 
act in all its inexhaustible variety. It is a key reference in the culture and 
art of our days. In fact, it infuses and illuminates all sorts of activities. 
It has had a profound influence on the direction taken by art, and it has 
unquestionably modified the spectator’s relationship with the artistic act in 
general. It has altered, transformed 
and conditioned our perception of 
the world and, consequently, our 
creativity too.

One question begs answering - why 
is film such a present and powerful 
source of inspiration that can 
stimulate the creative act in this 
fashion? Obviously, first and foremost because it invites and incites the act of 
seeing, because our relationship with film is forged from seeing. 

The so-called Seventh Art is inherently an art of synthesis that comprises all 
the arts: that is the sum of all of them. Accordingly, we are able to relate the 
things we see on screen to many other filmic, artistic and cultural reference 
points. In this way film generates an inexhaustible and continual intertextual 
dialogue between the spectator and numerous cultural reference points and 
personal or artistic experiences.

However, film art is additionally closely connected to dreaming; that is, to 
those times when the unconscious becomes divorced from all conventions and 
appears fully liberated and broken away, in other words, fully creative. “Man 
is a genius while he dreams, as audacious and brave as a genius”, remarked 

Akira Kurosawa. Dreams often reveal the brilliance and contradictions of the 
human mind. And film, a shaper of dreams, is best equipped to reveal the 
creative essence lurking inside us all.

This explains why no other art has 
endeavoured as intensively as film to 
map imaginary geographies and spaces. 
Film is the natural realm of imagination 
and fantasy, both key aspects of any 
discussion related to creativity. 

Descending to the terrain of the real, film reconstructs life in all its variety and 
complexity. There is no human exploit that has not been given a direct, on-
screen referent. No other medium has better illustrated actual problems and 
situations of the complex reality we live in. Yet at the same time film depicts 
the past and our combined experience of history – from most recent events 
to the remotest past at the dawn of humanity. In this way it allows our own 
world, our present reality and thought, to be contrasted with a different reality 
projected on screen. In effect, it is like a kaleidoscopic window on the world; 
an infinite window that, furthermore, transforms into a blackboard on which 
we teach and learn. A vast stage which offers a global, holistic and integral 
spectacle of the adventure of humankind, not far removed from reality, where 
all the variety and complexity of events and human activity and relations can 
be viewed as a whole and in context. In addition, this is presented as a mirror 
in which we are reflected, where we explore and understand each other.

Hence, film structure represents a powerful stimulus for thinking and 
questioning ourselves – for posing questions and, occasionally, for glimpsing 
answers. And it does so by extraordinarily attractive and seductive stylistic 
and visual means. It is no accident that many creative minds in history are 
considered to have thought in images, before thinking in ideas.4

[fIlM] hAs AltErEd, 
trANsforMEd ANd 
CoNdItIoNEd our 
pErCEptIoN of thE world 
ANd, CoNsEquENtly, our 
CrEAtIvIty too

… No othEr Art hAs 
ENdEAvourEd As 
INtENsIvEly As fIlM 
to MAp IMAgINAry 
gEogrAphIEs ANd spACEs
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For this very reason, film requires a different way of seeing things: life, 
everyday problems and situations, reality and fantasy, and even ourselves. It 
lets us see these situations from new perspectives, from ones that had hitherto 
often remained hidden or indistinct to us. It requires restructuring problems, 
reinterpreting them from our experience and current circumstances. 

Various scientific experiments have demonstrated the connections between 
magical thought, generated by fantasy films and stories aimed at suitable 
age groups, and cognitive growth 
as well as increased creativity in 
preschool children.5 Another study 
proved the stimulating effects of 
science-fiction books and films 
on the creative skills of middle-
school pupils in a range of schools 
in America. Indeed, the study was 
quite conclusive with regard to 
proving that pupils found films 
more stimulating than the literary 
stories.6 The effectiveness of 
films in the care and treatment of 
certain illnesses which affect the 
brain has also been proven. 

For example, the Spanish Alzheimur Foundation developed a project, called 
Filmotherapy, for patients with Alzheimer’s disease, based upon the recovery 
of long term memory through watching some very popular films.

Film has been utilised as an effective, creative medium, and likewise, it has 
been applied to the training of doctors and staff specializing in psychiatric 
care.7 Indeed, the fantastical creatures that inhabit science-fiction stories can 

be used to illustrate key concepts in the subjects of Philosophy, Physics and 
Biology, to mention just a few.8

Edward de Bono points out, quite singularly, the fundamental importance 
of embarking upon any job using hypothesis and possibility, rather than 
stubbornly limiting ourselves to the terrain of ideas. After all “possibility is 
very important. And possibility is the key to creativity”.9 

Using his method and a number of proposed exercises, de Bono seeks to 
enhance and expand what he refers to as lateral thinking: a thought model 
which can be employed as a creative problem-solving technique. 

The Oxford English Dictionary has an entry about Lateral Thinking which it 
defines as the following: “seeking ways to solve problems by unorthodox or 
apparently illogical means”. According to de Bono, one ingredient of these 
apparently illogical methods, the element of provocation, is always a necessity.10

Film could well be included among the unorthodox methods considered by the 
author. After all, “In lateral thinking we seek to put forward different views. 
All are correct and can coexist. The different views are not derived each from 
the other but are independently produced. In this sense lateral thinking has 
to do with exploration just as perception has to do with exploration. You walk 
around a building and take photographs from different angles. All are equally 
valid”.11 We think that film, with its multiplicity of arguments and views, can 
also provide an effective tool for prompting provocative operations and for 
stimulating lateral thinking. 

silEnt light: HoW film stimulates our Creativity
When images are looked at thought is invigorated, memory is jogged, 
interconnections are enhanced, imagination and ingenuity are intensified. 
Film’s ability to pose and depict problems and situations in a very global 

vArIous sCIENtIfIC 
ExpErIMENts hAvE 
dEMoNstrAtEd thE 
CoNNECtIoNs bEtwEEN 
MAgICAl thought, 
gENErAtEd by fANtAsy 
fIlMs ANd storIEs AIMEd 
At suItAblE AgE groups, 
ANd CogNItIvE growth 
As wEll As INCrEAsEd 
CrEAtIvIty IN prEsChool 
ChIldrEN
(subbotsky, hystsEd, 
JoNEs, 2010)
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manner makes it the ideal medium for formulating all kinds of speculations 
and possibilities. And this ability to question is the very basis of creative work.

Rudyard Kipling recognized the pillars of his creative talent: 

“I keep six honest serving-men
 (They taught me all I knew);
Their names are What and Why and When 
And How and Where and Who”. 

Film, direct successor of nineteenth-century storytelling, demands that 
both the author and the spectator respond to the six interlinked questions of 
Kipling’s method.12 

Subject: What? Proposition: Why? Location: Where? Sequence: When? 
People: Who? Method: How?

Long before this, Leonardo da Vinci 
wrote a chapter entitled “The Method 
of awakening the Mind to a Variety of 
Inventions” in his Treatise on Painting. 
In it he described how he observed 
smears and shapes on walls as though 
they were projections on a screen. 
He sought connections or similarities between those accidental or fanciful 
smears and the forms he remembered from his everyday life. And this ability 
to see and establish interconnections helps to invigorate the creative act, “By 
these confused lines the inventive genius is excited to new exertions”.13 

Frequently even a lack of order or something random can help generate a 
new form of order, a controlled creation. So-called analogical thinking is 

intensified and developed. In other 
words connections, similarities and 
analogies are identified between the 
object being viewed on screen and 
the things that the same spectator 
encounters and recognizes from his 
or her own real, daily experience.

An unavoidable prerequisite of the first step is observation – a refinement of 
one’s faculty of seeing. The creative mind is capable of reorganizing the world 
it observes, of interpreting and transforming it: of representing it singularly 
and exclusively. 

External stimuli are a source of inspiration for creativity. Many of them 
appear spontaneously, by chance, quite randomly. Many others, however, 
are purposefully sought after: when we go on a specific trip, visit certain 
places, see a particular exhibition, a specific artwork, read a particular book 
or brilliant poem, and when we watch certain films, of course, which are a 
constant source of inspiration. 

Many of these stimuli occur randomly, by accident: something just crops up 
along the way. However, it is also often the case that we expressly seek them, 
looking for certain impressions and consequently rejecting many others. 

Matilde Obradors calls these external –filmic–resources, which are sought 
after in a premeditated way and subjected to a selection process, desired film. 
Evidently these purposefully sought after, desired, works do not necessarily 
have a specific relation to the other works made after being enriched by the 
desired stimuli. They can give rise to a completely different work. It goes 
without saying that this new work need not only be a film: they may inspire a 
myriad of creative vehicles.14

… thIs AbIlIty to 
sEE ANd EstAblIsh 
INtErCoNNECtIoNs hElps 
to INvIgorAtE thE 
CrEAtIvE ACt

thE CrEAtIvE MINd Is 
CApAblE of rEorgANIzINg 
thE world It obsErvEs, 
of INtErprEtINg ANd 
trANsforMINg It
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It is not a question, therefore, of copying or imitating, but rather of stimulating, 
strengthening and transforming the creative act by using encounter, contact, 
analysis or enjoyment of a particular work of art. It is, in short, a matter of 
provoking or encouraging images and stimuli to cross paths – torrents of 
ideas which will need to be selected, processed and articulated.

Consequently, analogy and association of ideas are mental exercises 
and processes that fertilize and enrich creativity. Film, equipped with an 
inexhaustible pool of referents, borrowings, legacies and wide-ranging 
adaptations, offers an extraordinary bank of images, scenes and subjects to 
invigorate the process of association and relation, based on the intertextual 
games it evokes.

stand by me: noteWortHy examples 
“Films are more harmonious than life: there are no traffic jams in films, no 
idle time”, remarked François Truffaut in Day for Night. A constant source of 
inspiration and fascination, film is present in practically every contemporary 
activity, in our daily ups-and-downs, in our collective imaginary. It provides 
role models, referents and prototypical lifestyles regarded as perfect or 
idyllic – or at least as more exciting and attractive than our often grey and 
unsatisfying everyday lives.

While working on this piece, the author identified examples of how film 
stimulates creativity in a wide range of fields, sometimes even quite unusual 
ones. These fields are not limited to artistic endeavour; often they are linked 
to ordinary leisure and professional activities. Many of the examples are 
from the vicinity of the Foundation Botin, from Santander to Valladolid, and 
range from fields as varied as architecture and town-planning, to sculpture, 
painting, comic-strips, collage, museums and exhibitions, theatre, opera, 
music, circus, amateur filmmakers, lipdub and music videos, human statues, 
fashion, perfumes, jewellery, watches, footwear, interior design, window 

dressing, graffiti, advertising, tattoos, cuisine, confectionery, cocktails, fancy 
dress outfits, crafts, picture framing, research and educational projects, 
book trailers, novels, poetry and visual poems. To all these may be added 
the contributions made by two Japanese artists resident in Santander, who 
have been inspired by film to make paper dolls (kami ningyô) and practice 
calligraphy (shôdo). Additionally, creative use has been made of film in 
libraries as an instrument for information and to encourage reading. 

The works that have been identified in this wide variety of fields make no 
attempt to translate film into other media, instead they seek to achieve a 
beneficial interplay of artistic languages based on innovative ideas bathed 
in a fertile imagination. The author wishes to gratefully acknowledge the 
contributions made by these creative minds and to applaud on these pages 
their talent and ability to relate to the world in surprising and personal ways, 
in other words to celebrate their creativity.15

Unfortunately, we cannot feature all of them. We have decided to pay special 
attention to three of these meritorious and noteworthy works due to their 
singularity and relevance to the main premises of this text.
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sara Huete
En busca del tiempo prendido [In Search of Captive Time]. 
Film-literary collages. Reading encouragement projects.

“I express myself better in images than in words”, says Sara Huete. That might 
seem a strange thing for a Philosophy graduate and librarian at Santander 
City Library to say, but when you see her collages you have to admit Sara’s 
creative power is eminently visual. A fitting thing for someone who knows 
how to look first and then interpret, that is, to transform her visions into new 
images from which the word is never 
completely detached. Sara’s collages 
are distinguished by their essentially 
visual nature peppered constantly 
by literary and filmic allusions. 
Indeed her approach is based on 
counterpositioning ideas which quite 
often brings about a kind of film-like montage that succeeds in surprising, 
disconcerting and amusing the viewer as well as evoking new ideas open to 
the spectator’s speculation and consideration. These are texts to be looked at, 
derived from somebody who works among, and with, books. These are also 
images to be read, created by somebody whose thinking has been inspired by 
films, photographs and works of art. 

Without concealing her admiration for Joan Brossa and his visual poems –
many of which also have a striking filmic style– Sara Huete’s oeuvre inhabits 
the space between words and images. The invariably short titles of her 
compositions shed additional, complementary, yet never definitive, light, 
onto a spark, a suggestion that is visually developed. She has pointed out that 
“Film is part of my life and it inspires my work, like everything around me: 
literature, newspapers, sentences grasped at random”. Her discovery of film 
classics, in screenings at the Film Club and on late-night television broadcasts, 
is a source of pleasure and revelation. “I think my works owe a great debt to 

those images”, she remarks. This is especially true of her creative affinity to 
works by a famous director of Czech animated films, namely Jan Svankmajer, 
who incorporates a wide range of materials into his short films – “Stones, 
paper, snails, all sorts of objects that I also employ in my works”. The organic 
and inorganic, people and objects, the 
animate and inanimate are put into 
contact with one another, converse 
with one another and eventually 
become intermixed: merged into a 
single framework, as a single entity.

By means of these literary-visual games, 
the artist confronts some burning 
issues, such as those concerning the 
relationship of spectators to the world around them; the closeness of women 
and men, not to mention their conflicts and frequently their estrangement; 
the peculiar way we have of governing ourselves in this disconcerting social 
framework and how we affect our natural environment. These issues have long 
been the subject of literature and film, and the both merge here into new images 
born of associations and counterpoised ideas that stimulate the imagination 
and provoke the visual creativity of the viewer who observes them – testing 
their skilfulness as readers of images. It is by no means a small feat for an artist 
to practice collage as a valid way of generating provocative operations, Edward 
de Bono’s exciting “po”: the lateral thinking technique of posing hypotheses, of 
conceiving suppositions, of countering the possible and the impossible and of 
turning this opposition into the raw material of poetry.

“I ExprEss MysElf 
bEttEr IN IMAgEs thAN 
IN words”

“fIlM Is pArt of My 
lIfE ANd It INspIrEs My 
work, lIkE EvErythINg 
ArouNd ME: lItErAturE, 
NEwspApErs, sENtENCEs 
grAspEd At rANdoM”
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maría luisa ramos
Domus Videns: House for Visions. Short films about archaeology, women and 
society. 

Marisa Ramos is an Archeologist, and a Professor at the University of Cantabria, 
who uses film as a path of research. Her work environment is not the Domus Aurea 
(the name of the Emperor Nero’s Palace, and the most luxurious Roman house 
ever made), nor is it the villa or the baths which she excavates and studies with 
such passion and dedication. Her house is a Domus Videns, a House for Visions 
built from images and sheltered by the thoughts blossoming from these images. 
The analogy is not a gratuitous one for someone who has devoted a large portion 
of her life to researching, documenting and reconstructing roofs of Roman houses 
using craft techniques reminiscent of the ones employed by our ancestors.

Accordingly, hers is a twofold exercise in creativity, which has a scientific base 
for its starting point: reconstructions of the everyday lifestyles of the inhabitants 
of the Roman Empire; but additionally modelling, decorating and laying the 
humble roofing tiles upon which, in effect, the functionality of those houses 
from ancient times wholly depended. Today this is still the case: a house without 
a roof or roofing tiles cannot protect its dwellers from the inclemencies outside.

“For me film means honing my intuition 
in an expressive way, thus letting me put 
my way of seeing the world on screen”, 
she remarks. Film has been a source 
of inspiration and a creative means for 
this archaeologist and researcher at 
the University of Cantabria. But it has 
also provided the necessary approach 
to research, for recording her research, 
and for reaching a much wider audience 
than would have been possible through 

exclusive and closed scientific publications. Film has also been the ideal medium 
for this Professor to ask questions about the world in which we live and its 
numerous contradictions. 

“My muses have been firstly my students and secondly women. In my ambition to 
know and show the reality I perceive”. Being sensitive to the concerns of women, 
Professor Ramos’ audio-visual oeuvre is divided, like a two-faced Janus, between 
these two themes: archaeology and gender. At first glance they might appear to 
be quite divorced from one another, but this could not be further from the truth: 
Marisa is able to view the past with the eyes of a present-day researcher, while 
at the same time questioning the present with the knowledge and perspective 
of a connoisseur of the past, of the things that have sculpted us and shaped our 
contemporary panorama. In the short films by Professor Ramos, whether focussed 
on archaeological subjects or on today’s women, documentary and fiction coexist 

fIlM hAs … bEEN thE 
IdEAl MEdIuM for thIs 
profEssor to Ask 
quEstIoNs About thE 
world IN whICh wE 
lIvE ANd Its NuMErous 
CoNtrAdICtIoNs



and converge, because –once again the image of Janus comes to mind– they are 
two sides of the same coin. The peplum (films about Ancient Rome) creep into 
scientific arguments and make them all the more effective: they put faces to the 
protagonists of microhistory – make them more accessible, closer and reachable. 
A similar effect is at work in the interweaving of ironic comedy in Superwoman 
and the real testimonies of women who talk about their daily experiences on 
camera: it is basically a question of breaking clichés, of burying prejudices and 
defending the active role, too often ignored or silenced, of women in Cantabria 
today. Marisa builds bridges, hand in hand, as in the title of one of her short films, 
from the farthest flung yesterday to the most immediate today. Both the former 
and the latter are built using the same characters: I, you, him, her, us. And all of 
them lie on the same soil, on the same foundations and they find shelter under 
similar roofs. The house and the domus; the thermae and the baths. Man, woman 
and child. Young and elderly people. Life and death, Eros and Thanatos. The need 
to enjoy love, affection, understanding and recognition above riches and other 
grandeurs. Parva domus, magna quies: small house, great peace. Yesterday and 
today – forever.

filmography of maría luisa ramos:

experimenting in archaeology by building a roman roof (2004)
Using the equipment of experimental archaeology, this piece strives to 
reconstruct ancient roof tile making methods and the process of tile assembly 
for roofing in Hispanic-Roman buildings.

Women Hand in Hand (2006)
A number of women lend a human face to visible and invisible daily chores which 
they perform to help our society to progress.

Healthy milk: breastfeeding and life (2007)
Shows the importance of breastfeeding, stressing the close emotional bond that 
connects mother and child.

life at the baths (2007)
Salus per Aquam: SPA. That was the goal sought by ancient Roman baths. This 
short film reconstructs a virtual depiction of the Maliaño baths (Cantabria), and 
shows how they may have been used on a daily basis.



Manuel Gutiérrez Aragón College
The Manuel Gutiérrez Aragón College in Viérnoles, Cantabria has successfully 
developed an audiovisual training programme which includes educating 
students in ways of seeing. 

The College, currently under the leadership of Eduardo Caballero, caters for 
secondary school pupils and also for sixth form students providing all subjects: 
with a special emphasis on Nature and Health, Social Sciences, Humanities and 
the Arts. Part of the College’s curriculum includes a course called Audiovisual 
Culture, which is run by Juan Carlos Fernández Izquierdo. This teacher recalls 
how film appeared for the first time in his life, thanks to François Truffaut’s Day 
for Night (1973), with all the magic and might of a powerful spell. After this initial 
fascination film became an essential tool for his work as a teacher, a didactic 
resource and a study aid in all the courses he teaches.

At the College other teachers, including specialists in Natural Science subjects, 
also use audiovisual media as an educational aid. Fernando Portal, for example, 
who is a lecturer in Auxiliary Nursing Care for higher education students, works 
with his class to make news reports about promoting healthy eating habits or 
ecological farming practices. It is worth emphasizing that the College has an 
excellent supply of equipment and resources to put its audiovisual educational 
project into practice. These resources are more than justified by the College’s 
activity and its students regularly submit work to competitions in the categories 
of illustration, photography, video, etc. They often win prizes thanks to the high 
level of their work, and the prize money is spent on purchasing more materials, 
which sets in motion a rewarding creative feedback process that benefits both 
students and the College.

Teacher Fernández Izquierdo’s experience has taught him that there is a need 
to correct the scant attention curricula pay to audiovisual media. “It’s clear to 

me that one of the biggest mistakes 
made by every new educational 
reform is to have left out fine arts, 
performing arts and visual arts. 
They should have been included 
in the curriculum at all the various 
levels of education”, he remarks. 

For his course he teaches small 
groups of 12 to 15 pupils who range 
in age from 16 to 18 years old. He 
trains his students in cooperation and 
teamwork to actively and smoothly 
carry out tasks in his classes. 

The College has its own local broadcast TV channel that showcases the work 
being made by students of this course. In particular they have to report about 
matters directly affecting the College and its surroundings – about their 
classmates, their teachers and courses. In this manner, they report on many 
aspects of College life using an audiovisual language.

IEs MANuEl gutIérrEz ArAgóN

“It’s ClEAr to ME thAt oNE 
of thE bIggEst MIstAkEs 
MAdE by EvEry NEw 
EduCAtIoNAl rEforM Is to 
hAvE lEft out fINE Arts, 
pErforMINg Arts ANd 
vIsuAl Arts. thEy should 
hAvE bEEN INCludEd IN 
thE CurrICuluM At All 
thE vArIous lEvEls of 
EduCAtIoN” 
(fErNáNdEz IzquIErdo)



IEs MANuEl gutIérrEz ArAgóN

To perform these tasks they form small film crews and share out the jobs and 
the roles among themselves, like any other smooth-running professional team 
would do. Furthermore, classroom work fosters and encourages an inquisitive 
and participatory climate: it is a creative and, at the same time, uninhibited 
place. But can these two aspects get out of hand? The students have, in effect, 
been awarded a certain degree of trust with regard to coming and going from 
the classroom and in relation to choosing and making their video productions, 
but always according to a set of jointly agreed rules. 

Among its other activities, the College promotes an annual comic competition 
which encourages the creative and educational value of the comic-strip. In 
addition, it pays special attention to advertising as an audiovisual medium 
which concentrates the whole range of creative resources into the space of a 
few seconds. Accordingly, teacher and pupils spend time on analysing and 
discussing television adverstisements. In a fluent dialogue between theory and 
practice the pupils also produce their own projects for commercials. They think 
up ideas and develop them into a working plan. Their approach is either literary, 
using a written script; or visual, with a storyboard. They also go on to produce 
some of these advertisements, filming the best designed projects.

The principal aim, therefore, is for 
pupils to develop a critical approach 
to the audiovisual phenomenon that 
profoundly envelops and conditions 
individuals today. And if this were 
not reason enough, the audiovisual 
medium is also a wonderfully potent 
and attractive resource, among 
modern-day students, for stimulating 
and strengthening creativity. Fernández Izquierdo corroborates this as “not only 
watching and analysing films, but also looking more closely at film language from 
any of the many angles that this marvellous medium has to offer: screenwriting, 
shooting, editing, sound, etc.”. Any education of the ways of seeing worthy of 
the name demands rigour, standards and first-hand experience. Fernández 
Izquierdo points out that inappropriate use of audiovisual means could have 
disastrous effects. “We could make the mistake of letting visual junk consume 
everything eventually”, he adds.

An education of the ways of seeing, therefore, combines both theory and practice. 
It is not a trivial task at this current juncture: it is sorely needed to remedy the 
beguiling hypnosis we are exposed to; to make our pupils into attentive and 
thoughtful viewers; to help them become creative, free and informed members 
of our society who are fully aware of the times we live in. 

thE prINCIpAl AIM … Is 
for pupIls to dEvElop A 
CrItICAl ApproACh to thE 
AudIovIsuAl phENoMENoN 
thAt profouNdly 
ENvElops ANd CoNdItIoNs 
INdIvIduAls todAy
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notes

1 Loc. cit: OBRADORS BARBA, Matilde. Creatividad y generación de ideas: Estudio de la práctica 
creativa en cine y publicidad. Bellaterra: Universitat Autònoma de Barcelona, 2007, p. 122.

2 Op. cit., p. 156.
3 BAMFORD, Anne. El factor ¡wuau! El papel de las artes en la educación: Un estudio internacional 

sobre el impacto de las artes en la educación. Barcelona: Octaedro, 2009, p. 14.
4 Jack Foster mentions examples such as Albert Einstein, William Harvey, Frank Lloyd 

Wright, Alfred Wegener, Man Ray, Sigmund Freud, Isaac Newton… to which it would be 
perfectly natural to add the great artists of all ages. See: FOSTER, JACK. How to get ideas. 
San Francisco: Berrett-Koehler, 2007, pp. 102-104.

5 SUBBOTSKY, E.; HYSTED, C; JONES, N. “Watching films with magical content facilitates 
creativity in children”. Perceptual and Motor Skills, 2010, August, v.111, no. 1, pp. 261-277. 

6 LIN, K.Y. “The stimulating effects of Science Fiction books and films on the product-design 
creativity of Middle School students”. Journal of Research in Education Sciences, 2012, 
vol. 57, no. 3, pp. 121-151.

7 See: MASTERS, J.C. “Hollywood in the classroom: using feature films to teach. Nurse 
Educator, 2005 vol. 30, no. 3, pp. 113-116.

 And: MORENO MARTÍN, Florentino; MUIÑO, LUIS. El factor humano en pantalla: un paseo 
por la psicología desde el patio de butacas. Madrid: Editorial Complutense, 2003.

8 CRUz, R. A. L. “Aliens in the classroom: Fantastical creatures as tools in teaching biology”. 
American Biology Teacher, 2013, vol. 75, no. 4, April, pp. 257-261.

9 BONO, Edward de. Creatividad: 62 ejercicios para desarrollar la mente. Barcelona: Paidós, 
2010, pp. 18-19.

10 The term was coined by the prestigious researcher in his book New Think: The Use of Lateral 
Thinking, published in 1967, which refers to the technique allowing problems to be solved 
indirectly using a creative approach. See also: BONO, Edward de. El pensamiento creativo: El 
poder del pensamiento lateral para la creación de nuevas ideas. Barcelona: Paidós, 2010, p. 96.

11 Op. cit., p. 98. 
12 Rudyard Kipling quoted in: MICHALKO, Michael. Cracking creativity: the secrets of creative 

genius. Berkeley, California: Ten Speed Press, 1998, pp. 26-27.
13 Leonardo da Vinci. El tratado de la pintura. Murcia: Colegio de Aparejadores y Arquitectos 

Técnicos, 1980. Facsimile copy of the Madrid edition: Imprenta Real, 1784, pp.8-9.
14 Loc. cit. OBRADORS BARBA, Matilde. Creatividad y generación de ideas: Estudio de la 

práctica creativa en cine y publicidad. Bellaterra: Universitat Autònoma de Barcelona, 
2007, p. 145-146.

15 In particular the author would like to acknowledge the ideas and contributions of 
Jesús Alberto Pérez Castaños, Rafael Muro, Jesús Illarregui, María Rodríguez, Ramón 
Gandarillas, Enrique Álvarez, María Elena Riaño, Amparo Barroso, David Fernández, Mayte 
Marín, Eduardo Carrillo, Iñaki Pinedo, Fernando Portal, Juan Carlos Fernández Izquierdo, 

Saúl Cobo, Miko and Dao Misono, Silvia Acerbi, Marisa Ramos and Sara Huete. 
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DRAMA

Anne Bamford



Abstract
Drama contributes to everyday creativity by making people feel more alive, healthier and more connected 
with the world. It promotes self-esteem and provides people with a sense of achievement and recognition.

The first part of this chapter shows how drama education emphasizes multi-sensory modes of learning. 
Drama focuses on processes such as creating, exploring, learning, games, and can help enhance divergent 
thinking, fluency of ideas and flexibility.

The second part examines the impact of theatre in society and includes the role of theatre in promoting 
broader social well-being through raising aesthetic awareness and engaging people in constructive social 
activity and civic engagement.
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INTRODUCTION
From the outset, there is a need to draw a distinction between the impact of 
drama, both as a method of learning and as a subject in its own right – on the 
education of people and the impact of theatre more broadly on society. The 
word “Drama” originated from the ancient Greek word δραμα, meaning “to 
do” or “to act”. In its simplest sense then, drama involves doing and acting, 
and as a verb, it implies an action – in other words, something that is done. 
Conversely, “theatre” comes from the Greek and is used as a noun to describe 
the thing that occurs - or the place where it occurs - when drama is acted 
in front of an audience. For the sake of this chapter, drama will be used to 
describe the active process of doing and acting, whereas theatre will be used 
to describe the moment when actions are performed before an audience.

Drama is an artistic expression that explores human conflict and tension. It 
generally takes the form of a story presented to an audience through dialogue 
and action. Drama education uses drama as an educational pedagogy for 
students of all ages. It incorporates elements of an actor’s training to facilitate 
the students’ physical, social, emotional, and cognitive development. Drama 
Education emphasises multi-sensory modes of learning. The term “drama 
education” is often used as an overarching term that includes the various forms 
and applications of drama for educational purposes. It focuses on “processes” 
such as creating, exploring, learning, games, and standards-based lessons. 

Theatre is generally more strongly focused on the “product” such as 
performances, happenings, plays, and productions. Theatre involves much 
more than the drama and acting that are used to convey a story or narrative. 
For example, costume design, model and prop making, scenography, 
lighting, music, and sound are vital components of contemporary theatre. 
The production of theatre may also give rise to a whole host of associated 
trades and industries such as, electricians, removalists, hairdressers, “front of 
house” staff, production and marketing staff, caterers and cleaners. 

The focus of the impact of drama will be on human development and the 
capacity of drama to encourage human flourishing, especially when drama is 
included in education. This will include the impact of drama on the individual’s:

•	 Self confidence
•	 Empathy
•	 Learning processes
•	 Cooperation and collaboration
•	 Concentration and memory

The second part of the chapter will examine the impact of theatre in society 
and include the role of theatre in promoting broader social well-being through:

•	 Raising aesthetic awareness
•	 Engaging people in constructive social activity and civic engagement

Throughout the chapter, there are short vignettes from professionals working 
in drama and theatre and these are designed to capture the lived experiences 
of those people engaged in the practices and performances of drama and 
theatre.

DRama aND self-CONfIDeNCe
Drama has an important contribution to make to the development of self-
confidence. Through drama people become confident in a range of personal 
qualities such as teamwork, creativity, leadership and risk-taking. In an 
increasingly dynamic working and social context, these qualities are assets 
in all areas of life. Karakelle (2009)1 used a standard test of creativity2 to 
determine the impact of drama on an individual’s creativity. The results 
showed that creative drama processes can help enhance important aspects 
of creativity including divergent thinking, fluency of ideas and flexibility. 
Divergent thinking is essential to creativity as it involves thinking in multiple 
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directions, seeking changes, and investigating. Fluency is measured by the 
quantity of unconventional and associated ideas generated on a specific 
issue while flexibility, is measured by the number of associations generated 
that relate to different fields. By being open-ended, creative drama tends 
to stimulate the creative potential of people by increasing their tolerance of 
uncertainty and provoking their curiosity. These are both key characteristics 
of creativity.

It is also argued that the group 
process which is normally part 
of drama may also directly 
boost creativity. For instance, 
participants in a drama process 
have to be aware of the different 
responses of other individuals. 
By generating a social dynamic 
that necessitates “having a go” or 

taking risks (which are inherent in creative behaviour), the drama experience 
encourages participants to “decide to be creative,” an indispensable step 
toward increased creativity.

While of course it can be argued that many activities boost confidence – such as 
participating in sports, public speaking and volunteering – drama’s particular 
benefits may lie in the manner in which drama creates an atmosphere of 

security, trust and collaboration. 
Drama promotes self-esteem and 
provides people with a sense of 
achievement and recognition.
For example, research conducted 
with children participating in 
the National Theatre in London’s 

drama schemes showed that the children gained confidence through drama 
and that this confidence transferred positively to other areas of their lives. 
The confidence gained resulted in the children enjoying school more and has 
improved their speaking and listening skills. The three-year research study 
found that, through studying theatre, the children had a “marked increase 
in self-confidence in class”.3 Compared with children at similar schools not 
participating in the drama programme, the study found that the National 
Theatre pupils had a significant increase in “oracy” skills - the ability to 
speak and listen. They also enjoyed school more and gained self-esteem and 
confidence.

empaThy
Drama deals with issues that touch people’s own lives closely, often in highly 
significant ways. Through the vicarious experiences in drama or theatre, 
people can make sense of their own behaviour and others, and develop 
aspects of emotional intelligence, such as empathy.

Drama also helps people develop 
tolerance and empathy. In order 
to play a role competently, an 
actor must be able to fully inhabit 
another’s soul, in other words, 

to become fully empathetic with another person. Drama appears to be 
particularly useful in promoting empathy as at the heart of the roleplaying 
that occurs in drama is the capacity of actors to put themselves in someone 
else’s shoes. 

Empathy is a key element within the social and emotional aspects of learning. 
Active empathy can be evident through developing self-awareness, sensitive 
social skills and movement towards more intrinsic types of motivation. 
Prendiville and Toye (2007)4 argue that speaking and listening activities within 

… cReAtive DRAMA 
pRocesses cAn help 
enhAnce iMpoRtAnt Aspects 
of cReAtivity incluDing 
DiveRgent thinking, 
fluency of iDeAs AnD 
flexibility

… DRAMA’s pARticulAR 
benefits MAy lie in the 
MAnneR in which DRAMA 
cReAtes An AtMospheRe 
of secuRity, tRust AnD 
collAboRAtion

DRAMA Also helps 
people Develop 
toleRAnce AnD eMpAthy
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drama enable people to practice empathetic behaviours and so result in a 
growth in overall empathy.

A practical way in which this capacity of drama to promote empathy has been 
used is in the training of doctors. Increasingly, undergraduate and graduate 
programmes in medicine are exploring the ability of the arts to elucidate the 
human condition of empathy as it relates to vital aspects of patient care. At 
the University of California5 students and faculty from both the Department of 
Medicine and English Literature performed informal readings of scenes from 
dramatic works. Medical students participated in staged readings of plays, 
which were filmed and then screened for a group of 30 medical students in 
order to elicit discussion. Topics included how individuals deal with illness 
differently and how prospective physicians could address similar clinical 
scenarios. The study found that the medical students who had participated 
in the drama activities were much more likely to be empathetic both with 
patients and with other medical professionals.

The UK-based company Theatrescience aims to bring together high-quality 
drama and biomedical science that “explores the relationship between 
arts and sciences, analysing preconceptions about theatre and science 
collaborations and suggesting how these can be challenged”. It scrutinises 
the collaborations between scientists/clinicians and theatre makers.6 For 
both the artists and the theatre 
makers involved, the project led 
to new ideas. It was also found 
that when scientists and artists 
worked together it was possible 
for the sciences to communicate 
more effectively as drama 
provided a way to transport 
quite complex ideas (such as 

biomedicine) to a wider community. The results of the project indicated that 
both science and the arts share a process of abstraction. Abstraction is a 
process by which concepts are derived from the usage and classification 
of literal (“real” or “concrete”) concepts, first principles, or other methods. 
Abstractions in both the arts and sciences are formed by reducing the 
information content of a concept or an observable phenomenon into a 
more understandable and communicable form. Abstraction is also core to 
the process of creativity as this requires the complex processing of a range 
of stimuli.

DRama aND leaRNINg pROCesses
Drama enables people to create and inhabit a fictional world for the 
experiences, insights and understandings it may yield (Heathcote, 1984). It 
encourages people to bring their interests and personalities, their “cultural 
capital” (Giroux, 1989), to the learning process so that they can become 
actively involved and their knowledge personalised (Bruner, 1962). Thus 
drama is itself exemplary of creativity by blurring the edges of the real and 
fictitious life and by promoting a rich environment that creates meaningful, 
motivating contexts for communication and learning.

Arguably, drama builds on the human 
capacity for play. Children are naturally 
eager to explore and play. Drama can 
be used to arouse interest, attention 
and curiosity. Put simply, dramatic 
pedagogies lead to higher learning 
outcomes. Drama creates involvement 
and interest, and motivates and 
encourages the learning process. This 
positive outcome is likely to be generated by brain activity that is stimulated 
when fiction and role play are incorporated into the learning process. Also, 

… when scientists AnD 
ARtists woRkeD togetheR 
it wAs possible foR the 
sciences to coMMunicAte 
MoRe effectively As 
DRAMA pRoviDeD A wAy to 
tRAnspoRt quite coMplex 
iDeAs (such As bioMeDicine) 
to A wiDeR coMMunity

DRAMA cAn be useD 
to ARouse inteRest, 
Attention AnD cuRiosity. 
put siMply, DRAMAtic 
peDAgogies leAD 
to higheR leARning 
outcoMes
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drama provides interludes in the creative process where there is active 
knowledge creation, as opposed to being passively receptive of information.

Norwegian researcher Aud Berggraf Sæbø7 focuses on the value of drama as a 
unique form of aesthetic learning. The main findings in this research extending 
over more than 10 years show that learning through drama enables students 
to engage as active participants in their own learning processes. Sæbø’s 
results show that drama strengthens and improves the learning environment 
and learning process for all students. 

Drama may enhance learning by providing opportunities for people to use 
different combinations of their multiple intelligences (linguistic, visual-
spatial, musical, kinaesthetic, logical-deductive, interpersonal, intrapersonal, 
naturalist) (Gardner, 1983) as “entry points” to learning (Gardner, 1999). Drama 
may serve to develop and discover individual learning and teaching styles and 
preferences. A multiple intelligences approach8 is fostered in drama through 
a variety of tasks appealing to different learning styles. Drama stimulates the 
imagination and allows people to explore issues and experiences in a safe and 
supportive environment.

The impact of dramatic pedagogies is especially evident in relation to second 
language and mother tongue literacy learning. Storytelling and drama 
techniques provide robust and flexible scaffolding.

Scaffolding9 as a concept in education 
describes the guidance, collaboration and 
support provided to lead children to new 
learning. Drama as a form of language and 
literacy learning “scaffolding” technique can 
reinforce and strengthen the development 
of language skills. Using drama to “practice” 

language enables learners to become increasingly competent, confident and 
independent. Language learning through drama helps the learners to gain 
in confidence, and opens the way to new learning and the internalisation of 
language and skills in enjoyable and creative ways. 

The quality of language learning can also change over time through drama. 
For example, a beginning language learner may initially only be able to have a 
receptive understanding of the story. As the dramatic action is an international 
language, the early language learner can “follow” the story through what they 
see and intuitively “pick up” the language as the dramatic action continues. 
Also, if not already familiar with the oral language, drama enables the language 
learner to act out and re-tell the story. As their language competencies grow, 
participating in drama will enable students to explore issues and personalise 
and transfer some of the acquired language to their own lives. Drama is able 
to enhance the speed and quality of language learning through the processes 
of imitation, repetition, gesture, voice and actions.

COOpeRaTION aND COllabORaTION
The form of creative group work needed to create theatre pieces promotes 
cooperation and collaborative working. The individual creative process (while 
important) becomes subordinated to the purpose and will of the group 
within a theatre production. This group tension in drama provides an ideal 
opportunity for children to develop social and co-operative skills. 

Collaboration, cooperation and joint actions are inherent in creating 
theatre. Through drama, people relate to one another and forge meaningful 

social groupings. Co-operative 
Learning theory,10 an offshoot of 
Constructivism,11 incorporates the 
idea that the best learning occurs 
when students are actively engaged 

thRough DRAMA, people 
leARn with gReAteR 
Depth AnD coMplexity 
while enjoying the 
expeRience even MoRe

using DRAMA to 
“pRActice” lAnguAge 
enAbles leARneRs to 
becoMe incReAsingly 
coMpetent, confiDent 
AnD inDepenDent
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in the learning process and working in collaboration with other students to 
accomplish a shared goal. Through drama, people learn with greater depth 
and complexity while enjoying the experience even more. People who work 
together in drama tend to stick at the task with greater intensity and for 
longer periods of time. This promotes self-esteem and provides a sense of 
achievement. 

Both theatre and drama activities are social and communal. Drama provides 
a framework for developing social skills such as cooperation, collaboration, 
listening and turn taking and helps to create appropriate affective conditions. 
Through drama, people develop an awareness of self (mind, body, and voice) 
and others (collaboration and empathy). This results in a deeper understanding 
of human behaviour, motivation, diversity, culture, and history.

In this way, drama enables people to reflect more securely and openly on 
matters which are significant to them because they remain at a distance. In 
a theatre production, both participants and audiences are colluding in the 
temporary suspension of time, place and identity. The skills and qualities 
developed in drama, such as team 
work, creativity, leadership and risk 
taking are assets in all subjects and all 
areas of life. Koestler’s (1964)12 seminal 
book on the nature of creativity may 
give some clues to how drama serves 
to initiate creativity. Perhaps, the 
drama process provides what Koestler 
describes as an environment of 
“ripeness” for the development of creativity. He argues that in such situations 
people experience a displacement of attention to something not previously 
noted. Putting things in a new dramatic context may enable new connections 
to be made – put simply, the more familiar the parts, the more striking the 

new whole. The Latin verb cogito for “to think” etymologically means “to 
shake together”. Arguably, drama enables the combining of new ideas to take 
place thus creating an environment “ripe” for new syntheses to occur or, in 
other words, the creative process to flourish.

CONCeNTRaTION aND memORy
Humans are capable of doing many things at the same time. For example, 
we can drink a cup of coffee while reading the morning papers or sing our 
favourite song while ironing clothes. These are simple tasks that we can do 
simultaneously without difficulty. But not everyone develops the ability to do 
many things simultaneously in the same way. The brain can quickly adjust and 
synchronise all these skills into a coordinated set of actions. The individual skills 
have changed from conscious incompetence to unconscious competence. It 
is argued that through drama it is possible to increase the “sense memory” 
through the way drama serves not only to present characters, but importantly 
to re-present them. This high level recollection is aided by remembering using 
all the five senses. In characterisation and dramatic action the actor takes 
the observations from daily life and combines these in a multi-sensory way 
to represent the memory of a social archetype and the memory of emotion. 
The concentration needed to evoke that representation is immense. Perhaps 
you are thinking at this point that that only applies to those actors who reach 
the pinnacle of their profession and can represent the truth of life in a way 
that seems so totally convincing that the audience is transformed. But even 
young children have this ability. A child can easily act daddy being angry, or 
mummy’s look of surprise. They will re-enact with clarity their teacher or an 
argument with their brother. Such multi-dimensional skills are evidence of 
both great concentration and observation and an ability to recall memories 
and present these in a rich manner. 

Drama stimulates the imagination and allows people to explore issues and 
experiences in a safe and supportive environment. It is vital to create an 

… DRAMA enAbles people 
to Reflect MoRe secuRely 
AnD openly on MAtteRs 
which ARe significAnt 
to theM becAuse they 
ReMAin At A DistAnce
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atmosphere of security, trust and concentration. This acting out and retelling 
independently allows people to imaginatively explore issues and feelings 
beyond reality – in other words to use their imagination. Imagination is a vital 

ability to deal with everyday tasks, 
feelings and problem. The human 
creative imagination is vast and 
can provide a never ending journey 
of exploration of whatever we 
can conceive. Creative freedom 
is about being able to be free to 
explore all options and use the 
concept of complex integration 
to find ways to move past what 
are otherwise insurmountable 

obstacles. Our creative imagination is what allows us to access the infinite 
possibilities of creativity in any situation we face. It is where we can explore 
any and all possibilities. In this way, imaginative events that occur in drama 
may help people to deal with complex emotional situations by giving them 
practice in a safe, and risk free context to explore complex situations. 

RaIsINg aesTheTIC awaReNess
Theatre has a long and illustrious history. In its simplest origins, it was about 
embellishment of a good story – using a range of verbal and non-verbal 
dramatic devices to engage people in a good narrative. Theatre takes many 
forms including pantomime, clowning, drama games, storytelling, radio 
drama, melodrama, puppetry, improvisation, mask theatre, public speaking, 
playwriting, directing, and play productions. The broad term “theatre” can 
also include the elements of theatre (costumes, props, scenery, lighting, 
music, and sound) to enrich the experience, re-enact stories, and mount 
productions. Within theatre it is possible to gain experience in the various 
roles of actor, director, writer, designer, and audience member.

From the ancient times to the present, theatre has been used to educate society. 
People learn about and through the aesthetics of a dramatic experience. Yet 
what people understand about a work of theatre usually depends on prior 
experiences and expectations, which are then applied to new experiences. 

The more people see and experience 
theatre the better they are at making 
sense of their theatre experiences. 
Students whose families take them 
to live performances from an early 
age will naturally feel more at ease 
with theatre in school. Vivid theatre 
experiences are likely to grab 

attention and stimulate conversations and questions. Effective drama sets 
up a complex issue, suitable for in-depth analysis and discussions that cross 
multiple areas of inquiry, including aesthetics, history, ethics, and business. 
These issues enhance cultural understanding by broadening our perspective 
and often portray life from different points of view, cultures, and time periods.

Theatre follows inherent rules and conventions. For example, the rules of 
theatre include that the audience is usually expected to be seated and watch 
while others perform. The performance is ended with applause and it is 
not usual to eat during the performance. In addition to these very practical 
conventions that bring people into a shared understanding, there are also 
conventions in terms of the narrative structure of most theatre pieces. For 
example, the audience expects the initial disturbance of a state of equilibrium 
leading to the creation of tensions, conflict and final resolution. 

eNgagINg peOple IN CONsTRUCTIve 
sOCIal aCTIvITy aND CIvIC eNgagemeNT
The theatre can be a source of pride and connection in a community. Theatre 
can also be a site for social activism and civic engagement in democratic 

cReAtive fReeDoM is About 
being Able to be fRee to 
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use the concept of coMplex 
integRAtion to finD wAys 
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otheRwise insuRMountAble 
obstAcles
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expeRience theAtRe the 
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CONClUsION
These are impacts of direct involvement in drama and theatre. Theatre 
activity impacts on the environment and has an emotional impact on both the 
participants and audience members. It holds up a mirror for us to examine 
ourselves, deepening our understanding of human motivation and behaviour. 
While there are professional expressions of drama and theatre, people use 
dramatic techniques and theatrical expressions in common life settings and 
interactions. Being involved in drama and using dramatic techniques in daily 
communication can increase self-confidence. The social nature of drama and 
theatre builds cooperation and collaboration. Watching theatre or being part 
of a theatre production can improve people’s concentration and memory. 

Theatre in the community builds individual and collective empathy by 
engendering aesthetic awareness and civic engagement. In a very practical 
sense, drama contributes to everyday creativity by making people feel 
more alive, healthier, and more connected with the world. The empathy 
inherent within drama makes us more open to other people and towards 
new experiences. As we suspend 
disbelief and become caught up 
in the world of the imaginary, we 
become less defensive. There is a 
whole of body experience, where 
both the mind and body feel good. 
Drama and theatre can opens 
people to inspiration and deep self-
knowledge.

action. Civic engagement is about behaviour that is purposive and conscious 
and aimed at leading to change – whether that is personal, social, political, 
environmental or economic change. Civic engagement is public and is usually 
collective. When theatre is aimed at civic engagement, its main purpose can 
be to address social issues. For example, Theatre Without Borders13 is an 
international theatre-based movement that focuses on the impact that can 
result in peace building and theatre. 

ImpactArts14 uses visual arts, music, drama, dance and technology to work 
in local communities with people of all ages. The organisation uses drama as 
a tool for change – improving the environment, helping people get back into 
work or improving quality of life.

Similarly, Open Clasp Theatre15 works with the United Kingdom Equality and 
Human Rights Commission around issues of equity and inclusion. While theatre 
is the focus, the company engages with health, social care and criminal justice 
professionals and a range of community groups as well as the general public. 
The focus is on the experience of women and young women involved in sex work 
and/or victims of sexual exploitation; women who have lost children to adoption 
(when children have been removed through state intervention due to domestic 
violence or substance misuse); homeless women; experiences of women with 
mental health issues; and sexual minorities, among others. “The basis for all the 
work is the knowledge that drama 
and theatre can be used as a tool 
to empower, increasing self-
esteem and confidence, leading 
to personal development and 
growth, and to positive change 
for those taking part and the 
audience members who share the 
experience”.16

“… DRAMA AnD theAtRe 
cAn be useD As A tool to 
eMpoweR, incReAsing self-
esteeM AnD confiDence, 
leADing to peRsonAl 
DevelopMent AnD gRowth, 
AnD to positive chAnge 
foR those tAking pARt AnD 
the AuDience MeMbeRs who 
shARe the expeRience” 
(open clAsp theAtRe)
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aaltje van Zweden is the Director of The Papageno Foundation in the Nether-
lands. Over the past 15 years, The Papageno Foundation has developed inclusive 
practices in arts education for people with autism and related disabilities These 
innovative activities use drama and theatre in a prominent way to unlock the 
creative potential of people with autism. 

Aaltje explains, “I am a mother of a child with autism. For my son, who did not 
communicate verbally, drama proved to be a powerful medium and a valuable 
way of establishing a connection. I have regretfully seen that the field of art edu-
cation is scarcely, if ever, structurally represented in special education settings. 

As an art teacher and founder of The 
Papageno Foundation one of my main 
professional pursuits is initiating inter-
disciplinary art projects for students 
with disabilities”.

Since 2007, Papageno has been de-
veloping its Ontmoeten(Encounters) 
projects. In these projects people (both 
with and without autism) work together 
with artists and teachers on creating a 
single piece of musical theatre that in-
tegrates script/lyrics, play, movement, 
visual art and music. Participants are 

engaged in art activities in a laboratory-like setting that allows scope for experi-
mentation in an open dialogue with professional artists, teachers and aides.The 
general aim is to play, sing, dance, and make music together, in such a way that 
every participant plays his or her role on stage.

The impact of working through drama and creating theatre productions is high. 
As Aaltje described, “Art is a universal human form of communication and has 
the power to break through language barriers, physical barriers, mental and 
cognitive barriers, in order to enable contact and communication with others”. 

Aaltje especially values the impact of drama for children with communication 
challenges. “Children with autism and other disabilities are confronted with in-
capacities and failures in many areas. That they are able to successfully commu-
nicate their thoughts and feelings by means of play demonstrates the importan-
ce of drama/theatre education for pupils with autism”.

The Papageno Foundation believes that it is vitally important that people with 
autism in particular are given the opportunity to develop their creativity and 
imagination through music and drama/ theatre education in order to contribute 
to an inclusive and diverse society.

In the words of Vygotsky: “In play it is as though the child were a head taller than 
himself” (1978, 102). This is true for any child but for children with a disability it is 

most certainly true. Drama and thea-
tre allow for playfulness, which we 
believe is a very basic human need.

AAltje vAn ZweDen

“i AM A MotheR of A 
chilD with AutisM. foR 
My son, who DiD not 
coMMunicAte veRbAlly, 
DRAMA pRoveD to be 
A poweRful MeDiuM 
AnD A vAluAble wAy 
of estAblishing A 
connection” 
(AAltje vAn ZweDen)

“in plAy it is As though 
the chilD weRe A heAD 
tAlleR thAn hiMself” 
(vygotsky, 1978)



professor patricia lindberg from Plymouth State University, in the USA first be-
came interested in drama and theatre at the age five when she attended a per-
formance of “The Three Billy Goats Gruff” with her kindergarten class. Patricia 
recalled, “Getting so engaged and excited and something inside me, even at that 
young age, knew I had found my tribe”.

Along with Television Producer, Carla Russell, Patricia has recently (2013) won a 
prestigious Emmy award for her children’s television programme TIGER. TIGER 
(Theatre Integrating Guidance, Education, and Responsibility) is a collaboration 
between the PSU graduate programmes in Integrated Arts, School Counse-
lling and School Psychology. The professional theatre company helps children, 
schools, parents, and communities 
deal proactively and positively with 
social issues and concerns facing chil-
dren in schools today. TIGER uses mu-
sical theatre to give school audiences 
tools to identify, discuss and, hope-
fully, reduce bullying. The cast has 
spent several years traveling across 
New England to give performances 
and lead workshops for students, teachers and parents on bullying and other is-
sues such as self-esteem and friendship. Patricia Lindberg serves as writer, pro-
ducer and lyricist and has worked closely with others on music and set design. 

Despite the success Patricia has had linking drama to reduce bullying, she is con-
tinuing to develop other projects aimed at building a better society through dra-
ma. In the past year, she has written an original musical with a local historian and 
a talented composer celebrating the 250th anniversary of her home town. She 
also had the opportunity to direct the piece. Professor Lindberg commented, 
“It was such a celebration of community. We had 120 people from ages 8 to 77 
in the production and we had so much fun. It really made me realise once again 
how important it is for people to make art together. The joy that these people 
felt has been long lasting too. They all had such a great time and we learned a lot 
about the wonderful history of our town too!”

Professor Lindberg feels that drama is vital for people. “Experiencing theatre 
allows an individual to step inside their imagination and to play, an essential part 
of life that is often lost in our whirlwind 
world”. 

“I feel that my work empowers people 
to feel good about themselves and their 
creativity and to feel more connected 
to those around them. Theatre has such 
power as it is such a collaborative art”.

“i feel thAt My woRk 
eMpoweRs people to feel 
gooD About theMselves 
AnD theiR cReAtivity AnD 
to feel MoRe connecteD 
to those ARounD 
theM. theAtRe hAs such 
poweR As it is such A 
collAboRAtive ARt” 
(pAtRiciA linDbeRg)

tigeR uses MusicAl 
theAtRe to give school 
AuDiences tools to 
iDentify, Discuss AnD, 
hopefully, ReDuce 
bullying

pAtRiciA linDbeRg



MARiAnne bosMA

marianne bosma first became interested in drama at secondary school when 
she was doing a theatre production as part of a jubilee celebration. When her 
teachers saw her acting they urged her to apply for the Academy for Dramatic 
Art. The impact of her secondary school must have been significant as Marianne 
has now successfully led drama and theatre programmes as a reputed drama 
educator in the Netherlands.

Marianne recalls, “In this past year I had to teach for the leaving examination 
to the final year students and this was really very interesting and hard because 
there is this big responsibility. There is always a tension as a drama educator as 
you want to make a beautiful show and yet you also want to ensure that the stu-
dents are given enough space and creativity to make their own performance… 
There is always this tension between what to allow and what to decide. What is 
the teacher’s role in it..? It was great, awful, tiring, interesting and a very creative 
period and I will never forget it!

Marianne feels it is often quite difficult to be certain of the impact of her work, 
but she feels that drama can be beneficial for people. While acknowledging that 
it can be very difficult to provide concrete evidence of impact, drama can contri-
bute to both the individual and society. She says, “There is always a good feeling 
if your lessons are interesting and the people you work with are 100% involved. 
You can see the impact on individuals. I’m convinced that drama makes a con-
tribution to self-confidence. Being involved in the theatre gives more ways to 
express our idea and provides people with more openness for the future”.

Marianne also highlights the technical impact of theatre. She commented, “Be-
ing involved in theatre provides training that you can use in a number of fields 
of employment. People who are involved in acting are better at observing peo-
ple and their behaviour, being aware 
of speaking, being aware of facial ex-
pression and the meanings expres-
sed by others. People involved in the 
theatre are generally more creative, 
open and sensitive. If there is more 
drama and theatre I think society will 
be able to take a more open look at 
things and be more open to ‘meet the 
strange’. If you are making theatre or 
have lessons in Drama you will have 
the opportunity to find things out 
about yourself. Through observations about others and you will learn to play 
your own instrument (body and voice) which can help you for an open and flexi-
ble communication and a positive creative mind”.

“if theRe is MoRe DRAMA 
AnD theAtRe i think 
society will be Able 
to tAke A MoRe open 
look At things AnD be 
MoRe open to ‘Meet the 
stRAnge’” 
(MARiAnne bosMA)



victoR lADAn lutsili

victor ladan lutsili is a script writer and movie director who uses theatre and 
drama to lead development projects. He first became interested in drama throu-
gh the influence of his mother, who worked for World Vision on sponsored com-
munity projects for destitute children. To help the children, she would ask him to 
develop scripts she could use with the children she was working with.

In his current work he is researching the use of drama for people who have 
experienced trauma. Victor Ladan Lutsili explains, “I am currently doing a re-
search project called Narratives of the Living Dead. This work uses drama and 
script writing to explore how People Living With HIV/Aids (PLWHA) confront 
their psychological trauma caused by HIV infection by using theatre to voice 
their stigma”.

He feels that the impact of his work changes the lives of individuals and impro-
ves society, as he commented, “I have seen attitudinal change, total transforma-
tion in their view of the world”.

Victor feels that drama has a very 
strong restorative effect for people. 
“Drama and theatre are potent medi-
cine that returns to life a dead body, 
mind and soul”.

“DRAMA AnD theAtRe ARe 
potent MeDicine thAt 
RetuRns to life A DeAD 
boDy, MinD AnD soul” 
(victoR lADAn lutsili)
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MUSIC

Efthymios Papatzikis



Abstract
Music is the universal language. It inspires and brings to our mind deep emotions and awakens 
our imagination, opening new creative ways of learning and development.

Music is used to achieve specific psychological states, it has the potential to alter or manage 
social behavior, it can help us to remember specific product names and even enhance a brand 
image. Participating in choirs, orchestras and bands creates connections, promotes cooperation 
and teamwork.
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“Music, compared to the other arts, is approached by many leading 
researchers in evolutionary biology as one of the oldest and most 
fundamental traits of human socio-cognitive development“.
(Peretz, 2001)

Why Music?
Everyone is a musician. We are born musicians, we all live our lives within 
music and we get in touch with it in many different ways and for many different 
reasons. Music exists all around us – in the simple rhythmical beats of our 
hearts to the most complicated melodic sequences of a classical symphony 
– and it seems to be one of these abstract entities and needs, like love, that 
plays a major role in the way we perceive and approach our surrounding 
environment. 

In this broad sense, of course, 
music cannot be seen as only a 
human construct. Nature is filled 
with musical sounds. Sometimes 
these sounds are simple like the 
sound of the waves breaking 
upon the sea shore, sometimes 
they are more complicated and 
non-understandable to us like 
the songs of the birds. Whether 
straightforward or more sophisticated, these sound structures all consist of 
music, being made either by humans or nature for pleasure, communication or 
sometimes for no obvious reason at all – they are there just to project nature’s 
hierarchical structure (i.e. the aforementioned sea waves). Nevertheless, 
these sounds and music “speak” to us – and deeply affect us – whether we 
want them to or not, interacting with our mind and brain from the very first 
moments of our lives. 

… SoUndS and MUSIC 
“Speak” to US – and deeply 
affeCt US – whether we 
want theM to or not, 
InteraCtIng wIth oUr MInd 
and braIn froM the very 
fIrSt MoMentS 
of oUr lIveS

in the beginning…
Consider newborn children. The easiest way for them to communicate with 
their environment in the very first months of life is through sound and music. 
They cry, laugh or produce amorphous series of sounds denoting different 
states and levels of emotions. They use sounds as a form of “music”, organising 
them, trying to make sense of them, using them to ascribe meaning. In these 
first instances of life, to soothe the child through singing and cradling - 
where the rhythm of the mother’s heartbeat and voice are always present 
- is crucial. The innate human connection that exists with the specific sound 
manifestations is one of the most important means for a newborn to feel 
secure and relaxed in this world of so many sensorial challenges. 

Rhythm and (musical) sound perception start already in the womb, and both 
are already at work from the 16th week of gestation (Shahidullah and Hepper, 
1992). Sounds have a surprising impact upon the foetal heart rate. It has been 
found (Chapman, 1975) that a five second sound stimulus can cause changes 
in heart rate and movement, 
which may last up to an hour. 
Some musical sounds can also 
cause changes in metabolism. 
Brahms’s Lullaby for example, 
played six times a day for five 
minutes in a premature baby 
nursery produced faster weight 
gain than voice sounds played to 
the same schedule.
 
continuing…
As we grow up and until the end of our lives, music follows us in our everyday 
life activities, too. The connection of language to music we experience when 
we talk and sing, the bodily movement that is innately connected to musical 

rhythM and (MUSICal) 
SoUnd perCeptIon Start 
already In the woMb, 
and both are already 
at work froM the 16th 
week of geStatIon 
(ShahIdUllah and 
hepper, 1992)
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sounds when we dance, or even the ultimate feeling of self-expression that 
music offers through its creative substance, are some of the practical examples 
showing how music is embedded in our human existence in a variety of ways. 

Both music and language are common to all humans in which “perceptually 
discrete elements are organized into hierarchically structured sequences 
according to syntactic principles” (Patel, 2003: 674). In many ways, spoken 

language is a special type of music, 
and research has clearly shown 
that music and language share 
the same brain regions (Brown, 
Martinez, & Parsons, 2006). 
Growing up, therefore, and living 
in a musically rich environment is 
often advantageous for language 
support and development. A 
brilliant example of how music 
can support language acquisition 
is where familiar song melodies 
are linked to new information, 
making the relevant processing 
from the brain more effective and 
long-lasting. After all what do 
you remember more easily; the 

lyrics of a song or some phrases from a “dry” speech? It has been repeatedly 
suggested by scientists that continuous interaction with music has a notable 
effect on improving our verbal memory and intelligence (Moreno et al., 2011). 

Music, movement and dance are also inextricably part of human social life 
although the production of combined, purposefully structured sounds and 
movements is not unique to humans. Nevertheless, we are probably the 

only species that ascribes a purposeful yet variable meaning to patterned 
sounds and movements, projecting through them fundamental values (i.e. 
caring and sympathy), rituals (i.e. war dances) or even states of mood in our 
everyday lives. On a more specific level, the innate understanding of rhythm 
we all possess helps us to move our hands, walk and run. Ultimately, different 
sounds in our environment – or even their absence – drive us to fine-tune or 
synchronise particular body movements in a smooth or abrupt manner.

We intentionally or unintentionally choose to process and understand the 
music and sounds generated in our environment. We listen to them, we “distill” 
them, and finally use them according to our needs and wishes. Listening – 

passively or actively – to our 
surroundings is a continuous 
process that happens even when 
we sleep. Apart from our external 
ear, a huge line of mechanical 
“processors” exists beyond this, 
helping us to decode, categorise, 
synthesise, assess, value and 
finally understand sounds. There 

are at least three main distinctive pathways through which sound can be sent 
from the outer-inner ear to the auditory processing centres of the cortex; and 
we constantly use them to provide meaning to ourselves about the quality and 
quantity of the overwhelming stimuli reaching this highly sensitive processing 
machine. This is how we feed our emotional mechanisms (i.e. limbic system) 
in the brain through sounds and music, managing to alter – raise or calm – 
our or others’ moods, when, for example, driving and listening to the radio, 
when speaking and controlling our voice according to the audience we are 
communicating with, when listening to our favourite songs to boost our self-
esteem and scaffold our positive social attitude.

In Many wayS, Spoken 
langUage IS a SpeCIal type 
of MUSIC, and reSearCh 
haS Clearly Shown that 
MUSIC and langUage Share 
the SaMe braIn regIonS 
(brown, MartInez, & 
parSonS, 2006). growIng 
Up, therefore, and 
lIvIng In a MUSICally 
rICh envIronMent IS 
often advantageoUS for 
langUage SUpport and 
developMent

lIStenIng – paSSIvely 
or aCtIvely – to oUr 
SUrroUndIngS IS a 
ContInUoUS proCeSS
that happenS even 
when we Sleep
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creativity and Music
However, people do not only listen to music. They also actively take part 
in making it – directly or indirectly – thus projecting a need for an everyday 
creative advancement through it. We all have a natural curiosity, and curiosity 
is the seed of creativity. Music offers us a great opportunity to channel that 
natural curiosity into creative endeavours and activities, making it the “vessel” 
which carries all the elements that potentially provide a fertile ground for 
advancement, change and innovation in our social, emotional or personal lives. 

Music and society have always been intimately related. Music has been 
present since the beginning of the human race, and nowadays experimental 
work shows that our decisions, concerning the music we choose to listen to 
or perform in given situations, helps us to achieve particular psychological 
states that complement specific social environments. For example, we choose 
to listen to specific music when we exercise in order to achieve a highly 
aroused biological and psychological state (North and Hargreaves, 2000). In 
this sense, we creatively search for music’s best possible usage in order to 
enhance the quality of our lives. 

In addition, music helps us to define our identity and further manage and 
develop our interpersonal relationships. There are a number of examples 
showing that people favour 
a specific musically defined 
individual or group at the expense 
of others who do not share the 
same musical characteristics with 
them (Tarrant et al. 2002). Music 
facilitates communication which 
goes beyond words, enables 
complex meanings to be shared and provides a creative basis for complex 
social interactions. One contemporary approach to the latter may be seen 

in the marketing industry, where one can observe the effects of music on 
workers and consumers. Music can alter or manage relevant social behavior, 
and it can help us to remember specific product names or enhance a product’s 
image through association with a well-loved piece of music (Bruner, 1990; 
Garlin and Owen, 2006).

In day to day social environments such as schools or colleges, music helps 
students to develop creative bonding in groups and teams. In orchestras, 
choirs or bands we learn that success 
depends upon teamwork and 
cooperation, and we discover all the 
advantages that contributing to a 
creative team has to offer. Someone 
needs to think creatively in order 
to promote and maintain effective 
associations of people. This fact is 
wonderfully presented in a study 
by Kirschner and Tomasello (2010) 
showing that joint music making 
among 4-year-old children increases 
subsequent spontaneous cooperative 
and helpful behaviour. Children are encouraged to constantly bear in mind 
the collective intention and shared goals, thereby effectively satisfying the 
intrinsic human desire to share experiences and activities with others. 

Of course, creativity and music as a combination do not only have an impact 
on social interactions. This combination is a powerful tool for arousing 
emotions and feelings, while it has been proved to be far more “invasive” than 
language. The action of listening to music is a deep brain creative process in 
itself. In simple terms, processing usually starts in the very deep regions of 
the brain (subcortical areas; thalamus and cerebellum where synchronization 

In addItIon, MUSIC helpS 
US to defIne oUr IdentIty 
and fUrther Manage and 
develop oUr InterperSonal 
relatIonShIpS

In orCheStraS, ChoIrS 
or bandS we learn 
that SUCCeSS dependS 
Upon teaMwork and 
CooperatIon, and 
we dISCover all the 
advantageS that 
ContrIbUtIng to a 
CreatIve teaM haS 
to offer
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of pulses occur) and then moves out towards the higher cortical areas and 
the systems of cognition. This is why when we listen to organized or random 
sounds in nature and society, we first react emotionally to them, trying to 

connect them, and then understanding 
them through a more complex – either 
societal or environmental for example 
– framework at a later stage (… all 
these in milliseconds, of course!). We 
bring together the pieces of the puzzle 
in order to construct a meaning, to 

appreciate it. We structure a big picture in the brain that projects feelings and 
meanings, devising in collaboration new emotions every time we come across 
a musical or sound stimulus. No one feels the same about the same piece of 
music. We are all unique in this matter and creative in many different ways.

Emotional creativity sourced from music, however, does not only come 
about by the act of passive or active listening. Personal activity in music is 
even more important, thus taking us on its creative path of emotions from 

the very beginning of our lives. 
“The biological significance of the 
emotional associations of music is 
perhaps most evident in the infancy 
period, where much of the interaction 
between preverbal infants and their 
caregivers involves regulation of the 
infants’ states and the communication 
of emotional information” (Schmidt 

and Trainor, 2001: 488). This regulation and communication of emotional 
information through music and sound is a creative process that happens a 
lot during that period, providing the basis for later emotional variability and 
expansion. 

Emotional creativity through music comes to its apogee at a later stage in 
life, when people start to consciously interact with either its structure (i.e. 
composition) or its tools of production (i.e. instrumental performance). This 
is when we start to realise that music making is far more than simply an 
activity of mind. In all its different manifestations in teaching, performing, 
composing and learning, music emotionally connects the mind to the brain 
(and vice versa) in a very strong way, reaching to expose biological effects 
of emotions common to all humans. Musical stimuli induce “shivers down 
the spine” (i.e. Grewe, Nagel, Kopiez and Altenmuller, 2007) which clearly 
represent in a physiological manner the effects of the musical creative 
process. This process begins in primitive brain structures that are involved in 
motivation and reward. Hence, composers creatively manipulate their writing 
within a song to reach specific emotional expectations, performers creatively 
structure their performance to build anticipation, the teacher and the learner 
both follow the creative path of being rewarded through learning in order to 
achieve new knowledge, new futures. Music is a grammar to the emotions 
and we creatively use it to personally evolve and thrive in societal settings. 

Despite all this, however, we should not forget to stress the possible effects 
that musical creativity may bring to cognition at the individual level. Both 
thinking about and creating through music, have a strong impact on biological 
and psychological systems of cognition. Music changes the wiring of our brain, 
and according to our responses to it, alters our behavioural performance. It 

has been found that music enhances 
spatio-temporal intelligence and its 
performance (Picazio et al., 2013; 
Forgeard et al, 2008; Suda et al., 
2008). Improving our perception of 
the world around us through music 
may help us to more effectively and 
creatively use the skills that we need, 

the aCtIon of lIStenIng 
to MUSIC IS a deep braIn 
CreatIve proCeSS 
In ItSelf

MUSIC IS a graMMar 
to the eMotIonS and 
we CreatIvely USe It 
to perSonally evolve 
and thrIve In SoCIetal 
SettIngS MUSIC ChangeS the 

wIrIng of oUr braIn, 
and aCCordIng to 
oUr reSponSeS to It, 
alterS oUr behavIoUral 
perforManCe
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which extend from solving advanced spatial problems in related domains to 
being able to pack a suitcase for a short trip overseas.

Recent studies have also shown that people who follow the creative path 
of music may be more successful on standardized mathematical tests like 
the SATs. In a paper published in the Journal of Aesthetic Education, the 
author provided a meta-analysis on 25 studies examining correlation and 
causation of mathematical advancement due to music usage in educational 
environments and training (Vaughn, 2000). Results demonstrated that there 
is a positive association between the voluntary study of music, on the one 
hand, and mathematical achievement, on the other. Additionally, although at 
a marginal level, this same review suggested that background music has a 
positive effect on students who take maths tests.

Last but not least, in this domain of music and cognition, it has been found that 
creative endeavours through music affect our attentional performance and 
overall behavioural discipline. From the well-established formal educational 
settings to informal everyday-life activities, interaction with music seems 
to influence the maturation of auditory discrimination and attention, the 
benefits of which effect areas of our lives well beyond the musical domain 
(Putkinen, Saarikivi, Tervaniemi, 2013). It has been also suggested (Khalil, 
Minces, McLoughlin and Chiba, 2013) that creative musical contexts (such as 
choirs or orchestras) inherently promote social discipline, and can foster and 
enhance positive attentional behaviour and group synchronization.      
         
neuroscience and Music
In our societies, music is usually approached as a cultural entity or human 
construct. Its semantics – the notes and tools it employs – or its specific 
cultural use and benefit – different styles of group and individual expressions 
– dominate its relevance to discussions, educational or social activities. 
Because of this sometimes over-simplistic approach, however, myths such as 

the right-left brain paradigm, the overly strict convergent versus divergent 
thinking, or even the focused versus defocused attention states of musical 
interaction have penetrated how we think about music. For example, beliefs 
such as “if someone wants to be musical they should use the right side of 
their brain more”; or, “convergent thinking is what it takes to make music”, or 
even that, “defocused states of mind are the only way to reach the best music 
performance results” are prevalent in our society. All this shows just one side 
of the coin, and unfortunately blocks music’s further advancement or fusion 
with fields other than that of education or social anthropology.

Fortunately, neuroscience research in our time has presented us with a richer 
picture, and gives us a wider – if not different – scope on music’s substance 
and use, opening the way for a multifaceted approach to and understanding of 
the benefits of music. Neuroscience now provides a more solid basis through 
which we can better understand the combined creative characteristics and 
biological extensions of music. What is known so far, however, is not much, 
and as Dietrich (2004) claims, “there is no sound theoretical framework on 
the neural basis of [music’s] creative thinking…” (p. 823). It is indeed difficult 
to study musical (re)creation and involvement in plain neuroscientific terms. 
Art and music cannot be fully studied in the overly controlled environments 
that most neuroscientific laboratories promote and demand. 

Nevertheless, seeing music as a fundamental activity of human information 
processing, researchers have clearly managed to decode certain properties 
of the neural substrates of music in the human being. We now know that 
making and feeling music is far from a magical event of unexpected random 
inspiration or divine interaction. Instead, it is a mental occurrence that results 
from the application of ordinary cognitive-brain processes (Smith, Ward, & 
Finke, 1995). Improvisation, for instance, can be defined “as the spontaneous 
generation, selection and execution of novel auditory-motor sequences” 
(López-González, 2012). Or, that intensely pleasurable responses to music are 
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connected to heart rate and respiration changes and provide an imprint on 
the cerebral blood flow balance, involving brain regions such as those relating 
to reward/motivation, emotion, and arousal (i.e. ventral striatum, midbrain 
and amygdala) (Blood & Zatorre, 2001). 

For some people, the neuroscientific approach may seem too systemic or even 
shallow. However, it is very practical and gives us a new perspective on how 
music is involved in our lives. This is probably why “musicians” (in this case 
meaning people who either listen to, perform or make music) are one of the 
first and most fit populations with which to study the impact that music has on 
our bodies. Due to the intensive, long-term, variable style, training mode and 
characteristics of the lives “musicians” follow (i.e. the hours and starting points 
of their active connection with the musical phenomenon) it gets much easier for 
neuroscientists to study and realise what music does to human neural circuits 
and brain functions (Zatorre, 2005). This is also why “neuromusic” research 
does not confine its oeuvre to music performance or creation only, but also 
extends its applications to well-being, education and rehabilitation.  

Neuroscientific research on music - or neuromusic - started developing during 
the last couple of decades, going as far back as the mid-80’s (Dietrich, 2004). 
Techniques such as the Electroencephalography (EEG), functional Magnetic 
Resonance Imaging (fMRI) and the Positron Emission Tomography (PET) have 
been employed for deeper and more detailed investigations. Projects looking 
at listening to music, performance practice, improvisation and composition 
now show that there is a variable activation of the brain in the prefrontal cortex, 
the premotor and the supplementary motor areas, some temporoparietal 
areas, the visual cortex, the thalamus, the basal ganglia, the hippocampus as 
well as the cerebellum (Dietrich, 2004; Gibson, Folley, & Park, 2009). The same 
or other neuroscientific research projects have also presented sometimes 
contradictory evidence of deactivation of the brain regions that regulate 
emotions: the limbic and paralimbic areas (Limb & Braun, 2008). It seems that 

brain blocks such as the hippocampus, amygdala, hypothalamus and parts 
of the parietal and occipital cortices diminish their involvement during some 
“creative” tasks in order for the artist to reach safely and faster the desirable 
creative outcome (figure 1). Emotions may be tricky during certain instances 
in interacting with music and neuromusic research suggests that our brain 
knows about it! For example, we may feel good having fun when hearing loud 
noises in a rock concert – i.e. the beat of drums. Nevertheless, this is a harmful 
process for the whole system when excessive, thus the brain reacts in certain 
biological ways – with the emotion of happiness in this case – to defend it self 
from being harmed. 

The neuromusic field has also investigated – among others – the domains 
of special education, some degenerative diseases and heart diseases. More 
specifically, research in autism and special education has presented extremely 
positive evidence on the way autistic children could use music’s engaging 
potential in order to be more social and communicative in both their educational 
as well as in wider social settings (Wan, Demaine, Zipse, Norton, & Schlaug, 

2010). Listening to music can 
evoke a great intensity of 
emotions in autistic children, 
who typically have difficulty 
in processing emotions (Allen, 
Hill and Heaton, 2009; Heaton 
and Allen, 2009). Research 
has also shown that music-
based activities facilitate the 
use of sign language and 
other non-verbal methods of 

communication in children with autism (Buday, 1995). Furthermore, learning 
through music has been found to improve joint attention behaviours and 
nonverbal social communication skills in children with autism, with some 

lIStenIng to MUSIC Can 
evoke a great IntenSIty 
of eMotIonS In aUtIStIC 
ChIldren, who typICally 
have dIffICUlty In proCeSSIng 
eMotIonS (allen, hIll and 
heaton, 2009; heaton and 
allen, 2009)
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generalisation to settings beyond the music therapy sessions (Kim, Wigram 
and Gold, 2008).

Research referring to particular degenerative diseases and music has also 
shown the positive effects that music has on these conditions. For Parkinson’s 
disease, for example, researchers have found that music improves rhythmic 

limb movements, gait and freezing (Swallow,1990; Stern, Lander and Lees, 
1980; Sacks, 1982). Music brings about positive changes in motor performance 
and emotional functions connected to the disease (Pacchetti et al., 2000). For 
stroke patients, music has been proved 
to be particularly beneficial as it has a 
great capacity to promote neuroplastic 
changes, an important element in 
stroke neuro-rehabilitation. Grau-
Sanchez et al. (2013) in one of their 
most recent projects, used a music-
supported therapy (MST) programme 
along with Transcranial Magnetic 
Stimulation (TMS), and found that the 
participants obtained significant motor 
improvements in their paretic hands, 
accompanied by changes in the excitability of the motor cortex. Similar results 
were reached in another study on music and stroke rehabilitation (Lim et al. 
2013), where the Aphasia Quotient (AQ) of ischemic/hemorrhagic patients 
improved, showing again that a music-supported therapy programme has a 
greater effect than a speech language therapy programme. 

All the above are just a few of the numerous elements of research in the 
neuromusic field, investigating the positive results that music participation 
and involvement already show in different contexts and across different age 
ranges. What we should definitely keep in mind however is that (a) not only 
one brain part is active during creative musical tasks, meaning there is not 
just one part of the brain connected to music and musical creativity; (b) that 
both hemispheres show activation when music is present either as an acoustic 
stimulus, as performance or as pure creation and that (c) when engaged in 
musical creative tasks the same brain areas could be similarly active when 
involved in other everyday and ordinary tasks.

Figure 1. Example of multiregional and interhemispheric activation in musical creativity: Axial slice 
renderings of mean activations (red/yellow scale bar) and deactivations (blue/green scale bar) 
associated with improvisation during Scale and Jazz paradigms. Reproduced with kind permission by 
the authors ((Limb & Braun, 2008).

for Stroke patIentS, 
MUSIC haS been proved 
to be partICUlarly 
benefICIal aS It haS 
a great CapaCIty to 
proMote neUroplaStIC 
ChangeS, an IMportant 
eleMent In Stroke 
neUro-rehabIlItatIon
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concLusion
Sound decoding, music perception and musical creativity seem all to be 
fundamental and inherent elements of human behaviour and existence. 
Physiological research has shown in different clinical and other domains 
that interaction with musical structures and activities enhance our biological 
mechanisms, and help towards a more effective intervention and rehabilitation. 
In educational settings, music has also been proved to be a cornerstone of 
development, providing benefits not only at the cultural and psychological 
level, but also at the cognitive and functional levels. Music is present in most 

of our social and personal activities, and 
we live with it from the very first moments 
of our lives through to the end. Of course, 
there still is a lot to be discovered and 
explained in relation to it and its effects 
on our human mind and brain. However, 
we should never forget that music is 
a universal language that inspires and 
evokes strong emotions in a healthy way, 
while it sparks our imagination, bringing 
new creative roads to our constant path of 
learning and development. 

In edUCatIonal 
SettIngS, MUSIC haS 
alSo been proved 
to be a CornerStone 
of developMent, 
provIdIng benefItS 
not only at the 
CUltUral and 
pSyChologICal 
level, bUt alSo at 
the CognItIve and 
fUnCtIonal levelS
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CatherIne

Let’s just call me catherine. A girl who grew up on a farm, I was introduced to 
music at the age of three when my father bought a second hand piano at an 
auction. It was not just any piano, but a black concert grand that filled almost a 
whole room, or at least that is what I 
can remember. Half of the piano keys 
got stuck and I have vivid memories 
of my mother fixing this with a 
screwdriver and lots of improvised 
skill. Oh what a wonderful world of 
sound opened for me! I was free in 
that world to play and experiment, 
trying out tunes that I knew, playing by ear, all in that little room with its big 
black grand piano. Today I am a professor of music at a leading university; what 
began as creative play became my way of living.

Three years ago my life changed in a split second when a stroke left me temporarily 
paralysed and speechless. And yet, I remembered that the brain is “plastic” and 
mouldable; much of what I lost could be restored through active music making. My 
true passion became a strong restorative source and force. As a pianist, I turned 
towards the contrapuntal works of Bach as my source of inspiration, painstakingly 
learning six new Suites that I had not played before. During dark hours my piano 
playing helped me to stay sane, as I knew intuitively that doing so was helping 
to restore neural pathways. This knowledge filled me with hope and the intricate 
sound structures lifted my spirit and continue to do so.

today I aM a profeSSor 
of MUSIC at a leadIng 
UnIverSIty; what began 
aS CreatIve play beCaMe 
My way of lIvIng

My journey has not been easy but there have been key pointers along my way. 
My parents nurtured a love for music and created a suitable environment. As 
a family we made music together and often had house “concerts”, playing for 
our parents and family friends who were kindly “forced” to buy tickets and 
refreshments! This taught me that sharing music is as important as making it. I 
was furthermore exposed to thorough teaching in my formative years. Because 
of this exposure to music, actively making music became a tool to enable me to 
rehabilitate from the effects of a dread disease.

By telling my story I have indicated the importance of music in my life. To make 
music is part of being human. Doing so is part of human survival and important 
in expression of self and other. I still play my piano and it has not ceased to bring 
me joy, filling me with astonishing wonder.



Mark is an independent management consultant and has held management 
positions at PricewaterhouseCoopers, Mercer, and Ernst and Young. He has 
worked with many companies across Europe, the USA, and the Asia Pacific. 

We had a piano at home, and some of my earliest memories are of my father 
playing bits of Beethoven and Bach at night. However, I was thought to be 
sporting and have no musical talent, so my younger brother was encouraged to 
learn the piano. I wanted to play the piano too, but I did not manage to persuade 
my parents to arrange this, so I stopped trying. Despite this I wanted to play an 
instrument and I knew that I had some musical capability since I was often asked 
to sing solos and perform in concerts. Some time later – while away at school at 
the age of 13 - I leapt at the chance to learn the violin for free for a term. I was in 
fact captured by the sound of the violin, rather than by sport, and this time my 
parents could not intervene, so I took up the fiddle. 

At school I was the despair of all my teachers, except my violin teacher. She 
was a very good pianist and so we just played pieces endlessly, but without - 
as I was to realise later - nearly enough focus on technique or studies. I put all 
my efforts into the Royal Schools of Music exam pieces, and took a grade each 
term. I did not enjoy boarding school life, so hours spent in the Music School 
were never wasted. By the age of 17 
I somehow managed to get into the 
National Youth Orchestra although 
I was at nothing like the technical 
standard of the others. This rather 
amateurish approach continued 
for several years. Moreover, I never 
studied music formally, and was not encouraged to do so. I took a degree in 
Classics and later became a chartered accountant. However, for all this time I 
still put all my discretionary time into playing the violin.

During this period I learned various things, nearly always the hard way! I gave 
some disastrous performances and discovered how far adrift I was from the 
required standard for public performance. At college, many of my friends were 
properly trained and talented musicians, so I began to realise how far good 
teaching from an early age could take you; I found some good teachers and 
started to develop my technique. I started to sing in choirs and realised that it 
was important to sing from an early age to give yourself confidence with musical 
performance. I started to teach myself the piano and learn music theory.

Mark

at SChool I waS the 
deSpaIr of all My 
teaCherS, exCept My 
vIolIn teaCher



At college, I played in many orchestras and had some marvelous experiences, 
and by my mid 20’s I had managed to reach a point where I was able to take part 
in chamber music. Gradually this repertoire took hold of my imagination, and 
now it is my chief interest. Initially I found that as a viola player I was in demand. 
However, I wished to return to the violin, so I gradually converted back to the 
fiddle. However, it took many years to achieve this, as I had a demanding job 
and a very busy family life. At the same time I was interested in many different 
forms of music, for example jazz and folk, and spent several years concentrating 
on the piano.

Nowadays I do not work full time, and I am able to practice more regularly. I find 
regular practice offers many benefits, mental and physical. I enjoy the discipline 
of practice. I enjoy all aspects of it. 
I aim to spend some 3 hours a day 
practicing. I am well past the point 
where I could earn a living from 
music, but it occupies such a big 
part of my imaginative life that it is 
impossible to ignore. 

I aM well paSt the poInt 
where I CoUld earn a 
lIvIng froM MUSIC, bUt It 
oCCUpIeS SUCh a bIg part 
of My IMagInatIve lIfe 
that It IS IMpoSSIble to 
Ignore

There is this idea that music offers a form of cartharsis. We channel our existing 
emotions through artistic performance. Music can provide a release of emotion, 
add intensity, or just offer a controlled form of expression. Secondly, for me, 
music creates a link with people in 
the present and in the past. Chamber 
music achieves both. You have to play 
with people – listen to them, respond 
to them, especially in a quartet where 
you have different roles to play, 
and at the same time you have the 
immediate link with Haydn or Mozart 
as people. And finally, music offers 
patterns that create mental pictures. 
Music appeals to my imagination 
– whatever you are playing or listening to you can somehow get in touch 
with someone else on a level that is purely pattern based. You are following 
Beethoven’s line of thought when you listen to his symphonies. This is how he 
thought – through sound – and it is a compelling picture. 

yoU are followIng 
beethoven’S lIne of 
thoUght when yoU lISten 
to hIS SyMphonIeS. thIS 
IS how he thoUght – 
throUgh SoUnd – and It IS 
a CoMpellIng pICtUre



yIannIS georgIadIS

international violinist 
Yiannis was born to a family strongly connected to music. Although his 
parents were not musicians by profession, his father had practised the viola 
for several years, and performed as a percussionist with the Philharmonic 
Band of the Municipality of Athens, Greece. His mother, although working as 
an office clerk, had completed her studies at the Vienna Music Academy. She 
was the one who mostly nurtured in Yiannis the passion for classical music and 
the violin, driving him to feel this instrument as an extension of her maternal 
love and care. It was not before he was 8 years old that Yiannis started to 
systematically practise the violin, seeing it up to that moment as a way to play, 
and sing with his fingers. When he was 16 and after a European competition, 
he was selected as a member of the European Community Orchestra. This, 
as an experience - performing at the best European venues, collaborating 
with the best conductors in the world such as Abbado, Barenboim and Solti 
- defined his future musical choices. He went on to attend the Vienna Music 
Academy in order to study the violin at the highest possible level. Yiannis is 
now a violin and chamber music soloist of high calibre, and has worked with 
the best conductors and performers all over Europe, the Americas and Asia. 

At a very young age I learned to express 
most of my emotions through sound and 
music. I certainly believe that through 
music we as human beings can present 
a “multicoloured” world of emotions. 
Especially for the very young and 
“fragile” ages, classical music has a very 
positive effect. It sharpens intelligence, 

challenges imagination and stimulates mental and psychological perceptual 
skills. Listening to music can induce strong feelings. And this may well happen 
when processing or capturing the content of major compositions which carry 
the psyche of the great composers. On the other hand, a performer does not 
only remain at this perceptual level in order to achieve the ultimate feeling. 

Performers exploit all their artistic creativity, internal discipline and outgoing 
expression. These are the qualities that make a difference in the professional 

domain after all, simulating the 
internal focus, the educational 
scaffolding and the passion that an 
athlete needs to excel in his or her 
domain.  

Working in music means always 
having to set goals. This is the recipe for making dreams come true. This is how 
I have managed to collaborate with great orchestras as a soloist all around the 
world, as well as to work with numerous great colleagues. 

This last year (2013) I had the chance to greatly “communicate” with and 
make music for children (6 - 10 years of age). It was an initiative funded by the 
European Union, targeting this age range in their native school environment. 
Most of them had no previous experience or knowledge of classical music or 
opera due to their remote living location. The final impact was something that 
even we - as professionals – could not predict, providing a creative approach 
to what other school courses nowadays struggle to achieve! The children were 
enthusiastic and intrigued by the feelings they experienced on this occasion, and 
tried to find a very holistic meaning to the musical representations they received 
through our performances. We knew that we had touched their souls, but we did 
not realise that we had touched their minds as well! Music can provide a vehicle 
to imagine and attenuate focus, bring joy or sorrow, provide the seed for internal 
passion and energy; and bring about the ultimate relief.

I CertaInly belIeve 
that throUgh MUSIC 
we aS hUMan beIngS 
Can preSent a 
“MUltIColoUred” 
world of eMotIonS

perforMerS exploIt all 
theIr artIStIC CreatIvIty, 
Internal dISCIplIne and 
oUtgoIng expreSSIon
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Abstract
We were born with the potential to create and read images. The time devoted to artistic 
expression is a time for oneself, to reflect upon “myself in my world”. It is in the act of making 
that we value ourselves.

The act of creation is a state of total involvement, a bridge between all aspects of the human 
being, connecting reason and emotions, feeling and thoughts, intuition and perceptions, thus 
improving creativity as well as personal and social well-being.
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“In the beginning it was the image”
Theodor Abt

IntroductIon
The first rock paintings mark the dawn of the human spirit.1

The historical narratives we create from the past before the invention of 
writing are possible thanks to the images found at archaeological sites. 
The paintings in the caves allow us to connect with the human beings who 
lived there 32.000 years ago, igniting 
our imagination to wonder about their 
physical and spiritual lives. Their ability 
to read and create marks was central to 
their survival, and for us today offers a 
glimpse into the way they organized 
their lives. The history of the images is linked to the ancient history of 
mankind. We are connected through time by our ability to read their stories 
from such images.
 
We were born with the potential to create and read images. To read animal 
tracks was to be able to hunt or avoid danger, to read the signs of the sky was 
to be able to predict the weather and “reading” the body language of other 
human beings was fundamental to the survival of ancient human beings. 

To live, however, is more than just to survive. Although contemporary 
human beings live in an entirely different world, it is still a world in which 
the ability to read images continues to play an important role. Much of our 
shared information now comes to us in visual ways. This requires us not just 
to be visually alert in the natural world but capable of reading the messages 
embedded in our image-saturated social world. The immediacy of image is 
experienced by each of us every day through the advertising industry which 
has created a situation where two year olds can distinguish brands due to their 

We WeRe boRn WITh The 
poTenTIAL To cReATe And 
ReAd ImAgeS

exposure to popular media. These trained habits of seeing can be challenged. 
By embracing an adventure of seeing we are taken beyond the functional 
world of commodities. There is the human capacity to “re-cognise”, to re-
think or re-imagine the place of 
images associated with artistic 
endeavour. This kind of 
noticing, communicating and 
understanding the visual world 
around us, can be considered a 
birth-right. Artists are skilled in 
drawing our attention to the stilled 
moment, an unusual combination 
of appearances, or to the way in which our eyes have been captured by 
others. We can all borrow an artist’s way of looking at the world because it is 
an extension of the capacities which all humans acquire from birth.

In the beginning of life the intimacy that exists between mothers and their 
children is dependent solely upon their shared body language. Verbal speech 
is not needed to explain this. Both the child and the mother are fed by the 
mutual experience of interest in each other. To enter into relationship with 
an artwork asks nothing less than this. Remain in a state of curiosity. Stay 
long enough in a focus that interests you until words drop away. Whatever 
associations begin to take hold, these form your new relationship with the 
image’s power to provoke your own imagination. 

Art-making accompanies the development of the visual sense. However, it is 
informed by the fascination with touch, – a touch that leaves a trace. Sliding 
fingers in the bottom of a favourite food dish, dragging a stick along the sand, 
riding a bicycle through puddles to watch the tyre track, can all be considered 
acts of drawing. When children begin to develop narratives they take a natural 
pleasure in creating pictures which are not necessarily informed by vision but 

We cAn ALL boRRoW An 
ARTIST’S WAy of LookIng AT 
The WoRLd becAUSe IT IS An 
exTenSIon of The cApAcITIeS 
WhIch ALL hUmAnS AcqUIRe 
fRom bIRTh
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by the need to recall and retell important experiences. This ability predates 
their writing and in the telling of their pictures children animate their still 
drawings. Dr Susan Wright has spent many research hours sitting alongside 

young children as they draw their 
imagined futures. She responds 
as witness to the richly embodied 
repertoire of not only their drawn 
marks, but gestures in the air, 
sound effects and moments of 
speech that often accompany 
engaged acts of drawing. Through 
interviews she collaborates in the 
reconstruction of the emergent 
stories which occur alongside the 
drawing process. Through such 
patient attending we are gifted 

with glimpses into a far more complex world than apparently simple drawings 
are capable of revealing. Watching children carefully can awaken in us the gift 
of being their first audience. We may even remember how to play ourselves 
through observing such engaged teachers.

Like writing and speech, with repeated opportunities these art skills develop. 
Without opportunity for repetition this ability remains undeveloped until 
most adults believe that they cannot create an image themselves because 
they are not artists. Adults, when they produce functional writing do not feel 
the need to say… “but I’m not a writer” yet they often deny their ability to 
make images by bowing to the intimidating skill of others or the mechanical 
lens of the camera. 

This chapter reflects on how the visual arts, both in observing and making, 
touch our lives and awaken us to become creative and innovative. 

When chILdRen begIn To 
deVeLop nARRATIVeS They 
TAke A nATURAL pLeASURe 
In cReATIng pIcTUReS 
WhIch ARe noT neceSSARILy 
InfoRmed by VISIon bUT 
by The need To RecALL 
And ReTeLL ImpoRTAnT 
expeRIenceS

WIth chIldren’s eyes

The effort to see things without distortion demands a kind of 
courage; and this courage is essential to the artist, who has to look 
at everything as though he were seeing it for the first time: he has 
to look at life as when he was a child and, if he loses that faculty, 
he cannot express himself in an original, that is, a personal way.
Henri Matisse
 

Following Matisse’s thoughts, we are invited to create. Creativity begins with 
vision, an invitation to look at everything as if we were seeing it for the first 
time. Mostly we use vision to identify, compare and label - to wrap familiar 
words around what we see. Experience with visual arts begins when the 

words are inadequate to ex-press what 
has been im-pressed . Sometimes an 
experience touches us beyond words. 
We cry, we laugh, we are moved. When 
the quality of the experience is more 
important than the story we might tell 
in words, then we have further reason 
to explore an image, to articulate our 
impressions through paints, pencils, 
clay – through any available materials 
that can assist us in modelling what we 

have experienced. Movement is our first language - it precedes speech. In art 
our gestures leave a trace that can show us where we have been. As children, 
we claimed a space on a page. We produced a certain kind of knowledge. The 
recognition that “I made that mark in the world” attests to a magical power. 
Because every child draws, we can even say that it is their first writing. Lines, 
colours, shapes and textures become for the child their first alphabet. Our 
focus, chiming with Judy Burton’s title, Drawing: Catching Things That Are 

AS chILdRen, We cLAImed 
A SpAce on A pAge. We 
pRodUced A ceRTAIn 
kInd of knoWLedge. 
The RecognITIon ThAT 
“I mAde ThAT mARk In 
The WoRLd” ATTeSTS 
To A mAgIcAL poWeR
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Out Of Reach,2 recognises that for children of all ages, the urge to draw is an 
attempt to grasp at appearances and meanings that do not sit easefully in our 
verbal world.

developIng Art-mAkIng WIth chIldren
Our capacity to speak was learned by imitating the patterns of speech used by 
our parents. Imitation and repetition lead us to a deeper understanding and a 
wider vocabulary. In the case of the visual arts, it is a similar learning journey. 
Initially, the artistic process of thinking and expressing images through lines, 
colours and shapes, happens spontaneously through moving a medium 
such as crayon or paint, resulting in colours and shapes arranged on a page. 
Children widen their media skill range and compositional sensitivity through 
being immersed in a rich and diverse artistic environment. This environment 
should include contrasts of textures, organic natural forms that the child has 
had a hand in collecting. A variety of flexible art materials should be presented 
which are appealing to touch and sight. Well-intentioned adults may provide 
stickers and stencils. These tend to reduce children’s own solutions to ready-
made adult constructed answers. We are looking to harness children’s 
curiosity and to find ways to tell their stories through their own movements. A 
visual repertoire of mark making can be developed through experiences that 
consciously link the visual to the kinaesthetic. Moving a material that responds 
to pressure and touch yields different kinds of marks. Merely noticing that 
different actions produce different kinds of marks is an education. Repeating 
the ones you like leads to developing an increasing control. 

Although we live surrounded by images, we often look long enough to only 
name what it is we see. This is also true of viewers in an art gallery where 
research has shown that most work hanging on the wall is offered only a 3 
second glance. Visual learning is understood not just as personal expression 
but as our ability to use and interpret the visual languages of different people 
and times. Artworks do speak but they require active attention, different to 

If We TReAT The ARTWoRk 
moRe LIke A mAp, Then IT 
cAn begIn To TeLL SToRIeS 
AboUT oTheR TImeS And 
pLAceS, oTheR cULTUReS, 
enAbLIng US To ReAch 
beyond The LImITS of 
oUR dAILy LIVeS

receiving entertainment from 
a moving screen. The fleeting 
glance orientates us in space, 
tells us if the coast is clear and 
sets goals for our next directional 
move. We can practice this kind 
of looking in nature but our eyes 
still tend to flit and dance as we 
move through the space. To offer 
a lingering glance we need to set 
aside time and believe in the power of an apparently static image to take us 
to undiscovered territory. If we treat the artwork more like a map, then it can 
begin to tell stories about other times and places, other cultures, enabling us 
to reach beyond the limits of our daily lives. The art work comes to us when 
we give it room. Why not go out and practice looking? At art works, at nature, 
exploring what you see as if it were a multi-layered map?

Antonio Tapies suggests that a painting is a doorway that leads to another 
door. The artwork is but an invitation. The door that has the real possibility of 
opening is the one within the viewer.

schoolIng: educAtIon In And through Art

“Painting does not, as many people believe, make a man eccentric; 
rather it renders him adroit and adaptable in every situation”.
Carlo Ridolfi

Carlo Ridolfi’s3 statement from the seventeenth century, suggests that 
misleading suspicions about artists are not a modern phenomenon. Unhelpful 
cultural anecdotes and stereotypes of artists are often linked to uncontrolled 
behaviour or eccentricity. Another marginalisation occurs when the pleasure 
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of creating with colours and forms is associated with a state of childhood, 
a childish phase which adults need no longer take seriously. Ridolfi’s claim 
that making art gifts us with skillful and creative flexibility is supported by 
contemporary understandings of the power of art.

The poet Carlos Drummond de Andrade4 noted that poetry too, is often 
associated with, and perhaps confined in some way to childhood: “Why are 
children, in general, poets and, over time, cease to be? Is poetry a state of 
childhood related to the need for play, the lack of bookish knowledge, a lack of 
interest in practical commandments of living, in short, a pure state of mind?” 

For the poet, the likely cause of the disappearance of poetry would have to be 
laid at the feet of the schooling process. This is due not just to the excessive 
attention paid to the disciplines considered “academically most important”, 
but due to the very way in which we teach a school curriculum.

“But if the adult, in most cases, loses his communion with poetry, 
it would be in school. More than any other social institution, school 
provides the corrosive element to the poetic instinct of childhood. 
This capacity withers in proportion as systematic study develops, 
until it disappears in a man allegedly prepared for life? - I’m afraid 
so. The school fills the boy with math, geography, language, 
without reference, as a rule, to the poetry of mathematics, 
geography, or language. The school does not notice the child’s 
poetic being. The school does not comprehend the ability to live 
poetically in the world”.5 (Andrade, p. 10)

This poetic imagination of young children can be observed in the way in which 
they think and express themselves through images.  Their world is whole, 
not fragmented. Thought, feeling, emotion and reason are not divided into 
compartments of preferred knowledge or sensory separation. Consider these 

The AcqUISITIon of 
LogIcAL ThInkIng, WhIch 
IS cLeARLy An ImpoRTAnT 
deVeLopmenT, need noT 
neceSSARILy SUppReSS 
meTAphoRIcAL ThInkIng

examples. Paulo Freire,5 reported that one of his daughters, when 4 years old, 
spoke of her friend who had “hair as soft as sea foam”. The soft hair like sea foam, 
opens to further metaphors such as that expressed by one of Arno Stern’s young 
pupils: “I want a mountain colour”.6 In both comments there is no intention to 
“make” poetry. Children think poetically by association and will gradually enter 
into the “discipline” of logical discourse through the schooling process. This 
process of verbal playfulness can be recaptured by adults by allowing a free flow 
of associations, memories, images to drift playfully across our minds. 

However, while we continue to develop our verbal language through interaction 
with others our emergent personal visual language often atrophies for lack of 
opportunity or audience. The drawings of an adult, when they are not consciously 
grown through artistic practice, often bear resemblance to the drawings of a 
seven year old child. This atrophy is not a natural consequence of development, 
but a consequence of neglect. Relearning how to spend time relaxing with our 
observing eyes can be accomplished through giving time to drawing.
 
How the society and by extension the school, relate to the arts are a signal 
to children of what adults deem of value. This is the unspoken curriculum 
of the social world. When we were learning how to talk, we were constantly 
exercising new words. When we began to learn how to read and write we were, 
also, practicing every day. We were pleasantly surprised and proud when we 
managed to read a new word and even more so when we communicated with 
others through written words. In the case of the visual language this context 
of practice and reward does not have the same currency. 

The acquisition of logical thinking, which is clearly an important development, 
need not necessarily suppress metaphorical thinking. The goal of logic 

is to incorporate a new dimension, 
increasing cognitive ability and 
empowering children’s expression. 
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However, schools, with rare exceptions, emphasize only rational thinking. 
By insisting on separating and dividing knowledge into disciplines, schools 
thereby increase the distance between thought and feeling, reason and 
emotion, images and words. Instead of integrating the different dimensions 
of knowledge, discipline boundaries increase the sense of fragmentation.
 
In Soul and Culture (2003), Roberto Gambini7 asks: “Can we not conceive of 
a kind of education in which a child grows and maintains side by side: Self 
and ego, imagination and the sense of reality, reason and poetry, straight 
lines and curves, information and formation, thinking rationally and thinking 
intuitively?”8 In painting, drawing or modelling, children are involved with their 
whole being - emotion and reason are integrated. However, little attention is 
given to this sense of wholeness in most schools.

When examining school timetables we easily recognise the privileged place 
of all the disciplines that focus on the development of logical thinking and 
on objectivity. Affectivity, subjective experience and emotional growth are 
on the margins. The whole academic enterprise marginalises or attempts to 
“manage” the emotional realities of children and adolescents. “In college, 
especially in natural sciences, when the teacher shows the class a crystal, 
girls particularly tend to cry out, “Oh, what a beautiful crystal”, and then 
the teacher says, “we are not now admiring beauty, but want to analyze the 
structure of this thing” (von Franz, 1996).9 So we are constantly and habitually 
trained, from the very beginning, to repress personal reactions and train our 
minds to be what we call objective.

Adding the number of all hours devoted to the visual arts throughout the 
schooling process, we realize how little time schools devote to the arts. As 
Eliot Eisner advocates, “the arts’ position in the school curriculum symbolizes 
to the young what adults believe is important”.(2002)

It was with pleasure that we observed “strike action” by a class of 8 year olds. 
The teacher was required to attend a meeting with the school psychologist 
during the time that was normally reserved for the art class. The children 
refused to copy the homework down, because they had gone without their art 
class. The teacher had not realized the importance of this activity, but the kids 
had and were prepared to demonstrate this strongly. The children instinctively 
knew what Judith Burton describes: “the journey of drawing involves both 
looking inward within the self and outward to the world of others, engaging 
a kind of playful ebb and flow shaping the forms that give expression to the 
relationships uncovered along the way”.10 While children are making drawings, 
they are engaged in a range of events, in which they “attend to their voices, 
movements, nuances and organizations such that they become the vehicles 
of new insights, thoughts and feelings, expanding consciousness”.11 

As artists, teachers and caregivers we do not always pause to 
take note of the critically important learning of the early years 
and to ponder their significance for blossoming artistry and 
cognitive flexibility. While we admire the works of early childhood, 
the so-called scribbles and daubs that adorn refrigerators across 
the nations of the world, we do not at the same time probe their 
significance for what is to come in human development.
Burton, 2013

If we go more deeply into this matter, 
we realize that the time devoted 
to artistic expression is a time for 
oneself. It is the time in which one 
takes possession of the material 
to reflect upon “myself in my world”; to speak of what concerns one, to 
shape thought and emotion. This is a precious time that the rhythms of 
contemporary living may have substantially suppressed. Can we create 

… The TIme deVoTed To 
ARTISTIc expReSSIon IS A 
TIme foR oneSeLf
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time for artistic expression in our own lives? A time through art-making for 
reflection, allowing ourselves breathing space, time to immerse ourselves, 
then emerge refreshed, honouring ourselves as creative beings? It is in the act 

of making that we value ourselves. 
The end result we may judge 
critically but taking time and care 
to look and reflect in themselves 
are transformative activities.The 

arts provide a bridge between all aspects of being, connecting reason and 
emotions, feeling and thoughts, intuition and perceptions, thus improving 
creativity and personal and social well-being. 
  
The arts in early schooling, through an open and inclusive focus on all aspects 
of a child’s life, have the broadest opportunity to capture a child’s curiosity. 
Without such curiosity little learning of worth can be pursued. Being curious 
leads to a personal investment in learning. A focused “wanting to know” 
provides the energy and momentum to drive all learning forward. A sensitive 
teacher knows how to foster and capitalise on observed interests. Susan 
Engels11 in reviewing educational responses to children’s interests found a 
common message from curriculum theorists, and educational researchers. 
Young children are eager to learn more about the “unfamiliar”. The intrigue 
that arises in such a self-selected interest is an unselfconscious awareness 
of “other”. It is both the foundation of scientific inquiry and aesthetic 
investigation. This capacity to look at the world and freshly discover and 
investigate where interest takes you is at the heart of art practices with young 
children. “The evidence is quite clear: when children are curious, they learn. 
It turns out that curiosity in school is not merely a nicety but a necessity” 
(Engel, 2011, p.628). So the challenge for the arts is to demonstrate how 
effective they are in being responsive to children’s interest. Adults can renew 
the opportunity to explore, in an open and non-judgemental manner, just 
what is surfacing, what is unfamiliar.

The opportunity for adults to recover from their schooling and reclaim their 
interest in the visual is always present where curiosity is given space. What 
catches your visual attention? Your aesthetic is always present the minute 

you arrange food on a plate, choose 
clothes, pause to notice an ephemeral 
moment of light. Noticing that you 
are noticing is the metacognitive 
step to becoming a unique witness 
to your world. We must be careful 
not to assume that such inner events 
reach a conclusion. Memories and 
associations flicker and change. Such 
movement is life giving. The key is in 

acceptance of what is arising, being interested in the fact that I am having 
this thought, this feeling while looking at this painting. There is not a final or 
right answer to this process. When you revisit a painting it is not the painting 
that has changed but perhaps the viewer has! Growing these capacities for 
curiosity and self-awareness is part of the function of attending to art.

the pAth of the ImAge
An image is not a fact to be understood by thinking. The image presents as a 
non-verbal experience to be savoured. It could equally be acknowledged as a 

disturbance. Fear, distrust, confusion 
and delight can all be the vehicle to 
vicariously ride on. Through an act 
of imagination a viewer can enter 
into the experience more deeply. The 
poet John Moffitt (1961) long ago 

offered that it was not enough to stare at the waiting invitation, but the act of 
imagination must be fuelled and fed by the active participation of the viewer.

IT IS In The AcT of mAkIng 
ThAT We VALUe oURSeLVeS

The oppoRTUnITy foR 
AdULTS To RecoVeR fRom 
TheIR SchooLIng And 
RecLAIm TheIR InTeReST 
In The VISUAL IS ALWAyS 
pReSenT WheRe cURIoSITy 
IS gIVen SpAce

The ImAge pReSenTS AS A 
non-VeRbAL expeRIence 
To be SAVoURed
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To look at any thing, 
If you would know that thing, 
You must look at it long: 
To look at this green and say, 
“I have seen spring in these 
Woods”, will not do—you must 
Be the thing you see: 
You must be the dark snakes of 
Stems and ferny plumes of leaves, 
You must enter in 
To the small silences between
The leaves, 
You must take your time 
And touch the very peace 
They issue from.   
John Moffitt

 
There is a threshold for any new knowing to enter that must be willingly crossed 
and then a resonating image may become like an open door.  Rika Burnham 
(2011) suggests that this need not be a solitary venture. The teaching she 
advocates within museum programmes describes how the most important 
understandings people have of works of art are often started through 
opening moments of silent attending. A following sympathetic dialogue is not 
about imparting information but creating “conditions for a shared experience 
of looking, seeing, thinking, feeling and talking”12 (p.2). This happens when 
both the viewer and the art object are respected equally. There are also 
conversations that take place beyond speech; “moments without words, 
moments of attentive silence filled with astonishment and affection for the 
work of art”. (p.63) Such seeing is not a mechanical formula. It takes patience 
and willingness. This effort of relationship has the potential for transformation 
as the image is allowed to work with our associative mind. In a world now 

exploding with online social media the shared opportunity for meaningful live 
sharing in front of powerful artworks holds a special sway.

Referring to dream images, Hillman (1991) advises: “Stick to the image”. 
He believes we should take seriously the images that touch us, we should 
explore them with every sense to give them life, even recognize them by their 
signature “smell”. For they bring with them a subtle but complex call that 
can lead us to a deeper understanding of things and ourselves. Consider 
applying this same principle to any of the pictorial images that impress us. 
“A particular image is a necessary Angel waiting for a response. How we 
greet this Angel will depend on our sensitivity to its reality and presence”13 
(Hillman, 1991, p. 50-51).

In an interview with Suzi Gablik (1997),14 Thomas Moore says that in the West, 
we have lost the ability “to contemplate” as a culture. Perhaps we think that as 
we contemplate, we are not accomplishing 
anything. Any process of creation, both 
intellectual creation and artistic creation, 
requires time, but also the observation of 
yourself, the confrontation with yourself. 
It requires re-looking at things. It requires 
contemplation. We have been reflecting on 
how the experience in the arts might bring 
along with it the experience of “the other” 
– the other within ourselves and the other 
in front of us: the art work.

It is difficult to hope for harmony or resolution; especially where contemporary 
arts are not founded on the hunger for harmony. “There can be outrage 
evoked, bitterness and desolation, as well as joy, visions of the sublime”.
(Greene,2001) Entering into such states with empathic awareness allows us 

Any pRoceSS of 
cReATIon, boTh 
InTeLLecTUAL cReATIon 
And ARTISTIc cReATIon, 
ReqUIReS TIme, bUT 
ALSo The obSeRVATIon 
of yoURSeLf, The 
confRonTATIon WITh 
yoURSeLf
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to safely experience dimensions of life not immediately accessible. Through 
engaging in this way our lives can be touched. 

Art mAkIng As A pAth
Wholeness, and the struggle for certainty, are present in the creation process, 
for both an adult artist or in a child. It is visible when concentration and the 
entire body is involved. This links an artist who is creating to the child who 

is playing. It is the feeling of being 
whole, entirely absorbed in what one 
is doing. Children play because they 
could not be otherwise, so do artists. 
Children draw because they have the 
need to play.  The act of creation is a 
state of total involvement in which 
reason and feeling, pain and pleasure, 
fear and courage are connected 
and accessible. When creating, 

conflicts are not absent, they are brought into the present. Creation is the 
act of joining, living with the paradox of opposites and expressing this in all 
of its complexity. “To create is as hard or as easy as living and it is equally 
necessary”. (Ostrower, 1978, pg, 166 )15

Artists and children have a common interest in the quality of the moment of 
creation. The actions of children are carried out according to the need for their 

own growth, seeking to accomplish 
themselves. Creative adults as formed 
and informed individuals seek to 
change the world around them, both 
physically and mentally. “Children build 
the reality of society for themselves, 
artists construct new realities for 

society”. (Ostrower, pg130).16 For viewers of art everywhere the invitation is to 
seek out those artworks that offer a glimpse of our resonant associations, that 
perhaps disturb us into new visions of ourselves or the social dimensions we 
inhabit. Taking such time for ourselves supports our continued unfolding and 
the participatory health of our communities.

The AcT of cReATIon 
IS A STATe of ToTAL 
InVoLVemenT In WhIch 
ReASon And feeLIng, pAIn 
And pLeASURe, feAR And 
coURAge ARe connecTed 
And AcceSSIbLe

“chILdRen bUILd The 
ReALITy of SocIeTy foR 
ThemSeLVeS, ARTISTS 
conSTRUcT neW ReALITIeS 
foR SocIeTy” 
(oSTRoWeR, 1978)



Isabel Güitrón is a Mexican dentist, who lives and works in Jalisco, Mexico. 

A few months ago I received an email from her telling me that she had watched 
one of my lectures on the Foundation Botin website. She was coming to São 
Paulo to attend a course and asked me if we could have a meeting. 

It was a surprise to realise that our work at the Botin Foundation had reached 
a person so far away and, most of all, that she was still pursuing what she had 
learned from watching a video of my lecture.

In August, when the second semester started, she came to my class at the 
University of Campinas. This was when I came to know about her encounter 
with art:

“I was educated to be a professional and art was not even considered to be a 
possible choice. So, I became a dentist. My relationship with art began when I 
saw, for the first time, “The Adoration of the Kings” by Juan Bautista Maino, 
in the Prado Museum, during a trip to Spain. It was like a revelation. When 
back in Mexico I started my own development in the field of art. At first it was 
just a philosophical and aesthetic 
analysis of that particular 
painting. This was when I realised 
how we can be inspired and how 
our actions can be influenced by 
an artwork. I had never imagined 
that I would dare to change, 
dramatically,  the course of my life. 
While doing the analysis of the painting, I met the manager of an orphanage for 
children with cerebral palsy in the city of Guadalajara, Mexico, and felt the 
impetus and the strength to imagine a scenario where I could play with all 
those events so well put together by the artist in the painting. The need to work 
to transform social injustice and the fascination with the aesthetic language 

came together supporting my need to be creative. The care for the holy child 
presented in the painting inspired in me the need to help the development of 
those children and I sensed  that art could be the way of doing that. But I was 
a dentist and had no knowledge about teaching children, so I started to attend 
teacher training classes at the university and after that,  art courses, where I 
experienced my own creativity. The articles and lectures I found on the Botin 
Platform for Innovation in Education helped me a lot, especially your experience 
with Sementinha Project, the hope inspired by Pablo Fernandez  and the tools 
from Dr Puig, which were the right threads to weave into my imagination and 
create my own art project. Thus came the crucial moment of facing the concrete 
reality and I proposed an art studio for the children living in the orphanage. 
The experience and the results were extraordinary and I am now planning a 
permanent programme, which aims to develop resilience skills in socially 
disadvantaged children”.

ISAbeL güITRón

“ThIS WAS When I ReALISed 
hoW We cAn be InSpIRed 
And hoW oUR AcTIonS 
cAn be InfLUenced by 
An ARTWoRk”
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Denise Maia is a Jungian Analyst, who lives and works in São Paulo, Brazil. 
http://www.denisemaia.com.br

Some years ago, she came to my house, asking for supervision. She was writing 
an essay about Vincent van Gogh. She had recently returned to Brazil after 
spending two years living in Italy, was told about my work in the Psychology of 
Art and wanted my opinion about her writing. 

Here is the story she told me at our first encounter:

“In 1995 I moved to Italy, accompanying my husband. His company had sent 
him there to work. During the nearly two years that we had lived in Milan, I 
tried to find something really meaningful for me, as I had interrupted my clinical 
activity in Brazil. Visiting an exhibition - “From Monet to Picasso” - I observed 
many paintings by Toulouse Lautrec, Matisse, Signac, Degas and Gauguin, but 
among the many works, only one caught my attention. I am speaking of the 
painting “Prisoners Round”. What caught my attention, in this painting, was the 
image of one of the prisoners, who looks at the viewers. I felt a strong need to 
visit the exhibition several times, not the whole show, but this piece in particular. 
While the show was in Milan, I kept visiting it, letting myself, passively, be driven 
by the painting. I started, then a silent dialogue with van Gogh. I had not had 
much previous contact with art and almost no knowledge about art history, 
so I began visiting many museums in several countries, everywhere I could 
appreciate van Gogh’s works. I started also attending courses at art galleries 
and began my extensive literature search”.

denISe mAIA

After finishing the story, she handed her writings and told me a dream:

“I walked into a room and saw an easel, a colour palette and a canvas. On a 
table next to it, I saw many large used tubes of paint. When I picked one up, I 
realized that it pulsated in the same rhythm as my heart”.

It was not difficult to notice her desire to paint, so, besides accepting to supervise 
her writing, I suggested that she try watercolour painting.

Over the course of about three years, she came regularly to my atelier. We 
discussed the text she was writing, she painted watercolours and we talked 
about art and psychology. Later she attended one of my Psychology of Art 
graduate courses.

What started as just a visit to an exhibition, such a common experience for 
foreigners in Europe, became, even after her return to Brazil, a routine for her.

During her learning art process, she introduced art into her clinical practice and 
never left it out of her daily life:

“Art in the everyday life of a psychotherapist has a privileged place. The works 
he/she chooses to visit, play with or create allow him/her to withdraw into their 
depths and reflect. Thus, the therapist’s psychic imagery, populated by images, 
opens to the imagery of the clients, listening to their dreams, sharing their 
images”.



mARceLo moScheTA

Marcelo Moscheta is a Brazilian contemporary artist, who has participated 
in several group shows such as the 7th Biennale International de Gravure 
Contemporaine de Liége, the XV Cerveira Biennial, Portugal and recent solo 
exhibitions in Germany, Brazil and Italy. His work is already in several museums 
and private collections in the USA, Europe, Russia and Latin America. He lives 
and works in Campinas, Brazil. www.marcelomoscheta.art.br

When he was still an art student at the University of Campinas and he came to 
tell me about his intention to take my teacher training course, I was pleased, but 
very surprised.

I knew that he had no intention of becoming a teacher. Though very young, he 
was already a very commited artist, and artists, often, do not want to become 
teachers. 

While most of his colleagues chose schools as their training field, Marcelo chose 
a museum - MASP-São Paulo Museum of Art, which owns the most important 
and comprehensive collection of European art in Latin America. 

Recalling his experience in teacher training Marcelo says:

“I used to live in a small town in the 
countryside, so my first visit to a museum 
happened in my first year at university, 
when a teacher took my class to MASP. I 
had really a small repertoire of art history 
... so everything there was very new to 
me. The experience had a great impact on 

“I USed To LIVe In A 
SmALL ToWn In The 
coUnTRySIde, So 
my fIRST VISIT To A 
mUSeUm hAppened 
In my fIRST yeAR AT 
UnIVeRSITy”

my education as an artist. It was really amazing! Years later, during teacher 
training, I chose to work in the educational service at the same museum and 
there, I saw the other side of the work of an artist”.

Years after leaving university, he took his first trip to Europe and during his first 
visit to the Museo del Prado, his life literally changed: 

“I remember crying uncontrollably, unable to stop in front of the “Descent from 
the Cross” by van der Weyden and “The Annunciation” by Fra Angelico. I felt, in 
this very moment, that being an artist was much more than just a profession .. it 
was a calling. To be able to touch someone the way I was being touched... it was 
not something that anyone could do. That was when I understood that being an 
artist was not about self-promotion, it was not about becoming famous... it was 
something much deeper and I had not experienced it in all its power till then”.

In September 2013 Moscheta participated in a collective exhibition called The 
Arctic at the Louisiana Museum in Copenhagen http://www.louisiana.dk/uk/
Menu/Exhibitions/Coming+exhibitions+2013. When I knew about the exhibition 
I was overwhelmed with joy and pride, as the Louisiana is one of my most 
favourite museums, so I asked if he was going to attend the opening.

He replied: “No, I can’t, because I will be in Beijing/ Shanghai/ Sichuan, China, 
as an artist in residence!”

Yes, he had become an art teacher, but his classroom, now, is the entire world.



100

Arts and emotions - Nurturing our Creative Potential

notes

1 These thoughts were developed for an exhibition on rock art from all continents, called 
“The Dawn of the Human Spirit”, which first opened in Cologne in 2000.(Abt, T, 2005)

2 Burton, Judy (2013) Drawing: Catching Things That Are Out Of Reach, New York, Thinking 
Through Drawing Conference.

3 Carlo Ridolfi (1594-1658), Venetian painter, who wrote the Wonders of Art, a biography of 
Venetian painters.

4 Carlos Drumond de Andrade (October 31, 1902 – August 17, 1987) was perhaps the most 
influential Brazilian poet of the 20th century..

5 Paulo Freire (September 19, 1921 – May 2, 1997) was a Brazilian educator and philosopher 
who was a leading advocate of critical pedagogy. 

6 Arno Stern, born 23 June 1924 in Kassel (Germany), now a French citizen, is an arts 
educator. He devoted his career to creative education through painting. 

7 Roberto Gambini is a Brazilian Jungian psychoanalyst at the forefront of Jungian training 
in Sao Paulo, Brazil. 

8 Gambini, Roberto (2003) Soul and Culture. Texas :Texas A&M University Press.
9 Von Franz, Marie Louise (1996)The Interpretation of Fairy Tales Boston, 

Massachusetts:Shambhala Publications. 
 Marie Louise von Franz (4 January 1915 – 17 February 1998) was a Swiss Jungian 

psychologist and scholar.
10 Burton, Judy (2013) Drawing: Catching Things That Are Out Of Reach, New York, Thinking 

Through Drawing Conference.
11 Engel,S. (2011). Children’s need to know: Curiosity in schools. Harvard educational 

review,81 (4),625-645
12 Burnham, R. & Kai-Kee, E. (2011) Teaching in the art museum: interpretation as experience. 

Los Angeles: J. Paul Getty Museum
13 Hillman, James(1991), The blue Fire, New York ,Harper Perennial.
14 Gablik, Susan (1997) Conversations before the end of time, New York: Thames and 

Hudson.
15 Ostrower, Fayga (1978). Criatividade e Processos de Criação, Petrópolis: Vozes.
 Fayga Ostrower (14 September 1920, Łódź - 13 September 2001, Rio de Janeiro) was an 

engraver, painter, designer, illustrator, art theorist and university professor.
16 idem
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Ana Angélica Albano has been an associate professor in the Faculty of 
Education at the State University at Campinas (UNICAMP), Brazil, since 1997. 
She holds a degree in Visual Arts from Fundação Armando Alvares Penteado, 
SP and she received a Ph.D in Social Psychology at the University of São Paulo 
(USP). She worked extensively in primary and secondary art education as a 
teacher in the 1970s and coordinated social projects for arts initiation in the 
cities of São Paulo, Santo André and Diadema from 1983 to 1997. Currently 
she is the associate director of the Museum of Visual Arts of UNICAMP 
(2012), a member of the research group Laborarte - Laboratory of Studies 
of Art, Body and Education at UNICAMP: www.fe.unicamp.br/laborarte/ and 
of the Focus Group for Creativity in Education, Fundacion Marcelino Botín, 
Santander/Spain since 2009. She researches stories of initiation in art, has 
published many books and papers about the psychology of art and aesthetics 
education. She has delivered lectures, workshops and academic papers in 
psychology of art and art education practice in Canada, Equador, Portugal, 
France, Spain, Japan, Mexico, Argentina and the UK. In 2011 she began a new 
research project: “Zero-twenty: the early education in the undergraduate 
student identity”, in association with Dr. Victor Luis Porter from Universidad 
Autónoma Metropolitana Unidad Xochimilco, Mexico.

Graham Price is senior lecturer in art education at the University of Waikato, 
New Zealand. His M.Ed thesis focused on children’s responses to adult artists’ 
work and a review of the discourses underpinning elementary art education 
practice. How teachers negotiate the museum experience with original 
artworks and sustain children’s focus into their aesthetic worlds remain 
a key part of his research interests. Post-graduate research has spanned 
investigations into the pedagogies of art and art history in elementary and 
junior high schools across bicultural settings in New Zealand. Recent team 
research has explored the interrelationships between art, drama, dance and 
music education and the wider curriculum amongst elementary teachers. The 
development of “visual methods” and “role” to elicit insights from children 
has been a particular recent development (Whyte et al, 2013). He has on-
going research collaborations with Prof Albano at the University of Campinas, 
Sao Paulo, Brazil focused around concepts of authenticity and student voice. 
He has delivered workshops and academic papers in art education practice in 
Japan, Brazil, France, Portugal, Australia, the UK and the USA. His own artistic 
explorations follow a life-long interest in a cappella music, sacred dance and 
forms of Buddhist calligraphy reinterpreted from jewellery to sculptural scale. 
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David L. Brierley



Abstract
Reading provides the impetus to boost creative and divergent thinking and helps us to become more 
empathetic, more tolerant of difference in that we are able to “step into the shoes of others” and “read the 
minds of others”. There is a relation between literature and literacy in relation to levels of empathy, self-
esteem, social intelligence, and lowering of the level of violence amongst young people. 

When it comes to evaluating the importance of reading, both in terms of “eminent” and “everyday” 
creativity and its impact on life, it is necessary to look at the process involved rather than the result.
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When Henri Labrouste died in 1875 at the age of 74 he left his architectural 
legacy behind in the form of two of the greatest buildings in nineteenth 
century Paris – the Bibliothéque Sainte-Geneviéve and the Bibliothéque 
Nationale, both miracles of stone, iron, glass and books. 

In London the domed reading 
room at the British Museum, 
opened in May 1857, was to serve 
as a meeting place for such figures 
as Marx, Dickens, Soloviev and 
Tolstoy but also for the ordinary man in the street. In the vast reading room 
the new middle class who had been freed from mechanical labour sat together 
in silence studying subject literature of all kinds. Libraries became temples of 
knowledge and silent meeting places. Today the British Library prides itself on 
storing 150 million books, adding 3 million more annually. 

On a recent flight to Santander I was able to observe a normal practice. Once 
on the aeroplane passengers struggle to find their seats, put their hand 
luggage in the locker and then throw onto the seat some novel they picked 
up at the bookshop in the departure lounge. A flight without a paperback 
seems an exception to the rule, and although there is an obvious increase in 
the number of e-readers, last minute purchases of paperbacks at the airport 
is also on the increase. A journey has become a detachment from a hectic life, 
an opportunity for reading and gentle slumber. The increase in travel since 
the turn of the century is proportionate to the increase in the sale of novels. 

Technology has brought about a transition of consciousness. A century 
ago the new manufacturing age needed to draw on individual talents. The 
emphasis shifted from the kind of role you played in life to the person you 
were. For the first time individuals would not just be defined by their place 
and function in society but by what happened to them in particular, what they 

LIbRARIEs bEcAmE TEmpLEs 
of knowLEdgE And sILEnT 
mEETIng pLAcEs

did and their own lives. This trend can be traced in our reading habits as seen 
in the rise of the novel. Unlike legends, epics and poems, a novel emphasizes 
what a character thinks and feels rather than what he or she actually does. 
In a time of a yearning for self-actualization the shift away from objective 
narratives to subjective attitudes 
can be seen as a celebration of 
individuality, giving meaning to 
a modern life. The accompanying 
expansion in reading reached a 
culmination with the publication 
of the two outstanding works 
of the twentieth century Marcel 
Proust’s “In Search of Lost Time” 
and James Joyce’s “Ulysses”.

In order to understand the role of literature in our time one must pose the 
question as to what was new in Joyce and Proust. As for Joyce it was his insistence 
on portraying every aspect of an individual’s life in detail. Proust became 
known for his psychological 
penetration, telling us what the 
narrator thinks and feels. Both 
authors are engaged in finding 
out how people send themselves 
out into the world either through 
choice or inadvertently. As the 
American author Rebecca Solnit 
explains in her latest book: “What 
is your story? It’s all in the telling. 
Stories are compasses and architecture; we navigate by them, we build our 
sanctuaries and our prisons out of them, and to be without a story is to be lost 
in the vastness of a world that spreads in all directions like Arctic tundra and sea 

In A TImE of A yEARnIng 
foR sELf-AcTUALIzATIon 
ThE shIfT AwAy fRom 
objEcTIvE nARRATIvEs To 
sUbjEcTIvE ATTITUdEs cAn 
bE sEEn As A cELEbRATIon 
of IndIvIdUALITy, gIvIng 
mEAnIng To A modERn LIfE

“… sToRIEs ARE gEogRAphy, 
And EmpAThy Is fIRsT of ALL 
An AcT of ImAgInATIon, A 
sToRyTELLER’s ART, And ThEn 
A wAy of TRAvELLIng fRom 
hERE To ThERE” 
(soLnIT, 2013)
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ice. Which means that stories are geography, and empathy is first of all an act of 
imagination, a storyteller’s art, and then a way of travelling from here to there”.1 
As everyone has a life story to tell, the need arises to put it in perspective. 
Reading an unknown story helps in this quest. 

In this way we can begin to understand the roles of non-fiction, in studying 
and keeping up to date with a profession, and fiction in cultivating the self.

After decades of declining time spent in reading in the western world there 
now seems to be an upswing amongst adults.2 Unfortunately the same cannot 
be said for children. Local libraries in many countries are closing.3 According 
to recent research in the U.K. almost 4 million adults have never read a 
book for pleasure. Lack of time is the most cited reason.4 Where does one 
take the time from? Reading time is always in danger of being stolen. One 
may ask: stolen from what? The tyranny of living? Our cultural and human 
striving is founded on the realization of ideals. When it comes to reading in 
this context it is interesting to note the recent trend to establish “Homes of 
Reading” or “Houses of Literature” independent of libraries where people of 
all ages come together for public readings by authors and establish literary 
discussion groups. It seems as though the social aspect of reading that was 
common in the eighteenth century when families gathered together by the 
fireside on winter evenings or when authors such as Charles Dickens travelled 
extensively to read for the general public has taken a new form.

The author Umberto Eco belongs to that small group of insightful artists. He is 
the owner of a large personal library containing some thirty thousand books 
both fiction and non-fiction. He divides his visitors into two groups – those 
who react with “Signore professore dottore Eco -what a big library! How many 
of the books have you read?” The second category, by far the smallest, thinks 
that his library is not an ego-boosting affair but a research tool. A reader 
accumulates more personalized knowledge and more books as he or she 

grows older (Eco is now 82). The more one reads and knows the larger is the 
number of unread books. Knowledge (not information) is a personal property 
to be protected and defended. Ralph Waldo Emerson writing in his “Essays” 
(1803-1882) put it this way:

“It is the good reader that makes the good book; in every book he 
finds passages which seem to be confidences or sides hidden from 
all else and unmistakably meant for his ear; the profit of books is 
according to the sensibility of the reader, the profound thought or 
passion sleeps as in a mine until it is discovered by an equal mind 
and heart”.5

The Role of liTeRaTuRe
It is a general opinion that in literature, as in most arts, is a pleasing play of 
the imagination and an escape from reality. Many think that fiction has little or 
no practical importance. There are deeper motives. Literature can be seen to 
preserve the ideals of humanity. The Ancient Greeks believed that the ideals 
of beauty were to be preserved in perishable stone whereas the ideals of truth 

were to be upheld in imperishable 
prose and poetry. When Goethe 
referred to literature as “the 
humanization of the whole world” 
he referred to its permanence, 
a documentation of habits, 

thoughts, dreams, and deeds. Books enable us to connect to our ancestors’ 
states of awareness, providing a possibility to make comparisons with today’s 
world. All science and art is based on ideals. Literature encompasses those 
human traits worthy of cultivation - love, faith, duty, friendship, freedom 
and reverence. Our society, our freedom, our progress rests solidly on the 
cultivation of the written word. This can no longer be taken for granted. 
Therefore literature should be seen as the expression of life in words of truth 

LITERATURE cAn bE sEEn To 
pREsERvE ThE IdEALs of 
hUmAnITy
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and beauty. Our literary heritage is a record of the spirit of humankind through 
thoughts, emotions and aspirations. 

Reading encompasses two values. 
One is of simple engagement and 
appreciation, the other of personal 
analysis. In the latter the reader is 
able to discover a new world that 
is different to his/her own and to 
enter into it. Reading helps us to 
become more empathetic, more 
tolerant of difference in that we are 
able to “step into the shoes of others” and “read the minds of others”. This act 
represents the love of a book and reading becomes a personal revelation and in 
so doing appeals to our emotions and imagination rather than to our intellect as 
with a text book. Literature should be seen in the light of an art whose purpose 
is not to instruct but to delight in order that the reader can become engaged 
in a process of self-development. Therefore the general opinion that fiction 
provides an escape from the trials and tribulations of everyday life, a distraction 
from the demands society and work imposes on us is a superficial view. 

liTeRaRy ReseaRch 
Does reading great literature make us better people? Research has shown 
that people who read a great deal spend much less time watching television 
and are generally more empathic. Modern literature is generally a simulation 
of social experiences. The question of literature and literacy in relation to 
levels of empathy, self esteem, social intelligence and lowering the level 
of unaccountable violence amongst young people has brought increased 
attention to the role of literature in schools and in later life. This can be seen 
in the light of the worrying decrease in the levels of literacy in Europe. The 
Italian sociologist Umberto Galimberti, for one, has emphasized the need for 

adolescents to read classic literature 
(something fast disappearing from 
school curricula). In these classic works 
pupils meet a range of characters 
who help the reader to put their own 
emotions in place.6 In epic tales such 
as “War and Peace” by Leo Tolstoy 
degrees of positive and negative 
emotions provide a constant shifting of 
emotions within a framework of inter-
human relationships.

A wonderful contribution to the understanding of literacy, emotions and 
creativity has been made by Daniel Pennac. His book “Comme un roman” is a 
passionate defence of reading as a foundation for emotional stability. 

“Perros was a teacher who didn’t drum knowledge into people, 
but made a gift of what he knew. Less a teacher than a master 
troubadour – one of those jugglers of words. (......) Like all 
troubadours his voice was aimed at a public who didn’t know how 
to read. He opened eyes. He lit lanterns. He set people off on the 
road to books, a pilgrimage without end or certainty, the path of 
human towards fellow human. The most important thing was that 
he read everything out loud to us. From the word go, he trusted in 
our desire to understand . . . When someone reads aloud, they raise 
you to the level of the book. They give you reading, as a gift. (.....) 
He taught us for an hour a week. That hour was like his saddlebag: 
anything could come out of it. When he left us at the end of the 
year, I totted up Shakespeare, Proust, Kafka, Vialette, Strindberg, 
Kierkegaard, Molière, Beckett, Marivauv, Valery, Huysmans, Rilke, 
Bataillt, Gracq, Cervantes, Laclos, Cioran, Chekhov, Henri Thomas.

REAdIng hELps Us To 
bEcomE moRE EmpAThETIc, 
moRE ToLERAnT of 
dIffEREncE In ThAT wE ARE 
AbLE To ‘sTEp InTo ThE 
shoEs of oThERs’ And ‘REAd 
ThE mInds of oThERs’

REsEARch hAs shown 
ThAT pEopLE who 
REAd A gREAT dEAL 
spEnd mUch LEss TImE 
wATchIng TELEvIsIon 
And ARE gEnERALLy moRE 
EmpAThIc
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He talked to us about everything, read us everything.
He never lost sight of us. Even when he was completely engrossed 
in what he was reading, he would watch us from the top of the 
page. His voice was clear and resonant.....no single word was 
stressed at the expense of another (.....) He was an echo chamber 
for all books, the physical incarnation of words, the book made 
human. Through his voice we suddenly discovered that all this had 
been written for us”.7

In recent years literary research has focused on emotional transportation. This 
involves the way in which the arts in general and in this case classical fiction is 
able to build empathic skills. This takes place when the reader is emotionally 
transported by a story. Research is only in its beginnings. However, it has 
become clear that not all fiction is able to trigger emotional transportation. 
Our classical European literature from Cervantes to Hugo, Conrad to Orwell 
has this quality. 

Jerome Bruner in a ground-breaking analysis has distinguished between two 
modes of thinking - logical-scientific and narrative.8 Whereas the former aims 
at seeking universal truths through logic and argumentation as in textbooks, 

scientific journals and newspapers, 
the narrative mode establishes what 
he calls verisimilitude (lifelikeness). 
This enables a reader to be drawn into 
a plot and to participate focusing on 
believability. Literature as a scientific 
mode of thinking is not able to evoke 
responses in the same way due to the 
absence of characters, events and 
settings. A reader is transported by 
the story, the reader identifying him or 

herself with the characters. Two-way emotional involvement brings sympathy 
and antipathy into play that can resound in personal life experiences. In this 
way fiction is true to life. The reader can become involved in predicting the 
outcome of certain situations, can forecast the reactions of the characters 
involved in the story and envisage a consequent turn of events. She follows 
two lines of thought simultaneously, her own and those of others. Taking 
on the perspective of another involves both intra and inter personal forms 
of intelligence. These constitute ever-increasingly important forms of 
intelligence in modern society. Collaboration in the workplace (“teamwork”) 
and a creative spirit is dependent on esteem (seeing values in others) and 
self-esteem (seeing values and capabilities in oneself) an important aspect of 
adolescent education.

When small children listen to a story they are practising a skill which is 
developed further in the adult reader. Although the details of the narrative 
may be forgotten shortly after completing a book certain neural structures 
and mental models in the brain remain as a consequence of an emotional 
involvement in the plot. Research in this area is difficult due to the fact that 
in all creative processes that involve activation of the imagination there will 
always be a period of incubation. Keith Oatley and Raymond Mar are pioneers 
in this field of literary neurological science.9 

Their work has brought to light an important consideration when studying 
the methodology of creativity – the phenomena of unconscious processing, 
that emotional experiences are “stored” and can be retrieved at a much later 
date in a new context with other seemingly unrelated images, providing new 
insights or creative breakthroughs.

The Deepening page
We can read in different ways. Great literature requires “deep reading” as 
opposed to a more superficial reading, which is a mode that is becoming more 

ALThoUgh ThE dETAILs 
of ThE nARRATIvE mAy 
bE foRgoTTEn shoRTLy 
AfTER compLETIng A 
book cERTAIn nEURAL 
sTRUcTUREs And mEnTAL 
modELs In ThE bRAIn 
REmAIn As A consEqUEncE 
of An EmoTIonAL 
InvoLvEmEnT In ThE pLoT
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and more common in our day and age. “Deep 
reading” is a distinctive cognitive ability. 
It is slow, immersive, rich in sensory detail 
and emotional complexity. It is a distinctive 
experience, different from a mere decoding 
of words. When extracting mere information 
as is more and more the case in our schools 
and universities we use a mode of processing 
words that is effective but we do not slip into 
another’s voice, another’s soul. Frank Kermode, the famous British literary 
critic who died in 2010, talked of two types of reading: “Carnal Reading” which 
is characterized by hurried, utilitarian information processing, a technique 
we use most of the time and, secondly, “Spiritual Reading” where there is a 
focused attention with on-going reflections and analysis. This division is by 
no means new. Aristotle draws the same line in his “Poetics”. Undoubtedly 
“deep reading” needs to be cultivated in our educational institutions. It lies 
beyond a materialistic, biological ability to read as used in literary testing, 
but involves a human act of finding meaning, understanding, interpreting. 
In the end the everlasting value of reading 
a book is seen only in the reader’s ability 
to assimilate the words, to chew and digest 
them. The classical art of “lectio divina” (or 
“spiritual reading”) enters our souls as food, 
as nourishment, spreading through our digestive systems, into our blood to 
become, in time, love and wisdom. This ability takes time and effort, it needs 
encouragement. How we read is what we are. 

in soliTuDe BuT noT alone
In his poem the American modernist Wallace Stevens describes a reader, 
a book in his hands, a summer night, a house where the world is calm. The 
same silence, solitude, and contemplative attitudes were formerly associated 

with pure spiritual devotion. Things become vivid, concepts more clear and 
emotions stronger.10 

Solitude is the capacity to be alone, not the psychological condition we 
call loneliness. As an attribute it is closely connected with self-discovery 
and becoming aware of one’s deepest needs, feelings, impulses and with 
creativity. It is quite different from enforced solitude, confinement and sensory 
deprivation. It does not involve separation or isolation - quite the opposite. So 
to lie on a couch with Gabriel Garcia Márquez’s novel “One Hundred Years of 
Solitude” can be a life-enhancing experience. It must be remembered that 
there are many worlds which we do not receive as gifts of nature but which 
are created in our own spirit. The world of books is one of the greatest. This 
can be seen in the face of the small child, listening to the flow of words that 
tell of imaginary far-off places. It all begins in the crook of a parent’s arms. As 
soon as a young child can sit on a beloved’s lap she will associate reading with 
comfort, warmth, security and a sense of being loved. Stories are a sheltered 
haven for emotional development. In later years this is reiterated alone in the 
comfort of a fireside chair.

At the same time the socialization of reading has almost disappeared. In the 
past families and friends gathered to read to each other. Books were scarce 
and expensive and not everyone was able to read. Listening to an orator 
reading aloud requires attention in a different way than solitary reading. 
You read aloud with your diaphragm, tongue and lips, something other than 
reading with your eyes alone. Language becomes part of your own body. No 
one understood this better than Charles Dickens whose stories were first 
serialized in weekly, affordable editions called “Household Words”.11 Reading 
aloud in class by teachers and pupils is not the trend today. On the other 
hand the rise of Houses of Literature in Northern Europe has brought about 
a renewal of this form of socialized reading for all age groups. A person who 
has grown up with rhythmic sounds and exciting stories is literally competent 

“dEEp REAdIng” Is A 
dIsTIncTIvE cognITIvE 
AbILITy. IT Is sLow, 
ImmERsIvE, RIch 
In sEnsoRy dETAIL 
And EmoTIonAL 
compLExITy

how wE REAd Is 
whAT wE ARE 
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and wants to read alone in later life. An evolution from oral reading to silent 
reading should be promoted. The former encompasses the art of vocalization, 
the latter the art of visualization. 

The WRiTeR anD The ReaDeR
The bond between the reader and the writer is mutually beneficial unrivalled 
in other art forms. It is a means of intellectual and artistic cross-fertilization. 
The words of the writer are a catalyst in the reader’s mind that inspire new 
associations, insights and perceptions. The existence of the attentive reader 
is the motivation behind the writer’s efforts, giving him or her the courage to 
venture into uncharted territory. As Ralph Waldo Emerson once remarked, 
“They knew that the intelligent reader would come at last, and would thank 
them”. Our literary heritage would be unthinkable without the intimacy 
between writer and reader. The deepening is extended beyond the page, it 
extends into life itself, enriching responses to external stimuli in response to 
a spectrum of human experience. Today there are fears that the advance of 
technology will swamp the personalization of reading.

Back in 1612 the Spanish dramatist Lope de Vega in his play “All Citizens are 
Soldiers” wrote:

So many books. So much confusion!
All around us an ocean of print
And most of it covered with froth.

The printing of books became an agent of change with a danger of 
overflooding.12 Today we face a situation where, due to technology, the 
word is being revolutionized. Computers and hand-held smart phones are 
our constant companions, the internet has become our way of storing and 
processing a text. These are ways of technologizing texts but the word itself 
can never be technologized. The world of the screen is a very different one 

from the world of the page and many neurologists fear that the pathways to 
the brain are being rerouted in a way that is disadvantageous because the 
cognitive load (due to the amount of information we are required to process 
today) weakens the ability to comprehend and retain what is being read.13 
Memorizing is far more than a means of storage. It is the first stage in a 
process of synthesis leading to a deeper and more personal understanding 
of what one is reading. This is in no way a mechanical, mindless process, as it 
involves judgement and creativity.

conclusion
Reading has not traditionally been perceived as a creative activity. This 
suggests that creative experience is easier to trace in other forms of 
artistic encounters than in reading. One of the key reasons for this is that 
writing rather than reading is readily seen as a creative enterprise. When 
it comes to evaluating the importance of reading on both “eminent” and 
“everyday” creativity and its impact on life it is necessary to look at the 
process involved rather than the result. Reading has no physical output. 
Even so, despite its distinctive character seen in the light of other art 
forms there is a consensus that fiction evokes the creation of a narrative. 
The reader uses personal reading experiences in combination with actual 
everyday experiences to produce personal judgements that lead to 
positive outcomes. 

Thus reading fiction can be seen to play a vital role in what might be called 
“existential self-formation” which is a vital element in any form of innovation. 

This is connected to the process of 
creating a unique, internal reality. 
In this way reading provides 
the impetus to boost creative, 
divergent thinking.

… REAdIng fIcTIon cAn 
bE sEEn To pLAy A vITAL 
RoLE In whAT mIghT bE 
cALLEd “ExIsTEnTIAL 
sELf-foRmATIon” whIch 
Is A vITAL ELEmEnT In 
Any foRm of InnovATIon
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The British author of stories for children, poet, theologist and professor at 
Oxford University, C. S. Lewis (1898-1963) expressed the role of literature in 
the following way:

“Literature adds to reality, it does not simply describe it. It enriches 
the necessary competences that daily life requires and provides; 
and in this respect it irrigates the deserts that our daily lives have 
already become”.

Literature is not only a depiction of reality but adds values to it. It provides 
portrayals of thinking patterns and social norms in society food for thought 
and a tonic for creativity. Creativity depends on both conscious and 
unconscious mental functions. When art is integrated into a school or into 
our daily lives, there is less need to 
retreat or escape from the world. 
The education of the emotions is 
not merely a desirable option. It is 
essential for well-balanced actions 
and the effective use of the intellect.

As Nietzsche once said, “Art is a 
great means of making life possible”. It enhances a participation in life and 
informs one about who one wants to be, what one might aspire to and allows 
one to become what one is

whEn ART Is InTEgRATEd 
InTo A schooL oR InTo 
oUR dAILy LIvEs, ThERE Is 
LEss nEEd To RETREAT oR 
EscApE fRom ThE woRLd



The present day view of creativity is that it is found in everyone as an inherent 
urge. Creativity is not only concerned with innovative breakthroughs by 
gifted individuals perhaps only once in a lifetime but can contribute to 
giving life greater purpose and meaning. Therefore “everyday creativity” 
as it is sometimes called has two facets – originality and meaningfulness. In 
education there are many factors involved in bringing this creative capability 

to the surface as a platform for 
innovative thinking. One of these 
components is confidence in self-
expression. The use of literature 
differs from other art forms in 
that it does not readily come to 
physical self-expression. Another 
difference is that a minority 
of the population sing, play an 
instrument, paint or dance on 

a regular basis. The majority read fiction regularly. Thus reading primarily 
serves as a way of promoting the mute expression of ideas. Against this 
background one can understand the growing trend today of an increasing 
number of writers who do not see themselves primarily as authors but view 
their work as a well of inspiration for another, often very different profession. 
Below are two examples of very successful literary figures who work first and 
foremost in other domains. One is an eminent scientist, the other a craftsman.

Paolo Giordano (born 1982) is a young Italian author who won the prestigious 
prize for literature, Premio Strego, for his first novel “La solitudine dei numeri 
primi” (“The Solitude of Prime Numbers”). It has sold over one million copies 
and is translated into thirty languages. His second book “Il Corpo Umano” 
(“The Human Body”) followed up his initial success. Holding a doctorate in 

Theoretical Particle Physics he represents a growing band of young authors 
including Mohsin Hamid (b.1971) who studied law at Havard, who are scientists 
by profession, and who later were to make their names in literature. 

how does your work in physics and literature interact?
In Physics you can learn things that can be of use in writing. For example, 
patience and the ability to analyse. 

and the way of thinking?
I have learnt in Physics how to get to the bottom of things. It means I don’t stop 
when I get the first idea that can bring joy or disappointment. This process in the 
exact sciences is very precise. I was considered to be very quick if I might say so 
and science taught me order and tranquillity. 

What makes a good read?
I really don’t know. There is a 
complexity of factors involved. 
One thing is certain, readers are 
not looking for superficial novels. 
They look for books to help them 
in their own strivings.

your first novel “The solitude of prime numbers” has had an amazing success. 
The themes are psychological. how did you find the topics on which to write?
I had no previous insight about psychology. I didn’t know anything about 
Asperger syndrome or anorexia. These things just came out of an unconscious 
place in me. First after publication other people made me aware of the fact that 
I was writing about characteristics of modern disorders. After the first book I 
met the strange world of publicity and found myself in a depressive crisis and I 
went into therapy. First then I started to read Psychology in order to follow my 
own therapeutic process. Fiction and Psychology is a tricky combination. You 
can learn too many things about yourself and cease to be spontaneous, to be an 

pAoLo gIoRdAno

cREATIvITy Is noT onLy 
concERnEd wITh InnovATIvE 
bREAkThRoUghs by gIfTEd 
IndIvIdUALs … bUT cAn 
conTRIbUTE To gIvIng LIfE 
gREATER pURposE And 
mEAnIng

“onE ThIng Is cERTAIn, 
REAdERs ARE noT LookIng 
foR sUpERfIcIAL novELs. 
ThEy Look foR books To 
hELp ThEm In ThEIR own 
sTRIvIngs”



author. Modern literature should precede Psychology. It should catch that which 
is in the air.

and the second book?
I knew what I had to write but cannot explain why. I was inspired by Norman 
Mailer’s book about war “The Naked and the Dead” so I went to Afghanistan to 
see the war. Irrational feelings become rational in the process.

But there must be some episodes 
or factors in your childhood, in 
your meeting with others, in the 
environment that have brought these 
ideas to the surface?
Not really. I cannot put my finger on 
anything. What I can say is that as a child I was very aware of what was going on 
round me and observed others a lot.

There is a growing trend that famous scientists turn to the arts and particularly 
to the writing of novels. if we say that in general there are two modes of 
thinking - a logical-mathematical and a narrative mode, do you think it is a 
growing necessity to bring about an interaction between these in order to 
bring about a divergent and more holistic thinking in young people?
I love physics. But deep inside me I felt I’m not really good enough. The writing 
was a tunnel I was digging to escape from my primary profession. When I 
studied physics all my fellow students did some form of art on the side. When 
you are dealing only with particles there 
is a need for something comprehensible 
that can be seen in the arts. The scientist 
next to me did not really know what I was 
working on. In literature there is a reader. 

“… As A chILd I wAs vERy 
AwARE of whAT wAs 
goIng on RoUnd mE And 
obsERvEd oThERs A LoT”

and through writing you have become world famous.
I don’t like being famous. I don’t like appearances in public. I once thought 
to become a rock star but had no talent in that direction besides I would be 
fearful about standing on a stage. So the only way out was to try being an author 
where you can write in solitude. The farther you go on the basis of your personal 
experiences the better view you get of yourself.

if you had to choose in a few seconds between music, physics and literature 
what would it be?
Probably music.

Why?
Because it was the passion of my youth. The passions we have at that time of life 
are the most spontaneous because they are connected with dreams and wishes 
for the future. They never die. Due to music I became a better human being.

and literature?
Reading came into my life at an early age, it was a passion. Writing came later 
and therefore it is more controlled.

“ThE wRITIng wAs A 
TUnnEL I wAs dIggIng 
To EscApE fRom my 
pRImARy pRofEssIon”



EdmUnd dE wAAL

Edmund de Waal (bo.1964) is a world famous ceramic artist and writer. He 
made his first pot at the age of five when he persuaded his father to take him 
to a ceramics class. At school he met Geoffrey Whiting a ceramics teacher 
who made a lasting impression on him. After completing school he studied 
English at Cambridge University, graduating in 1986. On leaving university 
he decided to follow his interest from childhood in pottery. At first he was not 
successful and started to study Japanese at Sheffield University followed by 
a year in Japan to practice the language. There he became acquainted with 
Japanese pot-making traditions. Returning to London in 1993 he established 
a potter’s studio and studied the impulses put forward by Bauhaus. He 
became famous when he started working in porcelain and is exhibited in 
major museums throughout the world. Turning again to writing, his book 
“The Hare with Amber Eyes: a Hidden Inheritance” was published in 2010. 
It won acclaim, winning several prestigious literary prizes. In 2011 he was 
awarded the OBE in the U.K. for his services to art.

Edmund de Waal calls himself a maker of delicate pots in white and cream that 
are informed by a great deal of thoughts about literature. 

how is it possible to juggle between being a famous potter and writer?
This should not be seen as a juggling act and it is not at all difficult to go from 
making a board of pots at the wheel to sitting down at a desk to write. It is not 
demanding at all, it is in the same space. The two arts should not be seen as 
separate but intertwined, they feed each other. Pots are thought through, they 
are humane. Returning to the wheel or desk the world falls away and a bag of 
clay or a notebook is there to be transformed. Both in writing and when turning 

pots you make it up as you go along. 
Sometimes it takes a different 
direction than was first thought. In 
this way words and clay are alive. 

and the great importance you place 
on things?
The importance of things needs to 
be addressed. When you hold in your 
hand something that someone has 
made it is eventually passed on for 

someone else to hold. It can be passed on round the world from one owner to the 
next. In this way a story is created and this gives the object its value. This is the 
theme of the book: beautiful netsuke (Japanese carvings often in ivory used on 
traditional costumes) that are passed on from one person to another, from one 
generation to another, around the world.

... IT Is noT AT ALL 
dIffIcULT To go fRom 
mAkIng A boARd of 
poTs AT ThE whEEL To 
sITTIng down AT A 
dEsk To wRITE. IT Is noT 
dEmAndIng AT ALL, IT Is 
In ThE sAmE spAcE



a book and a pot are passed on ...... and bringing things to light means being 
in the public eye after the solitude of the wheel or desk?
The serious implication of writing the book was the engagements with its 
readers who write to me about all kinds of matters - exile or loss, what it means 
to try to understand objects and so on. We have a policy at the studio, if you are 
over ninety you get a response in one day, over eighty in one week and the over 
seventies have to wait until we have time.

Both writing and pot-making involves 
bringing things out of the shadows and 
into the light. I found inspiration in a book 
by the Japanese writer Junicho Tanizaki 
who wrote “In Praise of Shadows” which is 
about spatial aesthetics. Writing a book is 
a journey into shadows and bringing things into the light. 

and your ambition?
My fantasy is that people will look back on my pots and think - rigorous yet 
quite passionate and humane. The book – it was hard work to find a voice to 
inhabit the experience of finding things out. It is about loss and diaspora and the 
survival of beautiful objects.

«boTh wRITIng And 
poT-mAkIng InvoLvEs 
bRIngIng ThIngs oUT of 
ThE shAdows And InTo 
ThE LIghT»
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DANCE

Marja Kokkonen



Abstract
There is a close relationship between our personality and the way how 
we move. This chapter discusses how physical movement, coupled with 
visualisation, can help improve attention, speed, retention and enjoyment 
of learning as well as reduce stress and increase life satisfaction. 

Dance is not just artistic interpretation or a form of exercise; it can also 
be an educational tool, and a therapy that combines creativity and 
wellbeing.
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INTRODUCTION
In tribal societies, daily work was creative by nature, accompanied by 
rituals involving dance. In ancient civilizations, dance was performed at 
social occasions not only for religious purposes, but also in association with 
entertainment, celebrations, and secular recreation (McLean & Hurd, 2011, 
36-38). In dance, little has changed, in essence, since the prehistoric and 
ancient times. Dance still has a very strong social component, but other 
approaches to dance can easily be seen in many definitions of dance which 
depend on whose eyes dance is seen through. For example, dance can be 
defined with an emphasis on the human body rhythmically moving through 
time and space with energy and effort (Kassing & Jay, 2003, 4). Alternatively, 
more anthropologically oriented definitions of dance focused on human 
behaviour that comprise purposeful, intentionally rhythmical, and culturally 
patterned sequences of non-verbal body movements and stillness in time 
and space with effort (Hanna, 2008, 492). In defining dance, neuroscience 
pays attention to emotionally expressive use of the body-mind interaction 
that involves both voluntary and involuntary neural systems (Dale, Hyatt, & 
Hollerman, 2007, 100). 

The possibilities to categorize different dance forms or types are equally 
versatile. Dance forms can be sorted into categories on the basis of, for 
example, their historical roots (renaissance dance versus modern dance) or 
geographical roots (Afro-Caribbean versus South Asian dance), the extent to 
which the dances are choreographed (choreographed dances, such as ballet 
versus improvised dances, such as the Argentinian tango), or according to 
the number of dancers or the formation of dances (solo versus couple versus 
group dances; line dances versus circle dances). Maybe the most general 
yet simplistic dance classification is based on the “performance value” of 
dances. From this perspective, dances are either vernacular or performance 
dances. Vernacular dances, both folk and social dances, are typically learned 
informally through cultural and social networks and are associated with 

leisure and recreation (Malning, 2009). Folk dances, such as the Nordic polka 
or square dancing, are ethnic forms of vernacular dance which preserve 
heritage and group traditions. Historical social dances are ceremonial and 
ritual dances of former times that 
belonged to special occasions or 
were expected to produce special 
outcomes (such as rain, prayer, 
victory, health; Malning, 2009). 
More modern social dances, such 
as tango, salsa, or swing, express 
and reinforce social and cultural values and focus on the instrumental use of 
the body to somatically, kinetically, and musically connect dancers (Olszewski, 
2008). No wonder dance has been seen as a crucial cohesion element in all 
human cultures (Wiltermuth & Heath, 2009).

Performance dances, also known as theatre dances or concert style 
dances, such as ballet, modern, and jazz, are mostly staged dances. They 
are typically viewed as artistic presentations in front of an audience and 
are known to take years of specialized training (Hanna, 2006, 53). However, 
dance form categories are flexible and influenced by time. Social dances 
often spread beyond the local context, as pointed out by Malning (2009), 
and become national or worldwide transnational dances. Many of the social 
dances have also become performances when taken up by choreographers. 
Sometimes staged dances, too, cross over and become social dances which 
are then enjoyed by a larger circle of dance enthusiasts. When classical ballet 
performed on stage has transformed into adult ballet in dance studios and 
flamenco and hip hop have ended up on the stage from the streets, in my 
understanding it is a question of what Malning (2009, 11) refers to as “a kind 
of endless loop of creativity in which steps and styles are continually recycled, 
recombined, and reborn”.

… DANCE hAs bEEN sEEN As A 
CruCiAl CohEsioN ElEmENt 
iN All humAN CulturEs 
(WiltErmuth & hEAth, 2009)
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Since ancient times, people have danced in numerous styles and for various 
purposes. Today, dance is increasing in popularity, boosted by television 
dance series. “Oddly though”, says the expert movement therapist Martha 
Eddy (2009, 22), “the growing body of research on creativity does not 
adequately address dance”. Inspired by Eddy’s astonishment, I will look at 
dance as an artistic performance, a pleasing and recreational form of exercise, 
as education, and as a therapy through the lenses of creativity and well-being. 
My ultimate goal is to give reasons why each of us – not just Madonna and I - 
should get into the groove.
 
DaNCe as PeRfORmINg aRT 
CONNeCTINg wITh CReaTIvITy ThROUgh mOvemeNT 
Historically, dance has always been an inseparable part of another 
performance art, theatre. This is reflected in the terms “theatre dance” or 
“theatrical dance” that are used interchangeably for the artistic dances created 
by artists to be performed on the stage of the theatre. In the 19th century 
dance was, however, recognized as an independent art form (Hagendoorn, 

2010). Dance as an art form consists 
of three inter-related processes: 
dance making, dancing, and dance 
appreciation. Each of these requires 
different skills and each has a different 
take on creativity. Choreographers, the 
dance “writers”, need creative skills to 
create original dance compositions and 
movement sequences to express novel 
ideas or concepts. A strong cognitive 
emphasis on the process of dance 
making culminates in the concept of 
choreographic cognition, which includes 
those cognitive and mental processes 

needed to construct and refine movement material with the intention of 
creating a work of art (Stevens, 2005). Creativity in composing dance is seen 
in many parts of the process: in the recognition of an original idea, in the 
ability to express it in a bodily, visible form, in solving problems along the way, 
and in sequencing and linking the created parts into a seamless dance piece 
(Stevens, Malloch, McKehnie, & Steven, 2003).

It has traditionally been argued, most likely because of the rigidity in classical 
ballet, that dancers need more interpretative and technical skills rather 
than creative skills to be able to interpret the ideas of the choreographer. 
Consequently, the mastery of technique and virtuosity has been seen as an 
important determinant of the artistic value of dance. But because emotions 
are inherent to successful dance (Hanna, 2008) and expressive skills, such as 
projection and an ability to convey a story or mood, are essential so-called 
performance skills in dance (Jefferson-Buchanan, 2012), expressive creativity 
is also required from the dancers. 

Dancers also need creative skills in improvisation; responding spontaneously 
to music to generate new movements is one of the fundamental creative 
processes in the art of dance. In fact, modern/contemporary dancers, who 
commonly improvise and perform more freely also on stage, are higher in 

verbal and figural creativity than 
jazz/musical dancers or ballet 
dancers and characterized as 
being more capable of breaking 
conventional rules or modes 
of thinking (Fink & Woschnjak, 
2011). Neuroimaging studies on 
creative thinking in dancers have 
additionally revealed that while 
the dancers were instructed to 

CrEAtivity iN 
ComposiNg DANCE is 
sEEN iN mANy pArts 
of thE proCEss: iN thE 
rECogNitioN of AN 
origiNAl iDEA, iN thE 
Ability to ExprEss it iN 
A boDily, visiblE form, 
iN solviNg problEms 
AloNg thE WAy, AND iN 
sEquENCiNg AND liNkiNg 
thE CrEAtED pArts iNto 
A sEAmlEss DANCE piECE 
(stEvENs, mAlloCh, 
mCkEhNiE, & 
stEvEN, 2003)

DANCErs Also NEED CrEAtivE 
skills iN improvisAtioN; 
rEspoNDiNg spoNtANEously 
to musiC to gENErAtE NEW 
movEmENts is oNE of thE 
fuNDAmENtAl CrEAtivE 
proCEssEs iN thE Art 
of DANCE
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mentally perform a dance as originally or creatively as possible, professional 
dancers showed more right-hemispheric alpha synchronization (i.e. an 
exceptional electrical activity in the right hemispheres of their brains.) than 
the novice dancers (Fink, Graif, & Neubauer, 2009).

In addition to improvisation, dancers often lean on somatic practices to 
enhance their artistic, creative capabilities. The concept of “somatics” 
refers to a group of bodywork disciplines emphasizing the felt-sense, the 
internal subjective experience of the body (Hanna, 1970). Somatic practices 
(body/mind disciplines, somatic therapy, movement awareness) are 
generally oriented towards a 
health-promoting functioning 
of the body/mind (Jackson, 
2005). Enghouser (2007) 
argues that only by listening to 
the body and its voice, not by 
imitating is creative discovery 
and the development into a 
performing artist possible. 
Somatic practices, especially 
movement awareness, have indeed been used to strengthen the aesthetic 
judgment, and to enhance the creativity and the expressiveness of 
dancers. Dancers trust their kinesthetic and vestibular system, so called 
proprioception, while judging their movements aesthetically. Focusing on 
the awareness of sensations trains the dancers to be even more sensitive 
to what they feel inside their muscles and joints while dancing. It also helps 
dancers to create their own unique movements and allows them to mentally 
step back from their disciplined, often quite standardized ways of moving. 
In addition to dance aesthetics, somatics has had a strong influence on 
choreographic styles in the last twenty years (Edinborough, 2012).

Choreographing dances and dancing them does not make dance a performing 
art if dances are not performed to and appreciated by others. While viewing 
dance, spectators experience dance visually, much like paintings and 
sculptures, but not statically, because dance is both temporally and spatially 
defined. As essentially emotional and non-verbally communicative, dance 
performance, at its best, “moves 
us” or “talks to us”. This affective 
dialogue has led Christensen and 
Calvo-Merino (2013) to regard the 
dancers’ emotional expression and 
the spectator’s subsequent emotion 
perception and recognition as the most important aspects of the aesthetic 
experience in dance. Empirically, too, emotions have been found to be 
recognizable in dancers’ movements (Burger, Thompson, Saarikallio, Luck, 
& Toiviainen, 2013) and to be central to the aesthetic experience of dance 
performances; Vukadinović and Marković (2011) showed that affective 
evaluation (how sensitive, seductive, elegant), together with exceptionality 
(how expressive, unique and ineffable) and dynamism (how powerful, 
strong) were at the core of the aesthetic experience of dance performances. 
Also in the interpretation stage of the process of dance appreciation, it is 
essential to try to find out what was communicated through dance and what 
feelings the character evoked (Ashley, 2012). 

In neuroscience, effort has been put into the research of aesthetic experiences 
to explore what brain processes occur when an individual watches dance (Cross 
& Ticini, 2010). Researchers have been increasingly fascinated by the so-called 
mirror neurons, that is, the brain activity in the premotor and parietal cortexes 
during the passive observation of movements. Laboratory studies from the 
fields of neuroaesthetics or neurodance have revealed that observing an action 
actually causes much of the same brain activity as does producing the action. 
However, spectators’ neurological responses to dance have been influences by 

ENghousEr (2007) ArguEs 
thAt oNly by listENiNg to thE 
boDy AND its voiCE, Not by 
imitAtiNg, CrEAtivE DisCovEry 
AND thE DEvElopmENt iNto 
A pErformiNg Artist is 
possiblE

… DANCE pErformANCE, 
At its bEst, “movEs us” 
or “tAlks to us”
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their visual or motor experience in dance. More specifically, spectators who are 
motorically inexperienced in ballet, but who have watched balled frequently 
and thus have become visually experienced in terms of ballet movements 
without actual physical training, showed enhanced corticospinal excitability 
while watching ballet – they mirrored the observed dance movements with 
appropriate muscular participation (Jola, Abedian-Amiri, Kuppuswamy, Pollick, 
& Grosbras, 2012). As for the dancers themselves, their brain activity in the pre-
motor areas of brain has been found to be stronger while watching movements 
that they could execute (Christensen & Calvo-Merino, 2013). Mirror neuron 
research has also inspired the examination of kinesthetic empathy, that is, the 
feeling of taking part in a dancer’s movement and related emotions and ideas 
while watching dance (Jola, Ehrenberg, & Reynolds, 2012). This phenomenon 
known to occasionally take place in dance audiences has led to practical 
applications that aim to improve emotional and cognitive empathy through 
the promotion of kinesthetic empathy. For example, Behrends, Müller, and 
Dziobek (2012) have created an empathy-fostering movement and dance 
intervention where high-functioning adults on the autism spectrum participate 
in ten structured, 90-minute units per week. In these sessions, interactional 
movement and motoric cooperation, such as imitation of one’s partner’s 
movement, synchronous movement with other people or to music, and creating 
a joint choreography or other motoric cooperation are used to foster empathy 
and other prosocial capabilities. 

DaNCe as exeRCIse - CONNeCTINg 
wITh CReaTIvITy ThROUgh eNhaNCeD wellbeINg 
It has been recently argued that dance has mainly been seen as a personal, 
individualized form of communication and expression (LaPointe-Crump, 
2006) and a form of the performing arts (Alpert, 2011) while dance as a form 
of exercise and its considerable health benefits have been mostly ignored. This 
seems rather surprising, given the evidence of how physically, psychologically, 
socially, and cognitively beneficial dance is. 

From the point of view of physical well-being, as a result of a total body 
workout, dance enhances cardiovascular health (da Mota et al., 2011), burns 
calories (Alpert, 2011; Bremer, 2007), and is thus very useful in combating the 
health hazards of excessive weight gain and cardiac risk in both children and 
adults (Malkogeorgos, Zaggelidou, & Georgescu, 2011; Ward, 2008). Dance 
classes improve many of the motor abilities, such as flexibility, coordination, 
and agility, in preadolescent and adolescent children (Aldemir, Ramazanoğlu, 

Çamlıgüney, & Kaya, 2011), and the 
aerobic power, muscle endurance, 
strength, and flexibility of the lower 
body, static and dynamic balance/
agility, and gait speed in elderly 
adults (Keogh, Kilding, Pidgeon, 
Ashley, & Gillis, 2009). Many of these 

improvements contribute to older adults’ fall prevention (Alpert, 2011; 
Malkogeorgos et al., 2011). Additionally, the positive effects of a weekly ballet 
class on the functional mobility of individuals with Parkinson’s disease are 
noteworthy – leading to a decrease in the rigidity scores, and improvement 
in hand movements, finger tips, and facial expression–(Heiberger et al., 
2011). For the ballet dancers themselves, aerobic interval training and local 
muscular endurance training intervention have had a positive effect on their 
ballet performances (Twitchett, Angioi, Koutedakis, & Wyon, 2011). 

The interconnected psychological and social health benefits of dance are also 
numerous. Dance has been found to reduce stress and increase life satisfaction 
(Olvera, 2008). It also provides an outlet for releasing emotional expression, 
allows for creativity (Alpert, 2011), reduces depression and insomnia (Pinniger, 
Thorsteinsson, Brown, & McKinley, 2013), and increases positive emotions such as 
happiness, joy (Knestaut, Devine, & Verlezza, 2010), determination, enthusiasm, 
inspiration, and alertness (Quiroga Murcia, Kreutz, Clift, & Bongard, 2010). The 
social aspect of dance can help ease loneliness (Alpert, 2011), promote cultural 

DANCE hAs bEEN fouND 
to rEDuCE strEss AND 
iNCrEAsE lifE sAtisfACtioN 
(olvErA, 2008)
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awareness or pride in minority individuals (Olvera, 2008), and facilitate sympathy 
and understanding towards other people and cultures and elicit strong feelings of 
togetherness and affiliation (Quiroga Murcia et al., 2010).

Finally, dance influences cognitive processing. Laboratory studies have 
strikingly demonstrated how mere movement, not even dance, can influence 
thought. Thomas and Lleras (2009) directed research participants’ arm 
movements either in a consistent (swinging) or inconsistent (stretching) 
manner related to the problem solution and significantly affected their 
chances of successfully solving a demanding insight problem; participants 
who were asked to swing their hands 
were more likely to solve the problem 
than those who stretched their hands. 
More recently, Slepian and Ambady 
(2012) succeeded in proving that 
movement and creative, flexible 
thinking are generally interrelated; 
participants who made fluid hand 
movements demonstrated greater 
creativity in three domains (i.e. 
creative generation, cognitive flexibility, and remote associations). Creativity 
has also been enhanced by eye movement only; participants with a strong 
preference for using either their right or their left hand, who initially were 
less creative than “mixed-handers” (i.e. those who used both hands), showed 
increases in some of their creativity scores after making specific horizontal 
eye movements that supposedly boosted the level of interaction between the 
left and right hemisphere of the brain (Shobe, Ross, & Fleck, 2009). 

As for dance, enhancing the temporal and prefrontal brain activity responsible 
for the improvement of memory, improving the ability to multitask and 
plan, helping the older brain to form new interconnections to work faster, 

and improving attention, are all examples of the cognitive outcomes of 
dance (Alpert, 2011). Because the population around the world is aging fast, 
researchers have especially focused on the links between physical fitness 
and cognitive performance in elderly adults. Evidence has showed that 
six months of the Cha-Cha dance exercise improved cognitive functioning 
such as verbal fluency, word list recognition and word list delayed recall in 
older adults with metabolic syndrome (Kim et al. 2011), and that a one-hour 
solo dance class for six months enhanced not only subjective well-being, 
posture, tactile and motor performance, but also cognition and attention in 
60 to 94 year olds (Kattenstroth, Kalisch, Holt, Tegenthoff, & Dinse, 2013). 
Interestingly, dancing has been reported to lower the risk of developing 
Alzheimer’s disease in seniors over 75 years of age by 76% (vs. 69% for 
those playing an instrument and 38% for those doing crossword puzzles; 
Verghese et al., 2003). As for children, a three-month dance programme 
brought positive changes in imagination, a vital component of creativity, in 
3 to 5 year old preschoolers with speech and language delays (Jay, 1991). 
Results based on the videogame (so-called “exer-game”) called Dance Dance 
Revolution that is controlled by the dance-like full-body physical movements 
of the player show that “dance gaming” may be useful for the management 
of behavioural disturbance (the decrease of repetitive behaviour) and for 
increasing cognitive control in children on the autism spectrum (Anderson-
Hanley, Tureck, & Schneiderman, 2011). 

DaNCe as eDUCaTION 
sTePs TO CReaTIvITy aND CReaTIve TeaChINg 
According to Keun and Hunt (2006), creativity is primarily a learnt behaviour 
comprising discoveries of novel, innovative, and practical solutions to 
problems, which can be encouraged through the arts, notably dance. If 
creativity is seen as being something that can be taught through dance, dance 
also becomes an educational issue that can be approached from at least two 
angles. Firstly, dance is an obvious learning objective in its own right (Giguere, 

morE rECENtly, slEpiAN 
AND AmbADy (2012) 
suCCEEDED iN proviNg 
thAt movEmENt AND 
CrEAtivE, flExiblE 
thiNkiNg ArE gENErAlly 
iNtErrElAtED
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of open-ended questions to encourage movement exploration, clarification, 
and refinement. It is also argued that developing a domain-intrinsic knowing 
of dance in preschool and early primary school children is important; sudden 
and extended movements, symmetrical and asymmetrical movements, 
coordination with others and with music, and the distinction between doing 
something simultaneously and doing the same movement as someone else, 
after the other person has begun the movement are important learning 
objectives in dance for children (Pramling Samuelsson, Asplund Carlsson, 
Olsson, Pramling, & Wallerstedt, 2009). Alternatively, Rudolph Laban’s Laban 
Movement Analysis (LMA) allows dance educators to teach holistically the 
primary movement components of Body, Effort, Shape, and Space, through 
which any dance form, for example hip hop (Rhodes, 2006) can be analysed.

In addition to professional dance training or creative dance, dance and 
movement have also been used as a tool in mainstream education. It has been 
documented that physical movement coupled with pretend imagery can help 

attention, speed, retention, and 
enjoyment of learning (Lorezo-Laza, 
Ideishi, & Ideishi, 2007). Dance has 
been taught in an interdisciplinary 
manner together with other subjects, 
like poetry, history, and languages 
(Bowie & Soriano, 2011; Harding, 
2006; Rhodes, 2006). 

Dance that establishes a playful 
learning environment that stimulates 

spontaneity and supports especially children’s full-bodied development and well-
being (Jefferson-Buchanan, 2012) has also been used in education to promote 
development other than academic. Thom (2010) expects the successful affective 
experiences while experimenting with expressive movements to develop 

2011; Hanna, 2008). Secondly, dance can be regarded as an educational tool 
to instrumentally acquire, reinforce, and assess learning of skills other than 

the physical (Jackson, 2005).

Moffett (2012) argues that even 
dance students in dance studios, 
where movement is primary and 
where dance education is given by 
trained dance specialists, should 
be challenged to think critically, 
reason analytically, experiment, 
and solve problems in motion. 
In practice, professional dance 
teachers seem to regard embodied 
knowledge - layered through 

sensing movement from within, the use of a thinking body-mind, and moving 
with whole self-awareness – as a foundation for creativity (Chappell, 2007a,b). 
In previous approaches to creativity in dance education, the creativity has been 
conceived more as a thinking skill, a form of self-expression, and something 
rooted in play (Chappell, Craft, Rolfe, & Jobbins, 2009).

Outside dance academies, universities, art schools, and private dance studios, 
dance education is typically offered by physical education teachers, classroom 
teachers, and music teachers, who teach so-called creative dance especially 
as part of elementary school children’s dance education with less focus on the 
form (i.e. less focus on the dance technique). In creative dance, the children use 
their bodies and movement elements to express their thoughts and feelings 
under the guidance of the teacher. As advised by Bergmann (1995) and Chen 
and Cone (2003), teachers can suggest particular ideas or feelings that they 
want the children to express through movement, provide them with a piece of 
music, a poem or other verbal cues, or a painting as a stimulus, and ask a series 

ACCorDiNg to kEuN AND 
huNt (2006), CrEAtivity 
is primArily A lEArNt 
bEhAviour ComprisiNg 
DisCovEriEs of NovEl, 
iNNovAtivE, AND prACtiCAl 
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WhiCh CAN bE ENCourAgED 
through thE Arts, 
NotAbly DANCE

it hAs bEEN DoCumENtED 
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preschoolers’ somatic and social awareness, and their ability to recognize, 
regulate, and express emotions. Empirically, participation in an eight-week 
creative dance/movement programme has been found to improve preschoolers’ 
social competence and decrease their internalizing problems (e.g., depression, 
withdrawal, and anxiety) and externalizing behaviours (e.g., aggression; Lobo & 
Winsler, 2006). Finally, the greatness of dance as an educational tool lies in the 
emotions that it arouses. Emotions are very useful in addressing wider educational 
issues such as physical violence, homophobia, gender expression, difference, and 
diversity (Gard, 2008; Risner, 2007).

DaNCe aND mOvemeNT as TheRaPy
ways Of ReCONNeCTINg TO yOUR CReaTIve self
People have always used dance for therapeutic and healing purposes. Since 
prehistoric times ritual dances have been interwoven with the most significant 
events and milestones in people’s lives, such as fertility, birth, sickness, warfare, 
drought, famine, and death. Nowadays, the psychotherapeutic use of creative, 
expressive movement and dance through which an individual can engage in 
the process of personal integration and growth, is most generally called “dance 
therapy”, “dance/movement therapy”, or “dance/movement psychotherapy”. On 
the one hand, dance/movement therapy has been seen as one of the expressive art 
therapies (Federman, 2011) or creative arts therapies with a unique focus on both 
the physical aspects of movement and the creative aspects of dance (Travaglia 
& Treefoot, 2010). Dance/movement therapy also belongs to the heterogeneous 
family of body oriented psychotherapies together with, for example, concentrative 
movement therapy and functional relaxation, that generally modulate emotional 
processing, emotion regulation, movement behaviour and bodily self-awareness 
to influence psychological problems and processes (Röhricht, 2009). Nevertheless, 
regarding dance and movement as therapy means, in principle, that it is based on 
the idea of there being a strong connection between personality/mind and the 
way an individual moves, and believing that changes in movement bring along 
health-enhancing emotional, intellectual, and physical changes. 

According to Panagiotopoulou (2011), Dance/movement therapy (DMT) can 
be distinguished from Expression Primitive. Influenced by modern dance, DMT 
was established in the USA during the 1940s as a result of its healing effects on 
hospitalized psychiatric patients. DMT and its many variations aim to holistically 
improve the mental and physical well-being of a person by means of creative 
improvisation. Because the body serves as a therapeutic tool, the conscious 
perception, balance, and movement of the body (i.e. the kinaesthetic ability; 
Federman, 2011), improvisational movement experiences, creative expression, 
the integration of relaxation 
techniques and imagery (Ginsburges 
& Goodill, 2009) are addressed 
through DMT. It is believed that as a 
result of the changes in movement 
patterns, a psychic change can 
take place, which in turn influences 
the person’s movement patterns 
and body posture (Federman, 
2011). DMT utilizes not only the 
interrelationships between the 
body and the mind and motion and 
emotion, but also on the social interaction between the participating individuals. 
Typically, in individual or group sessions of DMT the participating dance therapist 
is an observer of the individuals’ creative expression (with or without music) in 
so called authentic movement. Authentic movement is the movement that the 
client finds in his or her own body while closing their eyes and moving in response 
to his or her sensations, emotions, memories and movement impulses.  

Although initially created in the USA in the 1950s, Expression Primitive was 
further developed in France in the 1970s and 1980s. Differentiating itself from 
the Western dance forms that were seen as too ego-centered (Schott-Billmann, 
1992), more anthropological Expression Primitive draws from indigenous 

it is bEliEvED thAt As 
A rEsult of thE ChANgEs 
iN movEmENt pAttErNs, 
A psyChiC ChANgE CAN 
tAkE plACE, WhiCh iN turN 
iNfluENCEs thE pErsoN’s 
movEmENt pAttErNs AND 
boDy posturE 
(fEDErmAN, 2011)
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people’s dances, and emphasizes its roots in Caribbean ritualistic dances and 
shamanistic traditions. As a result, Expression Primitive offers dance therapy 
only in group sessions, where the participants escape narcissism by means of 
vocalization and follow and repeat what is verbally or physically prescribed 
by the dance therapist with a drumbeat accompaniment, recalling the human 
heart beat (Schott-Billmann, 2005). 

Although these two dance therapy models have been developed in different 
cultural contexts and are based on different ideologies, both of them have 
proved effective (Panagiotopoulou, 2011). DMT has been found to improve, for 
example, the health-related quality of life, body consciousness (e.g. posture, 
tension, mindful walking), and mental presentations linked to self-body image 
in obese females (Muller-Pinget, Carrard, Ybarra, & Golay, 2012), to enhance 
quality of life in cancer patients (Bradt, Goodill, & Dileo, 2011; Kiepe, Stöckigt, 
& Keil, 2012), to reduce psychological distress in patients with depression 
(Kiepe et al., 2012), to increase the acceptance of physical characteristics 
and self-confidence of adolescents (Fourie & Lessing, 2010), and to facilitate 
the development of healthy sexuality (Kierr, 2011). Expression Primitive has 
also been shown to lead to observable positive changes in, for example, 
psychological state (increased happiness) and brain physiology (increased 
EEG activity related to a relaxed awake state) of psychiatric patients suffering 
from psychotic and depressive disorders (Margariti et al., 2012). Strassel and 
colleagues (2011), in their systematic review of the effectiveness of dance 
therapy, have recognized the following therapeutically valuable multisensory, 
emotional, cognitive, and somatic factors that might explain the health 
benefits of dance therapy: continuous social interaction and learning a new 
activity, music, physical training, enjoyment and engagement in exercise, 
and nonverbal emotion expression. All in all, dance and movement therapy 
is currently recommended as an add-on therapy for conditions that cannot 
be eased by means of conventional medical treatments (Strassel et al., 2011).
It seems, however, that the component of dance as such is not necessary to 

achieve therapeutic benefits. Well-being can be increased through paying 
attention to bodily sensations while moving. This so-called somatic movement 
is essential in the field of Somatic Movement Education and Therapy (SME&T), 
which involves “listening to the body” and responding to these sensations by 
consciously altering movement habits and movement choices (Eddy, 2009). 
By both subtle movements of breath or touch and large movement tasks, 
the aim is to strengthen the body-mind connection, increase sensory and 
motor awareness, and thus promote individuals’ embodied self-organization 
(Batson & Schwarz, 2007). 

CONClUsION
The American psychologist Robert Sternberg (2006, 95-96), an expert 
on higher mental functions, has stated that “Creativity is, by its nature, 
propulsion. It moves a field from some point to another”. Even more literally, 
dance and movement take us to new places. Through dance and movement, 
individuals can engage creatively in an integrative process to promote their 
emotional, cognitive, physical and social well-being, learning, and growth. 
Whether executed or watched, dance and movement feed creativity, evoke 
emotions, and offer people an ancient way of experiencing and non-verbally 
expressing emotions. Creative ideas can be experimented with, and body-
mind connection can be appreciated to holistically promote healing and 

learning. Because dance is inherently 
playful, because it can be performed 
at any level of expertise, and because 
it can be combined with any of the 
other art forms, dance has the potential 
to interest and motivate people from 
all age groups, and attract especially 
those individuals who are willing to look 
at themselves, layer by layer, in their 
longing for the core of humanity. 

“CrEAtivity is, by its 
NAturE, propulsioN. 
it movEs A fiElD 
from somE poiNt to 
ANothEr”(stErNbErg, 
2006) EvEN morE 
litErAlly, DANCE AND 
movEmENt tAkE us to 
NEW plACEs



Tero saarinen Company (TSC; www.terosaarinen.com), founded by dancer-
choreographer Tero Saarinen in 1996, aims to promote a humane worldview 
and basic human values through the language of dance, while also increasing 
people’s understanding of their own physicality and its significance for a good 
life. Saarinen’s own background in Butoh, classical ballet, Western contemporary 
dance, and martial arts is reflected in his unique, “organic” movement language 
that plays with balance, and off-balance. TSC has performed in nearly 40 countries. 
Master classes aimed at professional dancers and dance students are at the core 
of the company’s international teaching programme, but workshops based on 
Saarinen’s movement technique have proven to work well for a variety of target 
groups. maria Nurmela, a TSC dancer since 2003, is in charge of the company’s 
community outreach projects that use dance as a pedagogical tool. She has worked 
with children as young as 4-6 (at Scuola Allende Elementare, Reggio Emilia, Italy 
in 2013) as well as with teenagers in projects at the Helsinki-based Apollo School 
in 2012-2013. In the Apollo project, Maria and fellow TSC dancer Mikko Lampinen 
led a series of workshops on the theme of “I am present” with the aim of increasing 
interaction, communality, body awareness and creativity in secondary and upper 
secondary school students through contemporary dance. Half of the participating 
students are immigrants, so the project also wishes to enhance their integration 
into Finnish society and the school system. “The starting point is in the individual 
strengths, but group formation and doing and experiencing as a group also have 
extreme significance”, explains Maria, and continues: “Tero Saarinen deeply 
values the eternal connection between dance and live music. Consequently, 
it is important in the Apollo project that children experience working with two 
musicians who improvise and create music while we are dancing. We listen to 
the music, and we listen to each other, and the ideas in movement feed their 
music, and their music feeds us. In my opinion, it is important for the children to 
witness the invariably changing process, the deepening collaboration, the 100% 
presence, listening to each other, and acceptance”. These same themes – listening, 
presence, and acceptance – are essential to her teaching philosophy in the Apollo 
project that reached its fulfilment in 2013 with a dance piece entitled Tapestry 
of Dreams from Those who Throw Themselves into the Moment at Helsinki’s 

Alexander Theatre, bringing together the pupils, their parents, and the school 
staff. In Maria’s opinion, the best thing in her work as a dance educator was to see 

how the dance students held up their 
heads and tried out contemporary 
dance that was unfamiliar to them. 
“In the Apollo project”, she says ”this 
courage united the youngsters to 
throw themselves into the unknown, 
to be sensitive to the new, to trust 
themselves, and to encourage 
others. The moments in which the 
movement started to speak to 
them, and inspire them with new 

mental images, were unspeakable precious”. A later 18-hour extension to the 
original project gave Muslim girls an opportunity to deal with the awakening of 
womanhood and physical changes through dance. 

In the context of using dance as a pedagogical tool, Tero believes in the honesty 
from which dance and movement 
well. “Through dance we plumb the 
primitive primal force that lives in each 
of us, the genuine, naked, and intuitive 
core of existence”, he clarifies. For 
Maria, “dance makes it possible to get 
in touch with those emotions that are 
in the shadows - dance makes them 
conscious, understood. Through dance 
many skills can also be learnt, such as 
recognizing emotions, consideration, 

acceptance, tolerance, and intercultural communication without spoken 
language. Dance is also a great way to maintain the childhood playfulness in all 
of us, regardless of age and gender”. 

tEro sAAriNEN

“this CourAgE uNitED 
thE youNgstErs to 
throW thEmsElvEs iNto 
thE uNkNoWN, to bE 
sENsitivE to thE NEW, to 
trust thEmsElvEs, AND 
to ENCourAgE othErs” 
(mAriA NurmElA)

“through DANCE WE 
plumb thE primitivE 
primAl forCE thAt 
livEs iN EACh of us, 
thE gENuiNE, NAkED, 
AND iNtuitivE CorE 
of ExistENCE” 
(tEro sAAriNEN)



kAAri mArtiN

Kaari martin – flamenco as contemporary art 
Dancer and choreographer Kaari Martin (b. 1972) had a goal of becoming a 
concert pianist, before , at the age of 16, she saw the film Blood Wedding (Bogas 
de sangre) by Carlos Saura. She drank in the surrealism of the movie, and started 
taking dance lessons right away. Later she studied flamenco under the guidance 
of the world’s top flamenco artists such as Antonio Canales, Ángel Rojas and 
Rafaela Carrasco.

In 2002, together with her husband Roni Martin (musician, composer) she 
established Compañía Kaari & Roni Martin, a dance company that has a 
recognisable, strongly Nordic style (www.compania.fi). It has broadened the 
conception of flamenco as an international form of contemporary art, and 
broken down barriers between different art forms. The group opts to work 
only with top professionals in the field, and thus has long-term collaborative 
relationships with the most prestigious Spanish musicians and dancers. 

“Our choreographies combine a wealth of modern dance influences with 
flamenco. The result is a kinetic language all of our own, and the music composed 
by Roni for our works is contemporary music that nevertheless respects the 
flamenco idiom. For us, flamenco is a means of self-expression and of creating 
fresh contemporary art”, Kaari explains. 

Kaari puts artistic expression 
before single technique. ”I never 
consciously chose to start combining 
contemporary dance and flamenco; 
my style has been born of a desire 
to express myself freely” she says. “I 

do not think that I dance flamenco in one moment, and contemporary dance 
in another. It is completely different when you are training in the dance class; 
then we can talk more purely about different techniques. But when you take 
your piece onto the stage, it is most important to have a whole art piece, not a 
presentation of any individual technique”.

In Kaari’s and Roni’s visually comprehensive pieces dance and music are so 
interwoven that it is impossible to say where her work ends and his begins. ”The 
core of our pieces is the dramaturgy made up of dance and music. It is great to 
work together with Roni because, among other things, he has the same attitude 
towards doing and he offers a good perspective on the dance world”, Kaari 
points out.

”thE CorE of our piECEs 
is thE DrAmAturgy mADE 
up of DANCE AND musiC” 
(kAAri mArtiN)



Compañía Kaari & Roni Martin has also received international recognition 
for its work. In December 2012, their work The Raven won first prize in all 
categories open to a solo choreography in the Certamen de Coreografia de 
Flamenco y Danza Española choreography competition - the first time ever in 
the competition’s 20-year history that a foreign company received the first prize 
in this competition. Kaari won best choreography, Roni won best composition 
for a dance piece and Erika Turunen won best costume design. “Flamenco gives 
my art the best possible frame. I can combine my ideas of dance and music and 
use my creativity freely – especially because I am not Spanish”, Kaari ponders. 
“To many Spanish people, tradition might also be a baggage from which it is 
difficult to break free. Flamenco is, however, born from the collision of so many 
cultures, that why wouldn’t we take it even further and look at it also from a 
Nordic perspective?”

According to Kaari, flamenco requires spontaneous creativity. Improvisation 
typical of flamenco is based on creative interaction between other dancers and 
musicians”. Improvisation on the stage takes total presence, professional skills, 
and trust in other artists”, she explains. 
”Flamenco dancing is highly expressive 
but abstract, leaving a lot of room for 
interpretation. In this way it feeds the 
imagination of both the spectator and 
the dancer. In addition, the traditional 
flamenco lyrics and letras, are full of 
metaphors; you can tell a person’s 
whole life story in just a few sentences” 
Kaari concludes.

improvisAtioN typiCAl 
of flAmENCo is bAsED 
oN CrEAtivE iNtErACtioN 
bEtWEEN othEr DANCErs 
AND musiCiANs. 
”improvisAtioN oN 
thE stAgE tAkEs totAl 
prEsENCE, profEssioNAl 
skills, AND trust iN 
othEr Artists” 
(kAAri mArtiN)



mAArit 
ylöNEN

mArko 
puNkANEN

TwO DaNCe-mOvemeNT TheRaPIsTs
maarit ylönen, who has danced since she was little, recalls three turning points 
in her life that changed her attitude to dance and movement. Firstly, while 
working in Nicaragua in development cooperation, she saw how much vitality 
the poor children gained through dance. After adopting two children from 
Central America and undergoing several back operations, the role of dance and 
movement in well-being became even more apparent to her. Eventually, Maarit, 
who was a physical education teacher at the time, found her way to studying 
dance-movement therapy in the same year as marko Punkanen, musician and 
music therapist, whose life had not only been filled with music, but also with 
movement, as he had practiced martial arts for many years. Since graduating 
in 2000, they have been actively involved with dance-movement therapy 
training and, most recently, with joint research projects on the effects of dance-
movement therapy on depression. In their private practices, Marko, who is also 
a trauma psychotherapist, uses dance-movement therapy successfully with 
severely traumatized people whose early attachment has been violated. “These 
traumas took place such a long time ago that traumas cannot be remembered 
as such. They have been restored through somatic memory, and dance and 
movement can be used to integrate body and mind that have been dissociated 
in early childhood”, explains Marko. Maarit’s clients often suffer from bipolar or 
personality disorders, anxiety, or a distorted body image. She is also experienced 
in using dance-movement therapy with groups of children, family groups, and 
with groups of parents and their children. 

Maarit’s and Marko’s other specialities 
and interests in life contribute to their 
approaches to dance-movement 
therapy. As an expert in vibroacoustic 
therapy, Marko believes that both 
hyper- and hypo-arousal of the 
autonomic nervous system can 
be helped through movement. 
“However”, he continues, “there are no pat answers to what the body needs, 
which is why one has to listen to oneself in dance and movement. “Maarit, 
who has also specialized in solution-focused psychotherapy and expressive 
art therapy, emphasizes the meaning of the unspoken: “In my opinion, dance 
and movement are so empowering because they are all about listening to and 
being aware of your body, because they are non-verbally communicative, and 
because they are symbolic. The symbolic power of dance as an art form reaches 
emotions and cognitions, too”. For Marko and Maarit, creativity is a basic human 
need: “When life becomes pure performing, ill-being follows. When there is 
room for creative self-expression, we feel better. Body becomes a means when 
there is a creative impulse, a creative need. But it works the other way around, 
too. When creativity is blocked, but you keep on moving, the movement start to 
change, and it becomes creative”, Marko explains.

“WhEN CrEAtivity is 
bloCkED, but you kEEp oN 
moviNg, thE movEmENt 
stArt to ChANgE, AND it 
bEComEs CrEAtivE”
(mArko puNkANEN)
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