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CHAPTER I
INTRODUCTION B

Creativity 1s a multifaceted phenomena that has undergone a great
deal 6f study over the last forty years. The growth of this field of
study has many influences that complicate the understanding of the
research efforts. For example, the field of study in which the
researcher 1s working influences the character of the daté gathered.
The research on the creative individual in the arts varies from the
research gathered on the creative individual 1n science, education, or
in business. In addition, creativity is studied from four aspects.
The four aspects in which researchers approach of creativity research
are (1) the person, (2) the process, (3) the product, or (4) the
situation (also referred to as the press) (Brown, 1389; Rhodes, 1987).
Additional considerations to the field perspective and the aspect of
the creative individual studied 1s the educational, philosophical, and

psychological direction of creativity research.

Educational research efforts frequently look at creativity from the
context of creative thinking and problem solving. Philosophical
investigators of creativity ponder the long range view of the creative
individual's qualitative development and survival. This long range
view encompasses the philosophical discussion of dlvine Inspiration,
life forces, and intuitive genius as related to a}life force.

Psychological research efforts investigate cognitive and non-cognitlve



influences on the creative personality and environment. Cawelti,
Rappaport, and Wood (1992) summarized the psychological theoretical
perspectives proposed by Busse and Mansfield (1980) as: (1)
psychoanalytical, (2) gestalt, (3) association, (4) perceptual, (5)
humanistie, (6) cognitive-developmental, and (7) composite theories.
The following paragraphs expand on the selected review of
educational, philosophical, and psychological research in the fileld of
creativity. The educational'direction of creativity research studies
methods to stimulate the student's creative experlences, for example,
critical thinking, analogy-metaphor, or pattern analysis techniques.
Training in critical thinking or divergent thinking and problem solving
skills was introduced into elementary school environments in an effort
to spur students' creative development (Torrance & Reynolds, 1978).
Creative problem solving is an important part of creativity research.
The foundation for problem solving 1s divergent production. Divergent
precduction is the ability to produce several ideas for proposed problem
scenarios. The evolution of Wallas' 1926 problem solving model of
preparation, incubation, illumination, and verification has evolved
into a third stage model development where there is acknowledgement of
continual verification efforts by subjects (Lawson, 1990). The
evolution of these problem solving models are deplcted in Bull and

Montgomery's (1990) Generic Creative Process Model (see Appendix A,

Figure 1). Problem solving hinges on problem recognition or problem
awareness. Problem awareness is the forerunner to the need for
divergent production. MNevertheless, divergent production has the "most
explicity developed theoretical base, [and] underlies most creativity

tests" (Brown, 1989, p. 3). Researchers acknowledge that high scores



on divergent production tests or creative thinking tests do not
correlate with real world creative production according to Kogan and
Pankove (1974), but Torrance's (1972) studies show that there is a
greater suggestion of correlation. All researchers acknowledge the
extenuating circumstances of life-influences on creative production
which 1s why creativity training and actual later—life creative
production 1s a difficult area to research.

The concept of IQ is educational issue in creativity research.
Torrance and Wu (1981) reported comparative studies of children with
high IQ's and creatively gifted children. The study found no
difference in the measured educational achievement between the two
groups. There appears to be a need for an average or above 1Q, but
higher IQ scores do not necessarlily influence creativity scores (Brown,
1989). Guilford (1950) suggests that the abilities tapped by
intelligence tests are relatively unimportant for creative behavior
within the educational process.

The second direction of creativity research 1s the philosophical
issues of creativity. This direction recognlzes the openness to the
Internal and external experiences by the creative individual.
Understanding and tolerating this openness assists the creatlve
individual 1in understanding their creative growth. Recognition of the
openness required by creative individuals is expressed by Getzels and
Csikszentmihaly (1976) when thev suggest that the creative process and
the stages of problem definition and problem solution do not have to be
clearly defined for the individual to proceed in the creative process.
Further developmernit of recognition of the problem's true character may

not be perceived correctly until the individual is already committed



and involved in the process. Phllosophically this type of creative

experience 1s an Integrating experience not just analytical problem

solving. Rugg (1963) suggests that the creative individual experiences
an '"inner fushion" of intellectual and emotional meaning leading the
individual to respond to private needs and experiences (Carbone,

1969). The creative individual must be open to the totality of their
exverience (Rogers, 1959).

Tﬂe third direction of creativity research concerns psychological
issues of the individual. Researchers address individual and
contextual factors that lead to creative production. There are several
psychologiecal theories to aid in the understanding of the creative
event, and they are: (1) the psychoanalvtic theory which recognizes
explorations of the pre-subconscious mind, where primary processes take
place, and the ego as a vehicle for addressing drive-related impulses;
(2) the gestalt theory which recognizes the conscious restructuring of
situations allowing the emergence of new patterms that are recognized
as solutions; (3) the association theory which recognlzes the creative
results from combining unique associations among existing ideas; (4)
the perceptual theorv which recognizes the creative results that occur
from approaching situations from new and varied perspectives; (5) the
humanistic theory which recognizes the creative results that occur from
being open to experiences and being able to reevaluate and manipulate
those experiences; (6) cognitive-developmental theory which recognlzes
that creativity progresses through stages of growth; and (7) composite
theories which combine versions of the above theories (Cawelti,
Rappapecrt, & Wood, 1992). Cawelti, et al. (1992) propose the enclosed
model (see Appendix A, Figure 2) to address the psychological

influences on the creative process.



Creativity has been studied a great deal from differing fleld
perspectives, different aspects of the creative individual and their
experience, and from different educational, philosophical, and
psychological directions. Thils body of research is frequently
criticized for trving to quantify a qualitative experience. Further,
the research methods are cited as having small samples, poor
reliability and validity characteristics, and a non-structured
direction (Brown, 1989). Despite these difficulties, there still
exists support for Kubie's (1958) point-of-view that creativity is a

healthy process and worthy of study (Bull, 1978; Cawelti, -et al (1992).
Statement of Problem

In order to assist students in the understanding of thelr creative
development, it is helpful to understand the internal experiences that
occur during creative production. There are varied influences on
creative production including external and internal stimuli. One of
the internal elements that may stimulate creative productlon are the
internal sensation-seeking traits of daydreaming, fantasy, imagery, and
Imagination. Parents and school environments are frequently not
tolerant of daydreaming, fantasy, imagery, and imagination (Bull, 1978;
Torrance, 1969). Consequently, these traits may be repressed in the
individual. If students become aware of these traits, will this
awareness strengthen thelr creative i1dentity and be expressed by higher
scores on a creative production test? Creative production is

ldentified as a figural divergent thinking exercise.



Objectives

The objective of this study 1s to assess the internal sensation-
seeking traits of beginning art and design students. A second

objective of this study 1s to assess the level of figural creative

production. A third objective of this study is to assess if the
awareness of their intermal sensation-seeking tralits is an influence on

students' figural creative productiocn.
Assumptions

In research of creative effort, there are some inhereﬁt assumptlons.
Guilford (1950) proposed several of these assumptions and they are
summarized as follows:

1. Creativity is a set of traits that are stable enough to be
measured.

2. Creative abilities are continuously distributed and can be
gquantifiable regarding a comparison with normative standards.

3. Creative individuals will score higher on creativity
measurements.

4. Creativity measurments may have low reliability due to the
variations in actual momentary creative production.

5. Creatlve performance depends on more than motivational and

temperamental traits.

6. Completion tests are adequate to measure figural creative

production.

T. Pencll and paper recall tests measure internal sensation-

seeking traits.

8. Art and design-related students are commonly traited.



Limitations

Attitude and fatigue may be limiting influences for some test
takers. The test and scales were administered at the end of the spring

semester. One group of tests was administered during a summer school

session. In addition, though efforts were made to enlist student
assistance in this research project, several students appeared to

perceive the test and scales as a chore. Since the tests were

voluntary, there was no coercion for students to take the test. The

researcher observed that attitude was not a constant among students.

Definition of Terms

Creative Ability concerns an individual's composlte of intellectual

ability, personality variables, problem-solving traits, creative

motivation, skill and ability in a particular area (Torrance, 1974).

Creative Thinking Abllities concerns the generalized mental

abilitles that is commonly presumed to be brought into play 1ln creative

achievements (Torrance, 1974).

Creative Production is the standard score/creativity index from the

Torrance Test of Creative Thinking, Figural Test A based on the

creative thinking processes of fluency, flexibility, originality, and

elaboration (Torrance, 1974).

Figural Tasks concerns drawn response to stimull of semi-completed

figures or sets of parallel lines (Torrance, 1974).



CHAPTER II
REVIEW OF LITERATURE
Introduction

This investigation concerns the influence of awareness of internal
sensation-seeking traits on creative production. There are three
sections to this selective overview of research literature. The first
section concerns the preconscious activity of internal sensation-
seeking traits. This section 1s subdivided into three parts: (1) the
theoretical construct of the preconscious as an influence on the
creative individual, (2) trait theory and the characteristic traits of
the creative individual, and (3) the internal sensation-seeking trailts
of davdreaming, fantasy, lmagery, and imagination as an influence con
the creative individual. The second section of the review concerns
theorles of how self-awareness and theories of motivation may influence
the interaction of internal sensation-seeking traits and creative

—us ol CIf
production. The third section of the review concerns the issues of the
creative process, product, and situation in relation to internal
sensation-seeking traits. The majority of this research materlal is
based on the foundation laid by J. P. Guildford in 1950 and his
"Structure-of-the Intellect". The research methodology is frequently
questioned on the basis of construct validity, poor replicability,

research bias, and inadequate sampling procedures (Brown, 1983).



The Preconsclous Activity of Internal

Sensatlon-Seeking Traits

The Preconsclous as an Influence

on the Creative Individual:

The development of the theoretical concept of the unconscious in
relation to the creative individual made strides in the work of Freud
(1959) and Jung (1965). They considered the source of creativity to be
the unconscious. The unconscious is a theoretical construct and
includes the theoretical actlivity of life not part of conscious
thought. The preconscious has a similar definition but appears to
describe acitivity closer to the conscious threshold (McConnell, 1986).
Kubie (1958) theorized that the preconsclous processes was part of the
theoretical construct of the unconscious and this area permitted the
necessary flexibility of symbolic 1lmagery essential for the creative
experience (Lesner & Hillman, 1983). The preconsclous 1s the arena
for symbolic manipulation and reassociation of ideas (Kubie, 1958;
Parnes, 1987; Weisberg, 1986). There appears in the literature common
recognition of an energy level below the conscious level that can be
tapped by the individual (Ainsworth-Land, 1982; Aron & Aron, 1982;
Cawelti, Rappaport, & Wood, 1992; Kris, 1952; Kuble, 1958; Parnmes,
1987; Rugg, 1963). The preconscious is the internal environment of the
individual and is considered not only a scurce of energy to motivate
action, a place of withdrawal, but a place for ldea exploration (Kaha,
1983). The preconscious theoretical construct holds within its
framework the events of daydreaming, fantasy, imagery, and imagination

(Bull, 1978). The capability to look into oneself is a frequently



10

cited trait of the creative individual (Barron, 1955; Buckmaster &
Davis, 1986; Domino, 1970; MacKinnon, 1970). This self-reflection
process assoclated with creative abilities 1s referred to in some
literature as the trait of introspection (Bull, 1978; p. 55). Bull
(1978) associates introspection and self-reflection with daydreaming,
fantasy, lmagery, and imagination. Further, he refers to this self-
reflecting tralt as internal sensation—seeking. Getzels and
Csikszentmihalyi's (1976) study of artistic activities assert that
introspection and imagination are evident among artists. Bull (1978)
equates the concept of an optimal level of internal sensation seeking
with an optimal level of external sensatlon seeking. Sensation seeking
is exhibited by individuals who have low arousal levels. By increasing
stimulation, performance levels can improve. Performance levels drop
off at the high and low ends of stimulation. In adulthood, sensation
seekers are high risk takers in social, vocational, or financial
activities. At the same level, internal sensation seekers channel
their risk taking into internal pursuits, such as davdreaming and
fantasy, which may contribute to creative production. Both kinds of
stimulation seeking change the level of stimulation in the individual's
environment. In addition, there is recognition that the visual
perception of the environment impacts sensation seeking activity.
Visual and aural activity can enhance or impede creative production by

over or under-stressing sensation levels (Bull, 1993).

Trait Theory and the Characteristic

Traits of the Creative Individual:

The study of an individual's personality tralts is a common
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approach to studying creativity (Wehner, Csikszentmihalyi, & Magyari-
Beck, 1991; MacKinnon, 1967). The concept of traits as characteristics
to describe an individual or an individual's performance was first
proposed by Sir Francis Galton in 1874 to explain the similarities and
differences among individuals (McConnell, 1986). In 1937, Allport
expanded on Galton's tralt theory to include the concept that traits
are a motivating element in an individual's life. As such, traits are
future-oriented motivators. Allport's proposal of functional autonomy
for individuals considers traits as an energizing force with the
creative development of the individual as the result. In other words,
tralts are related to an individuals' values, goals, and aspirations.
Pleasure is derived as traits are exercised (Allport, 1937, cited in
Stein, 1960: McConnell, 1986). In an effort to expand on Allport's
theory, Baumeister and Tice (1988) propose the concept of a theoretical
construct called meta-trait. They propose that the concept of meta-
tralt expands on the concept of past trait research. They suggest that
personalities are constructed out of different trait dimensions, and
their meta-trait hypothesis states that a given trailt dimension will
not apply equally well to all individuals. For them, the concept of
meta-traits focuses on personality and behavior in the environment of
self-knowledge.

In addition to the individual being motivated unconsciocusly by
tralts 1s the additional concept of and self-awareness of cne's
creative traits acting as a motivating element of creative production.
A characteristic of humans 1s the capaclty for self-reflexive thought.
Self-reflexive thought is the abllity to think about oneself.

Identifying oneself as creative by being in a creatlve program and by
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recognlzing impulses of internal sensation seeking, one may invest
greater energy into creative production to fulfill one's identity, or
fulfill one's "reflected self" (Dowd, 1983, p. 234). MacKinnon (1970)
found that creative persons were "open to the experience of the inner
self and the outer world" (MacKinnon, 1970, p. 29).

Personality, behavior, and self-knowledge is the basis of
MacKinnon's 1960 (1967) study of architects. The study acknowledged
the following traits of the creative personality: (1) intellectual
competence, (2) inquiringness as a habit of mind, (3) cognitive
flexibility, (4) aesthetic sensitivity, (5) sense of destiny, (6)
ability to evaluate ideas, (7) independence, (8) originality, (9)
personal stability and adjustment, (10) maturity and responsibility.
Buckmaster and Davis (1986) developed Rose, an instrument that
measures self-actualization; and, list similar traits of creative
individuals, such as: adventurous, aggressive, curious, dissatisfied,
emotional, impulsive, independent, liberal, non-conforming, playful,
sensation seeking, and tolerant of ambiguity. Baumelster and Tice
(1988) observe that all traits are not characteristic of all creative
individuals. As the research on creativity has developed, researchers
commonly measure the following traits of the individual in creativity
research: fluency, flexibility, originality, elaboration, sensitivity
to problems, problem defining, visualization, imagination, ability to
regress, metaphorical thinking, analysis, synthesis evaluation,
transformation, extending boundaries, intuition, predicting outcomes,
resisting premature closure, concentration, and logical thinking
(Buckmaster & Davis, 1986; Dominc, 1970; Maddi, 1965; Schaefer, 1973;

Torrance, 1968).
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The Internal Sensation-Seeking Traits of

Daydreaming, Fantasy, Imagery, and Imagination:

™e occurrence of internal sensation seeking includes the
attributes of daydreaming, fantasy, imagery, and imagination.
Daydreaming and fantasy are used interchangeably by Singer and Schonbar
(1961). Daydreaming is a subjective image-forming process described as
a "free-form reverie" (Bull, 1978). Daydreaming can be a sensation
Increasing tension or a tension reduction experience (Windholz, 1970).
Time manipulation in this reverie state can provide 1ncubgtion for
ideas and unusual juxtapositlon of ideas that may contribute to
insights (Aron and Aron, 1986; Carbone, 1969; Rugg, 1963). n
addition, Rosenberg (1976) stresses that conscilous use of daydreaming
and fantasy can be helpful in eliminating or reducing blocks to
creative production. The creative individual practices the
recombination of reality searching for avenues to alter the subject
matter of their fantasy or daydreams (Chambers, 1969) while developing
the facility for problem-solving (Parnes, 1967). Barron (1955)
suggests that the creative individual has a characteristic tolerance of
the material thrust from below consclous thought.

Feldman (1990) considers daydreaming and fantasy as the vehicle for
tranforming the imner and ocuter worlds for the individual. Freud
(1908, cited in Aron & Aron, 1982) theorized the importance of fantasy
as a mohilizing force for the individual. Getzels & Csikszentmihalyi
(1966) asserted that fantasy exploration raised the mental level of
excitement. Bull (1978) proposed that this intertwining of people,
objects, and events in the realitv--non-reality state presents the

possibility of unique relationships occurring to spur creative vision.
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Bull's (1978) study indicated that fantasy and daydreaming were better
predictors of creativity for females than males.

Daydreaming and fantasy are frequently restricted in typical
primary and secondary school environments (Torrance, 1972). Torrance
(1972) argued that gifted and creative students may have a more
difficult time forming a positive self-concept due to parents and
teachers preference for commonly accepted ideas, values, and concepts.
The early parental and teacher discouragement of value questioning,
attitude exploration, daydreaming, and fantasy expression may delay
vocational development of creative children (Dowd, 1989).- Torrance
(1962) hypothesizes this rejection of natural impulses as a
contributing factor for a drop in creativity scores for children soon
after they enter school. Kuble (1958) stressed that preconscious
activity is the sanctuary of daydreaming and fantasizing, and therefore
must be allowed expression.

Another form of internal sensation seeking 1s mental imagery.
Vividness of mental imagery is an important creative trait. lMental
imagery 1s believed to be related to fantasy experiences (Bull, 1978).
Imagery "taps a highly subjective, idiosyneratic, and fluld style of
cognition that facllitates the transcendence of conventional, reality
restricted thinking" (Suler & Rizziello, 1987). Imagery derives
creative potential from the close association with primary process
activity (Suler, 1980).

Inconsistent correlations between questionnaires of visual imagery
abllity and creativity were reported by Schmeidler (1965) and Forisha
(1978). Durndell and Wetherick (1976) found that being able to control

imagery correlated with creativity, but the subjects' vividness of
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imagery was not related. Nevertheless, Khatena (1978) reported the
commormess of mental imagery references when discussing the creative
experience with individuals. This reference to imagery was a common
occurrence whether the individual 1nterviewed was in sclence,
mathematics, or the arts. Barron (1955) concluded that imagery is an
important component 1n the process of solving tasks and in the mental
manipulations of spatial relations. Imagery 1s one of the leading
factors for males and females in Bull's (1978) study which included
internal sensation seeking traits. He suggests that imagery involves
the ability to replicate, manipulate, integrate, and synthesize
pictorial, symbolic, and behavioral stimuli (Bull, 1978). Rhodes
(1981) found significant correlation between mental imagery, vividness
and elaboration, and between mental imagery vividness and total
creativity.

Torrance and Khatena (1973, cited in Khatena, 1976) found
significance between Information processing style and brain-hemispheric

preference. Their Sounds and Images is an indicator of right-

brained measures of creative thinking ability (Torrance, 1981).
Khatena (1975) explored the relationship between autonomous imagery and

creative self-perceptions using the Gordon Test of Visual Imagery

Control and Something About Myself. Khatena found that "adults in

college who percelved themselves as highly creative are more likely to
have greater autonomy of imagery" (Khatena, 1975; p. 358). Khatena
(1976) stressed the validity of studying the imagery processes in
relation to cognitive processes and the view that images are related to
stored information and not just mental mechanisms (Khatena, 1976).

Further, Shaw and Deilers (1986) state the importance of imagery in the
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process of controlling or manipulating images 1n the individual's
enviromment and by implication aid in the individual's creative
process. Arnheim (1969) suggests that thought by necessity
incorporated imagery. He proposed that imagery moved along an abstract
to concrete continuum depending on the incorporation of words in
relation to the images. Short (1953) suggests that the types of images
that are carried in the mind contribute to the way the external world
is viewed.

Ainsworth-Land (1982) refers to four orders of creativity and
imagery development. The first order refers to beginning awareness and
learning, not in the manner of introspection, but in the mamer of
encoding material spontaneocusly or learning a new area. The second
order refers to‘goal directed imagery. This stage involves the
building on or changing of existing patterns designs, concepts, and
requires intentional action. The third order of creativity and imagery
development refers to the need of changing perception or to break up
one's perceptual set to all elements for new connections and
associations tq occur. The fourth order refers to an "attltude for
phenomena". This attitude permits the individual to reach beyond
normal perception. This is a stage of letting go and abandoning
oneself to a "spontaneous flow of arising thoughts and images"
(Ainsworth-Land, 1982, p. 24).

Imagination is the fourth trait to be discussed regarding the issue
of internal sensation-seeking tralts. Gerard (1946, cited in Stein,
1960) considers imagination to be the action of the mind that produces
new ideas. The idea can be a flash of insight or a fully formed

concept or image. Novel i1deas result from imagination. Reason and
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logic take over for purposes of evaluation. Imaglnation is considered
a theoretical construct between receiving an idea and the expression of
the idea. Imaginatlveness 1is a tralt correlating with the creative
personality (Kaha, 1983; MacKinnon, 1970). Getzels and
Csikszentmihalyi (1966) concluded that the level of imaginative ability
was significant in ldentifying the public success of producing artists.
Imagination is the mental form of expanding experiences or the re-
experiencing of events that occuples a large percentage of the day-to-
day brain activity of individuals (Khatena, 1975). Creative thinking
harnesses this abllity and énergy into focused directions- producing
creative results (Parnes, 1987). Imagination describes the ability of
the creative individual to shif't, alter, or expand existing mental
boundaries (Kaha, 1983). Imagining is the connecting of unlikely
elements. "The person involved in the creative process may be
semiconscious or more-or-less aware of the operations of their
imagination" (Wheeler-Brownlee, 1985, p. 261).

Rugg (1963) suggests that imagination involves the whole
psychological and physiological systems, le. the mind and the body.
This fushion of mind-body action is similar to the field-force concept
in physies. He proposes that imagination is a function of the
awareness of external objects and impacted by quality of relations
which affect the sensory processes. This interblending draws on the
individual's inner drives, needs, and frustrations (Carbonne, 1963).
Rugg (1963) states that this interblending of drives, needs, and images
1s a transformational process that is a self-forming. '"The stuff of
the mind is transformed into meaningful response...and, that the

lmagined conception is the key to all creative acts...for we behave
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first on the basis of our felt conceptions, only after that verbalized
concepts” (Rugg, 1963, p. 298).

This selected review of literature appears to indicate the
influence of tralts of intermal sensation seeking as playing a
prominant role in the creative experience of the individual. The
younger students' awareness of the operation of these tralts and the
acceptance of these tralts as part of their creative lives may
influence thelr motivation in the creative process. There 1is
recognition that usually beginning art and design-related students
cammot invoke creativity on demand, but with the tolerance and
erthancement of internal sensation seeking experiences creative
encounters may occur. Further, there appears that awareness of one's
tralts of daydreaming, fantasy, imagery, and imagination are
manipulable enough to assist in widening avenues to creative
production. The literature appears to indicate that the concepts of
daydreaming and fantasy appear to operate as a vehlicle to pass
momentarily external constraints. Imagery and imagination appear to
provide a pathway to formulate new associations. Motlvatlon to produce
a product or concept is a critical element for the creative experience.
The following section looks at the issue of awareness and motivation in

the creative process.
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The Interaction of Internal Sensation-Seeking

Tralts with Self-Awareness and Motivation

The following section looks at motivation of the creative
individual and the influence of self-awareness. Desplte conflicting
measures of self-concepts and self-awareness, Dowd (1989) suggests a
moderate correlation between creativity and self-concept. William
James 1s attributed with the concept "that individuals develop a self-
feeling based on how they think they appear to other people...termed
the social self or the reflected self" (Dowd, 1989, p. 23&). Rogers
(1954) proposed that internal knowledge and consistency of self is
important. Rogers (1954) states that the creative individual needs to
be aware of all varied sensings and perceivings which are golng on
within the individual. PFurther, Rogers theorized that repressed
internal sensations produce distorted products (Rogers, 1954).

MacKimmon's (1970) investigations into personality recognizes that
creative individuals are especlally open to experience of the inner
self. In studies by Shaeffer, Diggins, & Millman, (1976) found female

creatlvlity correlating with openness to inner experilences and sensation

seeklng; and, male creativity correlating with openness to theoretical
and aesthetlc experiences.

Cawelti's, et al. (1992) model (see Appendix A, Figure 2) refers to
the creatlve process as "one big circle" (p. 92) and that artists move
into the non-visible world, the preconsclous world of daydreaming,
fantasy, imagery, and imagination (identified in this paper as internal
sensation-seeking tralts or ISS) where they become unbounded...."

Caweltl, et al.'s (1992) interviews of artists from various fields
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support their hypothesis that creativity does not move from stage to
stage motivated from the outslde but moves as an "unfolding vision"
(p. 92) motivated from internal energy. They conclude:
Clearly, artists experience a high degree of simultaneity as they
work. Any creative endeavor cannot be explalned--at least to the
satisfaction of working artists—--in terms of hierarchies or stages
of development. Rather, artists experience a definite sense of
many things going on at once--working out new ideas, trying old
ldeas, experimenting, going backwards, going forwards--
slmiltaneously. There appears to be an anti-climatic -ending, as
when the project gets sent in, or displayed. There also does not
seem to be a definite beginning. There 1s certalnly no clear
middle--it differs from work to work, time to time, and mood to
mood, shifting constantly (p; 92).
Cawelti, et al. (1992) theorize that the concept of simultaneity 1is an
important occurrence in the creative act and 1s representative of what
Parnes (1987) refers to as third generation models of creative thinking
(see Appendix A, figure 3). What the interviews conducted by Cawelti,

et al. (1992) also stress is the concept of internalized self-
propelling experience of the creative act. Maslow (1957) interpreted

the creative actualizing experience as "primary creativity" or '"peak
experience" (p. 93). He says that the primary creative experlence
"comes easily and without effort as a spontaneous expression of an
integrated person, or of a transient unifying within the perscn. It
can come only 1f a person's depths are available to him, only if he is
not afraid of his primary thought processes" (Maslow, 1957, p. 93).

Rugg (1963) identified an individual's depths as the transliminal
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mind. The transliminal mind would compare to Maslow's primary thought
processes. Within the theoretical construct of the transliminal mind

is the concept of imaginatlion, the place of facile manlpulation of
symbols, 1deas, and concepts. Rugg theorizes that tensions are
produced by the imagery from this area and the result is stimulil
presented to the individual. The stimuli forms the suggestion. The
concept of suggestion will be acted upon if (1) there 1s "relaxation
through concentration of attention upon the goal;" and (2) "acceptance
of the suggestion" (Rugg, 1963, p. 303). Rugg refers to the influence
on the individual from the transliminal mind, or imagination, of the
abstract thought, also referred to as the incomplete act, when he says,
"Other things being equal, we remember the incomplete act" (Rugg, 1963,
p. 303). Rugg felt that the imagination and imagery of the
transliminal mind is a motivating influence on the creative individual
to act out their imaginings. Maddi (1965) felt that the develcopment of
egocentrism of internal compulsions for self-expression in search for
quality aided persistence in creative development. Cslkszentmlhalyl
and Getzels (1970) felt that the attitude of a concern for discovery 1s

the motivating quality in creative expression. Alamshaw (1967) refers

to inherent motivation being triggered by security and cultural needs.
The security needs refer to bilological tenslons, sense, sensory,
activity, or visceral; and to psychological tensions comparable to
Maslow's self-actualization hiararchy expressed through a helghtened
sense of beauty and a sense of self-acceptance. Awareness of
"motivational push and pull' dynamics support creative expression

(Alamshaw, 1967, p. 307).
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The Creative Process and Internal

Sensation Seeking

Depending on the fileld involved, the creativity of the individual
must be expressed in the external world. Dowd (1989) remarks that
"unless one produces something, one cannot be considered creative.
Thus, pure mental activity without a resulting product is not creative"
(p. 233). Corresponding with the concept of the individual creating
something 1s for the individual to have the physical attributes and
abilities and the technical training to create elements for their
appropriate fileld. In addition, if creativity is attribufable to
assoclation or the recombination of ideas and concepts, there must be
developed in the individual adequate exposure to and storage of ideas
and concepts appropriate to their work. Further, emotional elements
and environmental supports must assist the individual's creative effort
(Martindale, 1989).

The foregoing paragraph mentions elements within and without the
individual that appear critical for creative expression. The process
of the creative expression can follow several different models of
creative process. But, all the models recognize the experience of idea
or problem recognition. Torrance's (1974) theory on the creative
process glves emphasis to idea recognition. This facility in the
creative individual is described as a process of being sensitive to
deficiencies, gaps, missing elements, or disharmonies in events facing
the individual. The following processes, after identification of an

idea or problem, relate to the searching for hypotheses that may
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address the identified problem, testing the hypotheses, modifying and

retesting the hypotheses.

Kris (1952), Kubie (1958), & Rogers (1959) addressed the activity
of the preconscious contributing to true creative results. Kris (1952)

felt 1t was important to temporarily abandon logical, rational thought
to be able to move beyond constrictive thinking of reality. Kris

(1952) recognizes the ego state as more receptive to drive-related
impulses and ideas of primarﬁ process thinking. The ego experiences
pleasure from the release of energy from primary process thinking.
"The person must deliberately allow daydreams, fantasies, and the like
to Intrude upon his thinking. Later in an elaborational phase, the
ideas are subjected to rigorous logical evaluation" (Busse & lMansfield,
1980, p. 93). Kubie (1958) challenged the belief that creativity is
always the result of neurosis. He stresses the loss of energy
indulging in neurotic behavlor. He emphasizes the role of the
preconsclous efficiently produclng symbols of concepts to portray
information to the self rather than the relaying of internal verbal
information. Rogers (1959) defined the creative process as '"the
emergence in action of a novel relational product, growing out of the
uniqueness of the individual on the one hand, and the materials,
events, people, or circumstances of his life on the other" (Rogers,
1959, p. 71).

Incorporating the internal/external experiences of creativity can

be presented in several models. Guilford's (1967) "Structure of the

Intellect" (see Appendix A, Figure 4) builds on the 4 stages of
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previous researchers Wallas (1926, cited in Brown, 1989). Divergent-
production abilities are central to Gullford's problem-solving model
(Brown, 1989). Research in applied areas of art and design related

fields suggest a greater flow of evaluation process occurring as

exemplified in Lawson's (1990) model (see Appendix A, Figure 5) of the
creative thinking process. He stresses that verification is a
continual process. Bull & Montgomery's (1990) "Generic Creative
Process Model" (see Appendix A, Figure 1) correlates training methods
appropriate to process stages. Frustration 1s a recognized stage
preceding incubation. An example of this stage 1s the early theorizing
on unconsclous process occuring during the creative process exemplified
by the frequent quote from Polncare (1913, cited in Weisberg, 1986) on
his efforts to define Fuchsian functions. The frustration at problem
solving and laying the work aside and allowing the unconscious to
continue to work is a theory expressed through the research literature
on creativity (Weisberg, 1986). There is also the recognition that
other processes and influences are occurring, during incubation, but

the emotlonal state of frustration may trigger preconscious activity

(Busse & Mansfield, 1980).

The Creative Product and

Internal Sensation Seeking

The research literature sometimes intertwines the discussion of the
creative person, the creative situation, and the creatlve product
(Besemer & Trefinger, 1981). The concern of research for understanding
the creative product 1s referred to as the 'criterion problem'

(Treffinger & Pogglo, 1972). Products are the tangible results of
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creativity and are necessary to evaluate creative effort (Rhodes,
1961). The Parnes model (see Appendix A, Figure 6) refers to problem
recognition as instrumental to creative effort. Product evaluation is
linked to product production (Parnes, 1967).

One of the criteria accepted among researchers as evident is the
concept of 'value'. Value is defined as having immediate, long range,
soclat, economic scientific, or being of economic importance to others
(Besemer & Treffinger, 1981). Amabile (1983b) recognizes that the
creative product must be produced in a heuristic fashion, for example,
that there would exist no known solution for the problem prior to its
solution. Jackson and Messick (1965) proposed four additional-elements
to be addressed when evaluating the creative product: (1) novelty or
unusualness, but not just the bizarre; (2) appropriateness of the
solution to both the problem and to the solutions' various parts; (3)
transformation or the abllity of the product to actually create new
forms rather than to merely improve pre-existent ones; and, (4) the
power of condensation of the product, the combined economy and elegance
of the solution which is not simply right but just right. Further,
transformation is a concept that can be explained as a result or
product that "breaks through tradition and leads to a new perspective
or way of viewing reality" (Brown, 1989, p. 12). Condensation can be
further expanded to mean a product or result that requires repeated
deliberation preventing rapid psychological closure (Brown, 1989).

Ward and Cox (1974) developed two studies that evaluated product.

The criteria that Ward and Cox (1974) used included: originality,

infrequency, attractiveness, humor, complexity, and effort. The three

most important factors making up the judgment were humor, amount of
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effort, and infrequency. A value recognized from this reseach project
was that the evaluatlon process showed the importance of Jjudging
relative creativity on the basis of comparing products within a set or

a universe which has at least some common characteristics (Besemer &

Treffinger, 1981). In an earlier study, Ghiselin (1963, cited in
Brown, 1989) divides the creative product or results into two
categories: primary and secondary. The primary is characterized as
the result of insightful communication. The secondary category of
creativity 1s characterized by the other attributes listed above, such

as novelty, humor, and uniqueness (Brown, 1989).

The Creative Situatlion and

Internal Sensation Seeking

The creative situation is supposed to foster creative activity and
produce creative product. Rogers (1959) refers to two fundamental
conditions constructive for creative production. The first condition
is psychological safety. Psycholglcal safety must be established by
three assoclated processes. The initial process requires that the

individual be accepted unconditionally. As the individual realizes

their acceptance, they reduce rigid reactions and allow a flow of
experience and discover what it means to be themself. The second
condition within the context of psychological safety is eliminate
'external evaluation'. "Evaluation is always a threat, always creates
a need for defensiveness, always means that some portion of experience
must be denled to awareness" (p. 79). Elimination of external
evaluation from the creative production process does not eliminate

external reaction to the product. What is being eliminated is the
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Judging of another's product by our vested interest in our own locus of
evaluation. The evaluative process must come from the internal
expression and acceptance of the individual creating.  Koestner, Ryan,
Bernieri, and Holt (1984) studied the impact of internal/external
motlvation. They found that the level of artistic production was
impacted by establishing controlling 1limits. 'In addition, Koestner, et
al. (1984) recognized that if the controlling limits were informational
in character there was less of an impact on precduction. Roger's (1959)
third condition for the creative situation regards empathic
understanding. Empathic understanding when coupled with unconditional
acceptance and lack of external evaluation, provides for deep support
of the individual's creative experience. The individual knows that

they are known for what they are and do and are still accepted.
Summary of the Review of Literature

This selected review of literature has looked at preconscious
activity, tralt theory, and the internal sensation-seeking traits of
daydreaming, fantasy, imagery, and imagination. The influence of

internal sensation-seeking traits is related to the concept of being

open to internal experiences by creative individuals. See Figure 7 for
a matrix of traits studied bv the identified researchers in this
review. Several researchers theorize and a portion of the research
data supports the theory that awareness of one's tralts of daydreaming,
fantasy, 1lmagery, and lmagination may assist in the development of
creative production. Consideration must also be given to the creative
process, the creative product, and the creative situation in which the

indivdual is working. Part of the creative process includes a time of
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incubation. This 1s an appropriate opportunity for internal sensation
seeking to operate on the preconscious level. The creative product
issue invclves an evaluation process which can be affected by internal

sensation seeking according to the tolerance permitted by the
evaluative criteria. The creative situation provides psycholgical
security for Internal sensation seeking to take place and, therefore,

contripute to the process, the product, and the individual.



CHAPTER III
METHODS AND PROCEDURES
Introduction

This chapter will discuss the research design for the project.
Specifically, the sample composition, research instruments used,
administration of the instruments, and the statistical procedures

applied in this study wlll he discussed.
Research Method

The purpose of thils study is to determine if creative production
will be influenced by the awareness of internal sensatlion-seeking
traits. The null hypothesis statement would be that creative
production is not influenced by awareness of Iinternal sensation seeking
traits. A concern of research in creativity is validity and
reliability. Creativity research is frequently flawed by the use of
small samples or inappropriate measures (Brown, 1989). This project
attempts to address the issue of adequate sample size. Further, since
the effort 1s to investigate the experience of the creative individual,
intent and effort on the part of the student is a critical element in

the testing situation.

This research project is an explanatory study. This project is
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an effort to explain an increase in creative production of students as
a function of increased awareness of traits of internal sensation
seeking. The tralts of internal sensation seeking are identified as
daydreaming, fantasy, imagery, and imagination. Researchers frequently
identify these tralts with the creative personality (Barron, 1955;
Bull, 1978; Davis, 1975; Domino, 1970; Duradell & Wetherick, 1976;
Forisha, 1978; Khatena, 1976; Torrance, 1972a).

The definition for creative production is the standard

score/creativity index estahlished by the Torrance Test of Creative

Thinking (TTCT) normative standards. The mean score for the adult

age group is 107.96. The creativity index ranges from 41 to 190. The
range for the internal sensation seeking scale is 36 to 180. Scale
results from undergraduate students at the University of Wisconsin
taking a l-credit course in creativity had the following mean scores:

males 147.83 and females 148.49 (Bull, 1978).
Sampling Procedures

The original sample consisted of 211 respondents of which four units
were eliminated due to incomplete production. The revised sample
consisted of 207 students in freshman and sophomore art, architecture,
interior design and architectural landscape courses. These samples
were selected for two reasons. The first reason is that art and
design-related courses have a number of individuals that identify
themselves as being creative and might have a vested interest in
developing their creative potential. The second reason for these
classes being selected is because of their graphic and figural

abilities and interests versus creative individuals in music or writing
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classes. The freshman and sophomore classes were targeted because
they are the students recently graduated from a secondary school
system. The sample is composed of females (58%) and males (42%).
Ages range between 18 to 42 with a mean age of 22 years.

The students are from Oklahoma State University (150), the
University of Central Oklahoma (41), and Oklahoma Christian University
(16). All students except the University of Central Oklahoma were
administered the tests the last two weeks of the 1992 spring semester.
The students at the University of Central Okalahoma recelived the tests

the first week of summer school, 1992.
Research Instruments

The Internal Sensation-Seeking Scale

The Internal Sensation—-Seeking Scale is a creativity indicator

based on the creative trailts of fantasy, daydreaming, imagery and
imagination. These traits are identified with the creative
personality (Dellas & Gaier, 1970; Forisha, 1978; Gowan, 1978;

Khatena, 1978). The Internal Sensation-Seeking Scale (ISS)

samples various aspects of (a) fantasy, (b) daydreaming, (c) imagery,
and (d) imagination (Bull, 1978) (See Appendix C Instruments).

The Torrance Test of Creative Thinking, Figural Test A, is a

recognized test of creative production (Davis, 1986; Kimball, 1978)
(See Appendix C Instruments). It is a test of divergent production
using figural elements. The figural elements are scored according to
abstractness, elaboration, fluency, originality, and resistance to
premature closure. Incorporated lnto the creativity index is an

allowance for emotional expressiveness, storytelling articulateness,
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movement and action, synthesis of concept, unusual visualization,
extending or breaking boundaries, humor, richness of imagery, and
fantasy. All three figural activitles were used. The figural test is
considered appropriate for elementary to graduate student levels
(Torrance, 1990, 1974). The TICT is a standardized test with
normative scores avallable. The scores were calculated to identify the
standard score/creativity index. The standard score/creativity index

scores were compared to the ISS Scale scores.
Data Collection

The administration of research instruments was based on random
distribution of three color-coded packets. The color coding of the
packets are white, grayv, and pale yellow cover sheets. The demographic
questions are printed on the cover sheets. The white packet contains

the followlng ordered items: Internal Sensation Seeking Scale and

Torrance Test of Creative Thinking, Figural Form A. The gray packet

contalns the following ordered items: Torrance Test of Creative

Thinking, Figural Form A and Internal Sensation Seeking Scale.

The pale yellow packet contains the following ordered items:

Instructions to 'Be Creative', the Torrance Test of Creative Thinking

and a 10-minute problem solving scenario.
Preliminary instructions were given at the beginning of each

testing session according to the Torrance Tests of Creative Thinking,

Directions Manual, Figural Forms A and B by E. Paul Torrance

(Scholastic Testing Service, Inc., 1990). The Torrance test was
referred to by the title "Thinking Creatively With Pictures".

References to the students being in a test situation was avoided.



After the random distribution of packets to each student, students
rearranged their seating to sit in groups according to their packet
color. This arrangement was necessary to facilitate timing
requirements.

The tests were administered within a single class session. The

Internal Sensation Seeking Scale 1s completed in 10-minutes. The

Torrance Test of Creative Thinking takes 30-minutes. Introductions

and Instructions take 5-minutes.

Scering Instrument

The Torrance Tests of Creative Thinking, Figural Test A was

scored according to the Streamlined Scoring Guide Figural A and B

(Torrance, Ball, & Safter, 1987; Scholastic Testing Service, Inc.,
1992). The standard score/creativity index is comprised of the raw
scor'és for fluency, originality, abstractness of titles, elaboration,
and resistance to premature closure. Bonus points are added to the
standard score for creative strengths of emotional expressiveness,
storytelling articulateness, movement or action, expressiveness of
titles, synthesis of incomplete figures, synthesls of lines, unusual
visualization, internal visualization, extending or breaking
boundaries, humor, richness of imagery, colorfulness of imagery, and
fantasy. Scores range from 41 to 190.

The Internal Sensation-Seeking Scale was scored by adding the
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rating of individual items. Positively scored items have the followlng

values: alternative "A" = 1 polnt, "B" = 2 points, "C'" = 3 points, "D"

= U4 points, and "E" = 5 points. The values are reversed for negatively

scored items. The items scored negatively are: 6, 11, 14, 15, 17, 18,
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19, 24, 26. Scores range from 36 to 180.
Data Analysis

The statistical procedure of Analysis of Variance was performed on
the student's TTCT scores. The results may indicate an influence on
student's level of creative production as measured by the TICT by
taking the ISS scale prior to the TTCT.

The Pearson Product-Moment Correlation was conducted to ascertain
the correlation between the student's sensation-seeking traits as
measured by an ISS score and their creative production as measured by a

TTCT creativity index/standard score.



INFLUENCE OF INTERNAL SENSATION-SEEKING TRAITS

ON CREATTVE PRODUCTION

Commie Thibeau Catsis
Oklahoma State University

Manuscript prepared for submission to The Journal of Interior
Design Education and Research

35



Abstract

Previous research indicates a relationship between creativity
and the Internal sensation-seeking traits of daydreaming, fantasy,
imagery, and imagination. Tralt theory suggests that the trailts
of ecreativity are motivating influences on individuals. This
study was conducted to determine i1f self-awareness of student's
internal sensation-seeking traits would enhance creative
production. Packets containing differing ordered arrangements of

Internal Sensation-Seeking Scales (ISS) and the Torrance Test of

Creatlve Thinking, Figural Test A (TTCT) were randomly distributed

to beginning art and design students. There was no significant

relationship indicating an influence of the Internal Sensation-

Seeking Scales on the Torrance Test of Creative Thinking, Figural

Test A.
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Influence of Intermnal Sensation-Seeking Trailts

on Creative Production

Introduction

The creative capacity of students pursuing art and design-
related careers develops and expands over time. Their creativity
is influenced by the environment, the creative processes used,
evaluation of thelr creative efforts, and life experiences. Many
students choose majors in art and design because they either
recognize their own creative ablilities based on their intuitive
preference for creative activities or recognize an inner desire to
continue past creative experiences. Success in actuallzing
creative development may be enhanced by greater self-awareness of
internal experiences. Creativity research literature recognizes
the need for greater self-awareness by all individuals and the
tralt of tolerance of internal experiences by creative individuals.

Though creativity researchers do not agree on a definition of
creativity, there is abundant theory and research data on many of
the aspects concerning creative individuals, thelr traits, the
processes they use, and the most creative environment in which
they will be most productive. There appears to be a void of
creativity research to assist individuals, and in particular

beginning art and design students, in understanding their
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own selves and thelr creative development. This article
addresses students' creative development and whether an increase
in awareness of internal activities or their internal trailts of
daydreaming, fantasy, imagery, and imagination will enhance their
creative production.

Theorists and researchers studying creativity from the
perspectives of education and psychology recognize levels of
creative production.. Lower level creativity can be considered to
be functioning during goal-projected problem-solving activitles
which use divergent production techniques. Product controls and
restraints are characteristic of this process. Problem—-solving
techniques are lncorporated in creativity training and are
applled in the fields of education, science, business, and the
arts. The critical issue to recognize in a discussion of the
levels of creativity 1s that whenever the goal or path is
delineated, the creative process operates under restrictions and
is considered a lower level of creativity. Higher levels of
creativity can be characterized as self-directed and self-motivated
transformation and condensation of a concept, an element, or a
product (Ainsworth-Land, 1982; Brown, 1989; Parnes, 1967, 1987;
Pickard, 1990; Tardiff & Sternberg, 1988).

Ainsworth-Land (1982) refers to four orders of creativity,
imagery, and imagination development. The first order refers to
beginning awareness and learning, not in the manner of introspec-

tion, but in the manner of encoding material spontaneously or



learning a new area. The second order refers to goal-directed
imagery. This stage involves the building on or changing of
existing patterns, designs, and concepts. It also requires
intentional action. The third order of creativity and imagery
development refers to the need for changing perception or breaking
up one's perceptual set to all elements for new connections and
assoclations to occur. The fourth order refers to an "attitude
for phenomena." This attitude permits the individual to reach
beyond normal perception. This is a stage of letting go and
abandoning oneself to a "spontaneous flow of arising thoughts and
images" (p. 24). Barron (1955) suggests that this fourth stage is
an important, but uncommon, experience. He proposes that the
creative individual has a characteristic tolerance for the
material thrust from below consclous thought levels which 1s the
level of the preconscilous. The activities of this level include
daydreaming, fantasy, imagery, and imagination. Bull (1978)
incorporates these tralts into a concept called internal sensation
seeking.

The internal sensation seeking activities of daydreaming and
fantasy are used interchangeably by Singer and Schonbar (1961).
Their research results suggest that individuals with the capacity
for high and low fantasy and daydreaming have tralts comparable to
individuals with high and low creativity levels. Daydreaming is a
subjective 1mage-forming process that also can be described as

"free-form reverie" (Bull, 1978, p. 9). For art and design
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students developing thelr creative capacity, time manipulation in
this reverie state can provide incubation of ideas and unusual
Juxtaposition of ideas that may contribute to insights (Aron &
Aron, 1982; Bull, 1978; Carbone, 1969; Rugg, 1963). In addition,
Rosenberg (1976) stresses that conscilous use of daydreaming and
fantasy can be helpful in eliminating or reducing blocks. to
creative production. Getzels & Csikszentmihalyi (1966) assert
that fantasy exploration raises the mental level of excitement,
and that Freud (1908, cited in Strachey, 1959) theorizes that
fantasy can operate as a mobilizing force for the individual.
Bull (1978) proposed that this intertwining of people, objects,
and events in the reality-non-reality state presents the
possibility of unique relationships occurring to spur creative
vision.

Imagery and imagination are the other two traits of internal
sensation seeking, and they provide additional insight into
creative production. Imagery 1s how new ideas are received
and taps a subjective and idiosyncratic style of cognition that
aids 1n the transcendence of reality-restricted thinking (Suler &
Rizziello, 1987). Imagery is related to primary process activity
(Suler, 1980), and thus is part of fantasy and daydreaming (Bull,
1978). Further, Rhodes (1981) found significant correlation
between mental imagery, vividness and elaboration, and between
mental imagery vividness and total creativity. Khatena (1975)

found that college students who perceived themselves as more
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creative had greater autonomy of imagery. Thus, theory and
research do appear to support the concept that vividness of
imagery 1is instrum<ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>