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Abstract 

In the 21st century, we face increasingly fast changes of a technological, economic, and 

social nature, and creativity is required to deal with the unpredictable future they 

create. Creativity is part of many modern national curricula; in Iceland, it is seen as one 

of six fundamental pillars of education. 

In this qualitative research project, I explore how teachers in three Icelandic 

compulsory schools work with creativity and how creative learning and teaching 

interact with social aspects of the classroom environment. The goal was to explore the 

teachers’ experiences and strategies in meeting curricular requirements and preparing 

students for the future. I also aim to provide good practice examples for other teachers 

interested in creativity. Data was gathered from November 2017 to January 2018. For 

my research I interviewed seven teachers in three compulsory schools in Reykjavik and 

conducted six observations in their classrooms. 

The findings show that the participating teachers agree on the importance of 

creativity in education as a general approach to enhancing learning and wellbeing. They 

work on developing creativity by empowering students and individualizing learning, 

putting emphasis on diversity and freedom in the topics and their approaches. These 

results resonate with research by Anna Craft, Ken Robinson and others on ways of 

fostering creativity. Furthermore, the findings show that good relationships in the 

classroom support creativity, making creativity a joint process of teachers and students. 
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Ágrip 

„Því minna sem ég segi, því meira skapandi eru þau” – Félagslegir þættir í skapandi 

starfi í þremur grunnskólum á Íslandi. 

Á 21. öldinni stöndum við frammi fyrir sífellt hraðari breytingum, sem eru af tæknilegu, 

efnahagslegu og félagslegu tagi. Sköpun er nauðsynleg til að bregðast við 

óútreiknanlegri framtíðinni sem þessar breytingar skapa. Sköpun er hluti af mörgum 

núverandi ríkisnámsskrám; á Íslandi er litið á hana sem eina af sex grunnþáttum 

menntunar.  

Í þessari eigindlegu rannsókn, kannaði ég hvernig kennarar í þremur íslenskum 

grunnskólum vinna með sköpun og gagnvirkni félagslegra þátta í skapandi starfi í 

skólastofunni. Markmiðið var að kanna reynslu kennaranna og áætlanir þeirra við það 

að ná viðmiðum kennsluskráarinnar og að undirbúa nemendur fyrir framtíðina. Ég dró 

líka fram dæmi um góð vinnubrögð og verkefni fyrir aðra kennara að læra af sem eru 

áhugasamir um sköpun. Gögnum var safnað saman frá því í nóvember 2017 fram í 

janúar 2018. Fyrir rannsókn mína tók ég viðtöl við sjö kennara í þremur grunnskólum í 

Reykjavík og framkvæmdi sex vettvangsathuganir í kennslustofum meðan á kennslu 

stóð.  

Niðurstöðurnar sýna að þeir kennarar sem tóku þátt eru sammála um mikilvægi 

sköpunar í menntun sem almennri aðferð sem hvetur til lærdóms og vellíðunar. Þeir 

leitast við að þróa sköpun meðal nemenda með því að valdefla þá og sníða lærdóminn 

að þörfum hvers og eins, það er gert með því að leggja áherslu á fjölbreytni og frelsi í 

aðferðum og umræðum. Þessar niðurstöður koma heim og saman við rannsóknir Önnu 

Craft, Ken Robinson og annarra sem snúa að leiðum til þess að hlúa að sköpun. Þessar 

rannsóknir sýna að góð sambönd í kennslustofunni stuðli að sköpun og geri hana að 

sameiginlegu ferli milli kennara og nemenda. 
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1 Introduction  

Creativity is a concept that people generally see as something valuable, “a prized 

feature of the human mind” (Boden, 1996, p. 1), yet it is hard to define and recognize. 

Academics and practitioners agree that creativity leads to flexibility on a personal level 

and innovation on a community level – which are both necessary for addressing the 

challenges of the 21st century, giving creativity an important position in children’s 

education (Craft, 2011b; Robinson 2011). 

1.1 Research problem and personal motivation 

There are many studies available about the use of creativity in education both as a tool 

for making learning more interesting and for fostering of creative skills. The studies 

point out the positive effects creativity can have on learning, but also that it requires a 

change of educational paradigms. Creativity influences how we think about education 

(e.g. Amabile, 1989, Cachia & Ferrari, 2010; Wiggins, 2011). Since the late 1990s, policy 

makers in various countries have aimed to address this increased need for creativity, 

and Iceland is no exception. The Icelandic national curriculum guide for compulsory 

schools, published by the Ministry of Education, Science and Culture in 2011 (updated 

in 2013, English in 2014), defines creativity as one of the six fundamental pillars of 

education. Although several studies about creativity in education have been conducted 

in Iceland since then – mainly by teachers themselves – the topic is of such importance 

and so diverse that it is worth looking at it from yet another perspective, which I aim to 

examine. 

My personal interest in the topic of creativity has grown with myself. As a child, I 

participated in activities that traditionally are regarded as creative, such as singing in a 

choir, performing theatre and playing musical instruments. I was curious and interested 

in alternative solutions to issues in my life. For my bachelor’s degree, I studied culture 

management, where creativity is a fundamental element of all work, and I have also 

organised different events related to creative expression and innovation. Looking back, 

mainly one part of creativity (i.e. artistic creativity) was part of my previous studies, but 

it helped me understand the importance of creativity and the potentially fruitful 

tension between culture, which tends to be conservative, and innovation.  

In my formal schooling, I often felt a lack of creativity – especially in secondary 

school, when much of the thinking was occupied by which topics would be in the final 

exam and how each mark would affect the graduation mark. I also felt this when I 
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moved and started living in Iceland. My first contact with the Icelandic school system 

was through stories by members of my family-in-law about their schooling experiences 

– stories of fact-driven learning and little respect for arts and crafts. Then, I started 

working in an afterschool program, where children were often given limited choices 

from options prepared by the staff, and, in many cases, craft activities were done 

following templates and I often had the feeling that the children wanted to be told 

what to do. Even now, working in a preschool – a form of education where there are 

still no strict curricular requirements and supposedly a lot of creative crafts work and 

play – I feel that far too often choices and space for creativity are unnecessarily 

restricted. Often, the teachers choose the less demanding variant to make all the 

children do a task in the same style or do the difficult things themselves. When I taught 

English in a public school in Colombia, I tried to make my classes more creative, giving 

the students choices of how we approached a topic, connecting subject matter to their 

life realities as well as I could and trying alternative forms of expression, such as 

painting a wall or writing a theatre play. Based on these experiences, I believe that 

creativity is an essential part of education, both as a facilitator for subject matter and 

as an important life skill. Although significant steps have recently been taken in the 

Icelandic education system (i.e. by introducing the new curriculum guide), I think there 

is still much more creative potential to uncover in Icelandic schools. 

In this thesis, I present my study about how teachers in Icelandic compulsory 

schools work with creativity, focusing on the social aspect. By social aspect I mean in 

the context of my thesis the relationship of the creative individual (student or teacher) 

with their direct environment made up of other individuals, physical conditions, and 

less tangible elements such as culture, rules, and climate. I focus mainly on the social 

climate of a classroom which consists of interhuman relationships, aspects of goal 

orientation, and structure and control in the classroom. My unique perspective on 

creativity in Icelandic compulsory education includes the fact that I am a foreigner and 

that this study is conducted in English, as well as that it includes the experience of 

several teachers in three different schools. Therefore, my study provides more of an 

overview of possible practices – although I do not imply that the results from my study 

can be generalized.  

My study can be significant for various groups of people. It adds to the academic 

literature of creative learning in the context of Iceland and may contribute to an 

increased understanding of the need for creativity in broader society. I hope that the 

practical solutions pointed out in this study can encourage teachers in Iceland to 
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actively use and develop creativity in their work. This study can also provide feedback 

for the Ministry of Education, Science and Culture (MESC) on how the national 

curriculum guide is used, and in what way the Ministry could possibly support schools. 

Since this thesis is written in English it can provide interested parties from other 

countries with an insight into Icelandic schools and creative learning in Iceland. 

1.2 Purpose and goal of this study 

The purpose of my research is to contribute to an increased understanding of working 

with creativity in education. The goal of this study is to explore how teachers work with 

creativity in three Icelandic compulsory schools with a focus on social factors that 

interact with creative work. The first phase of the research was a preliminary study I 

conducted in Spring 2017 on how three compulsory school teachers perceive and use 

creativity in their work. One of the themes that emerged was that creative learning is 

strongly associated with teamwork and collaboration – more so than in what could be 

described as conventional teaching and learning. Furthermore, many authors agree 

that social factors are important in the creative process and the development of 

creativity (e.g. Amabile, 1989; Craft, 2001a; Gardner, 1996). I would like to further my 

knowledge and understanding of the social factors that influence working with and the 

development of creativity in students and teachers.  

To achieve my goal, I put forward the following research question with two sub-

questions: 

- How do teachers in three Icelandic compulsory schools work with creativity in 

their teaching? 

- How does the social environment affect creative work in schools? 

- How does creativity influence the social environment of a class and school? 

1.3 Thesis structure 

This thesis consists of six main chapters with several subchapters and sub-subchapters. 

I begin with an introduction to the topic and the research problem to explain my 

motivation and role as a researcher, as well as the significance of this study. I also state 

the purpose and goal of the research, as well as the research questions. In the following 

chapter, I present the theoretical framework of the thesis by introducing various 

theories of creativity. I present and discuss its role in education and give a brief insight 

into the development of creativity in education in Europe and especially in Iceland. In 

the second part of the theoretical chapter, I give an overview of the social environment 
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of a class and school and how environmental factors relate to creativity. I conclude the 

theoretical chapter by drawing on the main theories presented in the theoretical 

chapter to formulate tentative questions for data collection. In chapter 3, I describe the 

research methodology, including the design, sampling strategies, methods of data 

collection, analysis, and interpretation, and the related instruments. Ethical issues and 

limitations of this study are also addressed. In the fourth chapter, the findings of my 

research are presented. They are divided into personal factors (including differentness, 

diversity and individualization of learning, and wellbeing) and environmental factors 

(including the physical, organizational and cultural environments, relationships 

between and among teachers and students, and issues of freedom and control). I then 

proceed with a discussion of the findings in chapter 5, addressing their connection with 

the theoretical frame and relevance of the context of creativity in education. The thesis 

ends with conclusions about the research as such and ideas for further research. 

 



14 

2 Theoretical frame and background 

The main theoretical frame of this thesis is built on multiple theories of creativity, 

especially theories relevant to education. The second frame regards the social 

environment of schools, which evolved from my preliminary study, and which I use to 

explore one particular aspect of creativity in depth and to present a new perspective 

not previously explored in Iceland.  

2.1 Creativity in education 

In this chapter, I explore the theoretical background of creativity in education. I 

introduce different theories and models of creativity in the first subchapter, then move 

on to how creativity can be enhanced through education. A third subchapter focuses on 

the development of creativity in educational systems, especially in Iceland – the 

context in which I conducted my research. 

2.1.1 Theories of creativity 

The concept of creativity is complex and has no clearly defined meaning (Cachia & 

Ferrari, 2010). It is related and often mixed with similar concepts such as imagination, 

innovation, and entrepreneurship, and the term is used in various contexts by people 

with diverse backgrounds (Boden, 1996; Craft, 2001a). Most people would claim to 

have some understanding of what creativity is, and it is mainly associated with positive 

qualities, often seen as something to be admired and that should play a role in 

everyone’s lives. But for doing research on the development of creativity, it matters to 

define more clearly what creativity is. There are many different definitions of creativity 

and various theories about its essence and usefulness from different perspectives, such 

as psychology, philosophy, sociology, and anthropology (Burnard, 2011). Gardner 

(1996) claims that “…the study of creativity is inherently interdisciplinary” (p. 145). The 

NACCCE (1999) report distinguishes between sectoral, élite, and democratic definitions 

of creativity. Some definitions and models that I consider useful will be presented in 

the following sections. I start with a brief history of creativity-related research, then 

present different theories regarding creative dispositions, results, and the creative 

process. 

History of creativity research 

In ancient times, creativity was regarded as something mystical and divine (Sternberg & 

Lubart, 1999), a privilege of geniuses (Craft, 2001a). In the Romantic era the source of 
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creativity began to be recognized as lying in the human itself, but the aspect of special 

talent continued (Craft, 2001a, 2002). A more scientific interest in creativity developed 

in the beginning of the 20th century, mainly in different traditions within psychology 

(Craft, 2001a). Research on creativity experienced a period of high popularity in the 

1950s, and from there three directions evolved: 1) research in personality (focusing on 

eminent creative people); 2) research in cognition (trying to measure creativity); & 3) 

research on how to stimulate creativity (Craft, 2001a, 2002). The view that every 

person possesses creative potential had already evolved in the psychoanalytical 

tradition of the early 20th century, but gained increasingly more popularity after the 

1950s, defining it as a crucial element of human intelligence, which also implies that 

creativity can be developed (Amabile, 1989; Csikszentmihalyi, 1996; NACCCE, 1999; 

Robinson, 2011). Building on that, aspects of social psychology came into the focus of 

creativity research in the 1980s and 1990s, and from the 1990s on, ordinary people´s 

creativity was researched (Craft, 2002). Ordinary creativity and the social aspect are 

both foci of this research. 

Exceptional and ordinary creativity 

Craft (2001b) elaborated the concept of little ‘c‘ creativity (i.e. everyday creativity) as 

opposed to big ‘C’ creativity that applies to geniuses who significantly and globally 

change the domain in which they work. The concept of little ‘c’ creativity (LCC) will be 

further explained in 2.1.2. A similar concept was developed by Boden (1996); she 

differentiates between historical or H-creativity – relevant for humanity – and 

psychological or P-creativity (personal, similar to LCC) – relevant for the individual. 

Jónsdóttir and colleagues (Gunnarsdóttir, Jónsson, & Jónsdóttir, 2007; Jónsdóttir, 2016; 

Jónsdóttir & Gunnarsdóttir, 2017) coined the verbal image of being new under the roof 

for personal creativity and new under the sun for historical creativity. However, this 

differentiation should be seen as a continuum rather than two categories (Craft, 2001b; 

Duffy, 2006; Gunnarsdóttir et al., 2007; Jónsdóttir, 2016), because there are certainly 

options in between a child finding a new way to use its toy and Einstein’s theory of 

relativity. It is also important to keep in mind that, on the one hand, even world-

changing inventions necessarily have the element of psychological novelty (Boden, 

1996) – the individual processes of being creative do not lose their importance. On the 

other hand, even very small P-creativity is born in a social environment (Gardner, 1996; 

Sternberg & Lubart, 1999) and can thus have an impact on it (Boden, 1996; Jónsdóttir, 

2016). Creativity always starts with an individual, their unique life experience, talents, 
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skills and knowledge, and is also based in a unique environment at the moment of 

being creative.  

Criteria for creative dispositions and results 

There are different opinions among researchers about whether creativity is domain 

specific or a skill that can be applied to several domains (Craft, 2001a). The latter is 

more relevant for education, especially compulsory education, because it is not 

necessarily the goal of producing highly creative experts in a specific domain, but rather 

about educating young people that can use creativity to master their life challenges 

wherever they appear. More and more authors write about creativity as being an 

inborn human trait (Amabile, 1989; Jónsdóttir, 2016; Robinson, 2011) and essential in 

different life situations, may it be the personal life, business, or politics 

(Csikszentmihalyi, 1996; De Bono, 2015; Robinson, 2011; Sternberg & Lubart, 1999). 

With this preconception, efforts have been put into defining creativity more accurately 

and developing criteria for how to recognize it. This is also important for education 

because teachers should know exactly what they want to develop and are expected to 

develop. Criteria can be applied to both a creative disposition and to the product of 

creative efforts. The latter is crucial, because creative ideas have no impact on the 

world unless they materialize or emerge in one way or another in the world (Jónsdóttir, 

2016). However, not only the product but also the process of creativity is important, 

especially in teaching for ordinary creativity (Cachia & Ferrari, 2010; Duffy, 2006). The 

stages and characteristics of the creative process will be described in what follows.  

Lucas, Claxton and Spencer (2013) elicited four clusters of categories of creative 

dispositions from 120 definitions: 1) generating ideas; 2) digging deeper; 3) openness 

and courage to explore ideas; & 4) listen to inner voice. From this they developed the 

Five Disposition Creativity Model, comprised of five core dispositions of the creative 

mind: being inquisitive, persistent, imaginative, collaborative, and disciplined. Other 

elements that have been identified as a part of creativity and being creative are the 

abilities to be flexible and adapt to new circumstances (Sternberg & Lubart, 1999; 

Wiggins, 2011) and to use and create knowledge (Jónsdóttir, 2017). Criteria for a 

creative result fall mainly into two categories: Something can be called creative if it has 

not been there before and can be appreciated for more than its mere existence. 

Authors describe the two categories in different words (see table 1), but the essence 

can be regarded as very similar. 
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Table 1. Main criteria for a creative result. 

“has not been there before” “appreciated for more than its mere existence” 

novel Amabile (1989); Boden 
(1996); Craft (2001b); 
Csikszentmihalyi 
(1996); Gardner (1996); 
Sternberg (2006); 
Sternberg & Lubart 
(1999); Wiggins (2011) 

interesting Boden (1996) 

original Cachia & Ferrari (2010); 
Gardner (1996); 
Jóhannsdóttir et al. 
(2012); NACCCE (1999); 
Robinson (2011) 

appropriate Amabile (1989); 
Sternberg & Lubart 
(1999) 

new Boden (1996); Cachia & 
Ferrari (2010); 
Csikszentmihalyi (1996) 

accepted Craft (2001b); 
Csikszentmihalyi 
(1996); Gardner (1996) 

  useful Amabile (1989); 
NACCCE (1999) 

  quality Gardner (1996); 
Sternberg (2006) 

  valuable Cachia & Ferrari (2010); 
Csikszentmihalyi 
(1996); Jóhannsdóttir et 
al. (2012); NACCCE 
(1999); Robinson 
(2011); Sternberg 
(2006) 

  meaningful Jóhannsdóttir et al. 
(2012) 

  helpful Wiggins (2011) 

 

The table shows that novelty and value are the most common terms for these criteria, 

and I will continue to use those. The criteria need to be seen in context. A creative 

result might be new and valuable only to the creative individual or to a wider 

environment. In case of great novelty, value is often recognized only later (Gardner, 

1996; Robinson, 2011). It is also important that there is a balance between novelty and 

value (Cachia & Ferrari, 2010) to yield a creative and not an only unusual (or strange) 

result or an only useful result (which is obvious and not very creative). Often, creativity 

involves to a great extent making new and unusual connections rather than necessarily 

inventing completely new concepts (Cachia & Ferrari, 2010; Duffy, 2006; Robinson, 

2011). 
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Other elements of creativity 

Gardner presents the following definition of the creative individual:  

A creative individual solves problems, fashions products, or poses new 

questions within a domain in a way that is initially considered to be unusual 

but is eventually accepted within at least one cultural group. (Gardner, 

1996, p. 145) 

Gardner shows that there is more to creativity than just dispositions and a result. He 

emphasizes in his definition that creativity can have different forms, has a social aspect, 

and requires a certain degree of knowledge and skills in the domain where creativity is 

applied. The latter view is shared, for example, by Amabile (1989). For her, creativity is 

a result of domain skills, skills of creative thinking and working, and intrinsic motivation. 

This includes that the creative activity in question must be done purposefully, whether 

the individual actively tries to be creative or just wants to find a viable solution 

(NACCCE, 1999). 

Sternberg and Lubart (1999) present a similar theory to Amabile’s, stating that 

creativity is a combination of six related resources: intellectual abilities, knowledge, 

thinking styles, personality, motivation, and environment. These six resources can 

create synergies or compensate for one another, but in some resources a minimum 

level needs to be reached to be creative (Sternberg & Lubart, 1999). In the context of 

creativity in education, it is interesting that Sternberg states that creativity is in the end 

a matter of decision (Sternberg, 2006). One decides to think ahead, to use one’s 

knowledge, to take risks, to find elements of an activity or situation that are intrinsically 

motivating, and how to respond to an environment. Sternberg (2006) calls it 

investment theory, and it suggests strongly that creativity can be developed. A teacher 

can give students the basis of knowledge and skills and the tools of good decision 

making. Motivation probably plays the key role; the main decision is to be motivated, 

and the teacher can make that decision easier to give students more confidence in their 

creative skills. 

The creative process 

According to Csikszentmihalyi (1996), the creative process consists of five stages:  

1) preparation (creating interest in a problem);  

2) incubation (consideration of solutions); 

3) insight (the creative idea); 
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4) evaluation (of the idea); & 

5) elaboration (into a product).  

Amabile (1989) presents a similar model, creating two stages of the first stage (problem 

presentation and preparation) and the second stage (generation of ideas and 

incubation). Her model lacks the sudden moment of insight, which I would consider 

necessary for a creative solution that does not follow a common path. Both authors 

agree, however, that stages might need to be repeated, going, for example, back from 

evaluation to incubation, to elaborate in the end a product that is truly novel and truly 

useful, in other words, truly creative. 

The creative process involves the skilful use of polarly distinct types of thinking and 

action – playful and working elements, phases of generative and evaluative working 

modes, divergent and convergent thinking, non-controlled and controlled actions 

(Craft, 2001b, 2002; NACCCE, 1999; Robinson, 2011). I consider them as related to the 

criteria of novelty and value presented above. Novelty represents the playful aspect of 

creativity and value represents the need to elaborate on a creative idea. Both aspects 

are important at distinct stages of the creative process and should be in balance to 

guarantee the characteristics of novelty and value at the same time in the creative 

result. Free imagination and playing with possibilities can help to develop novel ideas, 

but the process of developing one or several creative ideas further – and maybe dismiss 

or rethink some – is necessary to produce a useful and qualitative result. Even the 

process of imagination must happen within given constraints (of the domain), for 

creative thinking to be possible (Boden, 1996). However, if too much criticism is applied 

too soon, a creative idea might die before having the chance of being elaborated 

(NACCCE, 1999). Csikszentmihalyi (1996) claims that creative thinking – especially in the 

phase of incubation – flourishes best when part of the brain is occupied with some 

semi-automatic activity, while the other part is free to think; too much concentration 

on a problem will less likely lead to a creative result. Although he refers to general life 

and conditions people create at their homes, his points can be valuable for education 

as well. In figure 1, I present how I understand the employment of play and work during 

the creative process.  
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Figure 1. Modes of work and play during the creative process. 

The terms play and work could be replaced by other terms for the two opposing 

requirements. Play is dominant in the beginning of the process and work is in the later 

stages. However, I believe that neither attitude is ever absent during the process. It 

takes, for example, (work) discipline to let an idea incubate, and also in the elaboration 

stage the creative individual should have an open (playful) mind for alternative 

solutions if the current one is not suitable. The connection of play and work ensures the 

possibility to go back to a prior stage. 

Play and creativity 

Play – or playfulness – is considered by many researchers to share characteristics with 

and be an important part of being creative (Amabile, 1989; Cachia & Ferrari, 2010; 

Craft, 2001b, 2002; Duffy, 2006; Jónsson, 2010; Robinson, 2011). The creative 

individual uses a playful attitude to generate new ideas and plays with existing ideas, 

establishing unusual connections (Duffy 2006; Robinson, 2011). Forms of play can be 

one way of how to work with creativity in schools (Cachia & Ferrari, 2010), namely 

dramatic play and role play (Craft, 2002). Craft (2002) argues however that play is a 

wide term, and while all creativity contains some playful element, not all play can be 

considered creative (i.e. games that have strict predetermined rules). Play is often 

associated only with early years education but is a crucial element for being creative 

and learning at all ages (Brown, 2008; van Oers, 2010). 
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Approaching the topic of play and creativity from a more philosophical perspective, 

Jónsson (2010) explores similarities between play and creative work specifically in its 

role for learning. He claims that children learn through play and are also often 

considered more creative than adults, because they are more open to the playful 

aspect of creativity. But the connection of play and creativity goes deeper; creativity 

and play cannot be without each other (Jónsson, 2010). Both play and creativity require 

a sensitivity for the environment and the belief that life has a meaning worth exploring. 

Jónsson (2010) also points out the differences between play and creativity. Play is self-

sufficient and intrinsically social – while in creativity isolation can be important – and 

the creative work has a goal and value outside the creative process. However, play and 

creativity are important in education because they provide a diverse and holistic kind of 

learning based on aesthetic values as opposed to the dominating culture of scientific 

proof and utility. Jónsson (2010) considers this kind of education important for the 

ethical development of students. 

2.1.2 Ways of fostering creativity through education 

Creativity can have its role in education both as a tool to teach subject matter (teaching 

creatively) and as the development of creative thinking and working skills (teaching for 

creativity); the two should be connected (Jeffrey & Craft, 2004) and together they form 

creative learning (Jónsdóttir, 2011). This is also how creativity as a pillar of education is 

introduced in the Icelandic national curriculum guide (MESC, 2014). In my research, I 

was open for all signs of creativity but mainly focused on the aspect of fostering 

creativity in students, which seems to be an increasing need. According to Craft 

(2001a), when considering the role of education to foster creativity, it is important to 

consider what the desired outcome is, the characteristics of the students, the strategies 

used by the teacher, and the social context. All are addressed in this study, but the 

emphasis lies on strategies and the social context. This subchapter includes a reasoning 

on why creativity in education is important, what theories of creativity are especially 

suitable for education, and other ideas on how to foster creativity. 

Changing world and creativity 

In the 21st century our society is changing more rapidly than ever before. Changes are 

of economic, social, and technological natures, including the globalisation of markets, 

growing voluntary and forced mobility and therefore increasingly diverse societies, and 

a worldwide information exchange in real-time enabled through the internet (Craft, 

2011b). We cannot predict what the future will look like for the children that are 
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educated today, but we know that they will need creative dispositions and skills to deal 

with the challenges they will face (Craft, 2011b; Robinson, 2011). Children and young 

people, now and in the future, need the skills of producing original creative products 

and solutions fulfilling the criteria pointed out in chapter 2.1.1. There is a trend of 

individualisation and students will need personal agency, which teaching for creativity 

can train (Craft, 2002). Jobs in the future involve less manual work and manufacturing 

of products, and more communication, human interaction and provision of services, 

which are much more changeable than tangible products (NACCCE, 1999). With 

academic inflation, simple technical skills in a certain area are not enough anymore to 

be successful in work life. Additionally, most young people will change their jobs or 

professions several times during their lives, which requires great flexibility and skills 

that can be used in various domains.  

Not only the world, but also young people themselves are different now than they 

were some decades ago (Craft, 2011b; Robinson, 2011). They orient well in virtual 

environments and use the internet and other technologies naturally in many aspects of 

their lives. Education can capitalize on these skills but must also teach how to work 

responsibly with information and technology (Craft, 2011b). Students need more than 

just access to knowledge, they need to know how to engage with it and connect bits of 

information. Flexibility, social interaction, meta skills, and connection of information 

are all part of or closely related to creativity. Creativity is needed to transfer existing 

knowledge into new situations (Jónsdóttir, 2017; Wiggins, 2011), which means that 

without creativity real learning is not possible. The learners and their unique 

experience and possibilities are at the centre of the creative learning process, which 

aims for deep understanding instead of the memorization of facts (Cachia & Ferrari, 

2010). Creativity is multidimensional (NACCCE, 1999), and therefore everyone can find 

themselves in it. It follows that creativity in education can potentially have a positive 

influence on personal, social, cultural, and economic development (Craft, 2001a). 

Multiple intelligence theory 

Howard Gardner’s multiple intelligence theory addresses the fact that humans are 

diverse and have different educational needs. It has fuelled the struggle of educators to 

individualize schooling (Gardner, 1993), a goal that also teaching for creativity 

subscribes to. Multiple intelligence theory states that intelligence is pluralistic and that 

the different parts are more or less independent. The initial model included seven 

intelligences: linguistic, musical, logical-mathematical, spatial, bodily-kinaesthetic, 

intrapersonal, and interpersonal intelligence (Gardner, 1993). Later Gardner added 
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naturalistic intelligence to the list, and has also considered adding existential 

intelligence, but the latter has not been declared an independent intelligence (Davis et 

al., 2011). Gardner (1993) criticizes school systems for mainly valuing and testing 

linguistic and logical-mathematical intelligence, although each intelligence represents 

unique aspects of creating understanding about the world. They are broad, can be 

combined and are used every day for multiple purposes. We all possess to different 

degrees the full variety of intelligences; a person’s unique combination of intelligences 

is partly given by nature, but they can also be developed further by social interventions 

(Gardner, 1993). Gardner (1993) claims that an intelligence must provide skills for 

problem-solving, valuable product creation, and the acquisition of knowledge. This 

description resonates considerably with some of the characteristics of creativity 

depicted in chapter 2.1.1. But rather than being a separate intelligence, creativity 

seems to be possible in all intelligences. Adopting Gardner’s views about intelligence 

can enable teachers to teach more creatively (for example, by using diverse material 

useful for different intelligences) and help students find their creative potential in one 

or several intelligences. 

Developing little ‘c’ creativity 

Crucial to having creativity as a significant element of education is the belief that while 

everybody has an inborn talent for creativity, how creative one can be is not 

predetermined. Creativity can be developed, and people can learn to be more creative 

(Robinson, 2011). Creativity in education is based on ordinary or little ‘c’ creativity 

(Craft, 2001b), which is concerned with how creativity can be fostered in people so 

they can make the best of it throughout their lives. Craft describes little ‘c’ creativity 

(LCC) as involving “…being imaginative, being original/innovative, stepping at times 

outside of convention, going beyond the obvious, [and] being self-aware of all of this in 

taking active, conscious, and intentional action in the world“ (Craft, 2002, p. 56). LCC 

has in common with big ‘C’ creativity the need for reflection, concentration on, and 

pushing of one’s strengths, and learning from failure (Craft, 2001b), the latter being a 

crucial part of the creative process (Duffy, 2006). However, LCC is a general life skill for 

“personal effectivenes” [sic] (Craft, 2002, p. 51), and not domain-specific creativity. 

Craft claims that all human beings possess LCC but use it differently in their own ways 

throughout their lives. LCC is not necessarily linked to producing a result in the form of 

a product (Craft, 2002), but it does bear immense potential for having an important 

impact on people’s lives. For LCC, people need some knowledge in a certain area, but 

they do not need to be experts. The goal is to find a unique way that suits them; LCC 
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“celebrates individuality” (Craft, 2002, p. 45) and self-expression. It implies self-

confidence and a “‘can-do’ attitude to ‘real life’” (Craft, 2001b, p. 49). Craft (2002) 

points out that LCC is an idea affecting education as a whole and is not related to any 

specific pedagogy.  

Promoting possibility thinking 

One way to foster creativity based on the idea of LCC is to promote possibility thinking, 

a concept developed by Craft and her colleagues, that is at the core of creative learning 

(Craft, 2001a, 2001b, 2011b). Possibility thinking brings together imagination, know-

how, intelligence, and self-expression (Craft, 2002). It is an “…attitude which refuses to 

be stumped by circumstances” (Craft, 2002, p. 111). Possibility thinking promotes an 

intentional change in thinking from “what is” to “what might be” (Craft, 2002, 2011b), 

by posing, in multiple ways, questions starting with “what if” (Craft, 2001b), thusly 

exploring unknown alternatives. The principal elements are imagination, playfulness 

and immersion, risk-taking, action and self-determination, and problem finding and 

problem solving (Craft, 2001b; 2011b), which respond to the main characteristics of 

creative dispositions as discussed in chapter 2.1.1. Although applied practically, 

possibility thinking involves a quite abstract way of thinking, but Craft (2002) claims 

that already young children are capable of it. She also thinks that for young people 

growing up in a digital environment providing many possibilities it is a quite natural way 

of thinking (Craft, 2011b). Especially in young children, the “what if”-questions are 

often not expressed verbally (Craft, 2011b), so it is the responsibility of the teachers to 

step back and observe, stimulate and support clues they see in the students’ behaviour, 

as well as to provide situations with broad possibilities for students’ agency, and 

creating time and space with equilibrium between freedom and structure (Craft, 

2011b; Cremin, Burnard, & Craft, 2006). As for examples for ways to develop possibility 

thinking in children, Craft (2002) mentions storytelling, simulations, dramatic plays, 

open-end scenarios, empathy work, role plays, fantasy modelling, puppetry, and 

improvisation.  

There is a strategy related to Craft’s possibility thinking, providing a version of the 

creative process that can be used in education and is used, for example, in innovation 

education in Iceland (see more in chapter 2.1.3). This strategy divides the creative 

process into three phases: establishing a need, finding a solution, and elaborating a 

product. The latter does not necessarily need to be material (Gunnarsdóttir et al., 2007; 

Jónsdóttir & Gunnarsdóttir, 2017). Like possibility thinking, this model is based on 

students’ agency and problem solving with alternative solutions. 
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Experiencing flow 

Csikszentmihalyi’s (1990, 1996) concept of flow concerns the psychological processes 

that are necessary to proceed from a problem to a creative solution. He states that flow 

is the one thing that differentiates normal people from highly creative people 

(Csikszentmihalyi, 1996). It is a state in which a person becomes completely absorbed 

in an experience that is challenging but makes the person at the same time feel in total 

control. The activities performed are autotelic, i.e. they are done for their own sake. 

People in a flow state tend to forget time and do not worry about failure. According to 

Csikszentmihalyi (1996) the state of flow helps people to be creative. Although some 

people might have dispositions that make it harder to experience this state, flow can be 

learnt (1990) and should therefore be encouraged in creative learning. The autotelic 

aspect of experience is also important for intrinsic motivation, which Amabile (1989) 

describes as one of the core elements of creativity. In her opinion, intrinsic motivation 

is the factor that is most in danger of being lost in education and determines 

definitively whether creativity is developed further or not. If people are intrinsically 

motivated to do an activity, they enjoy the process in itself and are dedicated to it. 

Work and play come together and are mixed. The opposite, extrinsic motivation, is fed 

by focus on evaluation, reward, and competition, and this can kill creativity (Amabile, 

1989). 

Identify, encourage, and foster 

As already stated, the teacher plays a key role in helping students to be creative. 

According to Robinson (2011), the main tasks of the teacher in teaching for creativity 

are to identify, encourage, and foster. Teachers should take on a leadership role in 

education and can be creative leaders (Claxton, Craft, & Gardner, 2008). Robinson 

(2011) lists nine principles of creative leadership divided into personal, group, and 

cultural principles, that can also be applied to teachers and their creative work in the 

classroom. Especially relevant, in my opinion, are the following principles (my 

summary): 

-Everybody has creative potential and can learn to be more creative. 

-Creativity profits from diversity and collaboration. 

-Creativity takes time and needs space. 

The teacher should make students believe in their own creative capabilities and 

encourage them to discover them further (NACCCE, 1999). A teacher can help students 

identify the area where they can use their creative potential in the best way. Craft 



26 

(2002) adds that “…much of fostering little ‘c’ creativity is about pedagogical 

approaches to encourage children’s natural curiosity” (p. 141). The teachers can also 

emphasize other related capacities in their classrooms, such as memory, awareness 

and critical thinking, which can help creativity (NACCCE, 1999).  

Duffy (2006) points out that the creative opportunities the teacher offers need to 

be meaningful, broad, balanced and accessible. In her opinion, the key to successful 

teaching for creativity lies in knowing the students well and giving them the time, they 

need. It is also important to have the ability to see the world through a child’s eyes and, 

most importantly, to possess expertise on the creative process, which involves 

documenting and analysing creative projects and activities. Like Duffy, Jónsdóttir (2011) 

writes in her doctoral research that in order to make people more innovative and 

creative through education, skilled teachers are necessary that are willing to adapt and 

reflect openly on their teaching. She points out some common things that hold back 

creativity in classrooms, which are teacher control, time restrictions, and a lack of 

flexibility. Duffy (2006) believes that an integration of several subjects and a cross-

curricular approach could help find time for creativity, but this could be hindered by a 

lack of flexibility in schools. 

Neutrality of creativity 

Education for creativity matters, because, as such, the skill of being creative is neither 

good nor bad. Creativity can also be used for “destructive, illegal, immoral behaviour” 

(Amabile, 1989, p. 26). The challenge for educators is therefore to teach not only 

creative skills, but also how to use creativity responsibly, which involves critical thinking 

and evaluation of values (Craft, 2011b). Students should think how their ideas affect 

others and the environment, and make decisions based on that (Craft, 2002). It is also 

crucial to develop moral dispositions, so students will not only know how to use their 

creativity but also do it well; the teacher must set a good example (Claxton et al., 

2008). Jónsdóttir and Gunnarsdóttir (2017) agree that the creative mind is a powerful 

tool for good and bad alike and they urge for a sustainable use of it. Craft and 

colleagues (Craft, 2011b; Claxton et al., 2008) argue that in general we must approach 

creativity in education carefully. We must be sensitive to the local context for creativity 

to be beneficial (Claxton et al., 2008). In Craft’s (2011b) opinion, the Western culture of 

constant change and innovation might not be the best solution. It may even be “socially 

and environmentally destructive” (Craft, 2001a, p. 28). I partially agree with her but 

consider this our necessary starting point since we currently live in a culture of 

innovation. Education for creativity should therefore include developing skills for how 



 

27 

to be creative without the imperative to do so all the time, because new things are not 

always necessarily better than old. I would like to complete this subchapter with a 

point made by Craft (2002) that I think is good for teachers to keep in mind: Creative 

teaching can be rewarding and nourishing, but also difficult and exhausting. It takes 

practice to be a good creative teacher that also makes students more creative. 

Creative teaching should be different from conventional teaching (Amabile, 1989; 

Duffy, 2006; Wiggins, 2011). Under the term conventional teaching I refer in this thesis 

to the praxis of putting all control over the learning process in the hands of the teacher 

(Deci & Ryan, 1987) and delivering ready-made knowledge as if pouring it into the 

heads of the students (Säljö, 2003). The teacher is the main transmitter, and the 

students are expected to receive rather passively (Jónsdóttir, 2011). This praxis still 

prevails in Icelandic compulsory schools (Óskarsdóttir, 2014), but too much control 

hinders students’ interests, creativity, and conceptual learning (Deci & Ryan, 1987). 

Therefore, in school systems in Iceland and other countries, there are efforts to change 

this style of teaching. 

2.1.3 Creativity in educational systems in Europe 

Traditionally, creativity belonged to the domain of arts education, which is often 

marginalized in formal education (Eisner, 2002). This paradigm has led to considering 

creative thinking as somewhat inferior to the analytical thinking of the exact sciences 

(Duffy, 2006; Robinson, 2011), but the perception of creativity in education is changing. 

As Robinson (2011) points out, teaching as such is a creative profession and every 

subject, including sciences, can embrace creative teaching and be used to develop 

creativity. This not only can but should be done, because solely adding art subjects 

does not lead to increased student creativity (Wiggins, 2011). This is also the view 

presented in the Icelandic national curriculum guide, which state that creativity is 

meant to be exercised in arts and crafts but also in all other subjects (MESC, 2014). 

Acknowledgement of creativity as a goal in education 

Educational policy makers, academics, and practitioners acknowledge today the 

importance of creativity in education. The view that creativity is beneficial to education 

is not new, and research on it has been conducted throughout the second half of the 

20th century (Craft, 2001a). However, since the middle of the 1990s, creativity has been 

increasingly identified as a crucial element of education to meet the requirements of 

the world in the 21st century (Craft, 2001a, 2002, 2011a; Duffy, 2006; Robinson, 2011). 

Many countries have reacted to that need by developing policies regarding creativity in 
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education and including it in national curricula. The European Union even declared 

2009 the European Year of Creativity and Innovation, and one of the featured activities 

was an extensive study on how teachers in different European countries understand 

and work with creativity (Cachia & Ferrari, 2010). The study results show that the 

participating teachers understand creativity in a broad sense, but their perception does 

not always match the way they teach. According to their responses, teachers develop 

creativity as a thinking skill and for participatory learning, but do not use play and 

multidisciplinary learning as much, though they are also crucial to creativity. This means 

that the teachers could miss out on opportunities to develop creativity. Younger and 

primary teachers in the study used creativity more often than their colleagues. Cachia 

and Ferrari (2010) suggest more teacher training and an institutionalised focus on 

creativity, for example allocating more time and space as well as financial resources to 

creative practices.  

In Europe, England was one of the first countries to seriously approach creativity in 

educational policies and institutions, and to have several extensive documents 

positioning creativity in the heart of formal education. Key figures in this process were 

Anna Craft and Sir Ken Robinson. In 1998, the National Advisory Committee on Creative 

and Cultural Education (NACCCE) was established and published a report with 

recommendations for compulsory education in 1999 (NACCCE, 1999). It points out the 

challenges that education faces and will face even more strongly in the future (see 

chapter 2.1.2) and links the need for creative education to the requirements of already 

existing educational policies to unlock every child’s individual potential. Creativity 

should have a central, systemic role, and it should not only be put into individual 

subjects. Creativity can be developed, and teachers have a crucial role in doing so. The 

report also emphasizes the importance of partnerships between schools and other 

parts of society and the need for better teacher training. It establishes a link to cultural 

education, claiming that students need to know their roots and understand how 

culture and cultural change work in order to orient themselves in an unstable world 

and create new ideas. Furthermore, all new ideas are based on the achievements of 

other people, whether adding to or negating them. However, the connection between 

creativity and culture has also been criticized, because cultural education has the goal 

to preserve, while creative education aims to innovate (Craft, 2011a). Different 

initiatives like the “Every Child Matters” have been launched since the publishing of the 

report (Duffy, 2006), and the curriculum describes children as “creative thinkers” 

(Burnard, 2011).  
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Solutions to fostering creativity can be as diverse as the definitions of creativity 

itself. An interesting example is Germany, where informal education is well developed 

and is the main educational format responsible for fostering creativity as a life skill for 

students of different ages (Fuchs & Witte, 2011). Efforts have been made to assess its 

effectivity and improve its quality to meet the needs of the probable future and 

recognize the importance of informal learning (Fuchs & Witte, 2011; Witte, 2013). A 

Cultural Competency Record (CCR) has been created for these means. It shows the 

individual curriculum of activities attended, and the strengths and skills demonstrated 

during the activities. Participation in the CCR project is voluntary and one of the aims is 

to raise awareness in young people themselves about their development of creativity 

and other skills, as well as their strengths. There are four steps involved in the process 

of obtaining a CCR (Witte, 2013):  

1) Analysis of competencies that can be acquired in a particular project; 

2) Observation of a young person (competencies shown in dealing with a task); 

3) Dialogue between the young person and the educator about the competencies 

developed; & 

4) Description of the learning result and joint formulation of the CCR. 

Witte (2013) presents self-confidence, perseverance, team skills, translation skills, 

design skills, and creativity as examples of competencies. Although creativity is listed as 

one competence next to others, they are all competencies that help to be creative. 

Self-confidence and perseverance are, for example, seen by Amabile (1989) and 

Robinson (2011) to be related to creativity. 

The educator involved in the process must have attended CCR training, and all four 

steps of the process must have been completed. Witte (2013) claims from his 

experience that young people enjoy the CCR process, and many regard it as beneficial 

for their professional lives. In Witte’s (2013) opinion, CCR is easy to adapt to many 

different cultural projects. Educators appreciate that their work is professionalized 

through CCR, although they claim that the process is time consuming. In 2013, around 

5000 competency reports had been awarded to young people by 1000 certified 

educators (Witte, 2013). The CCR training course is part of the study curriculum of 

cultural science at five universities. Unfortunately, I did not find more up-to-date data. 

Systematic changes inspired by creativity 

However, the different policies and curricula mentioned above have been criticised for 

having good intentions but not being implemented wisely and their effects not being 
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monitored enough (Burnard, 2011; Jónsdóttir, 2017; Lucas et al., 2013). Lucas et al. 

(2013) point out the challenges of integrating creativity into an existing school system 

driven by subject division and grade assessment, where there is a lot of disengagement 

by students and teachers alike (Robinson, 2011). In response, Eisner (2002) suggests 

changes in schooling based on the experience of arts education, such as emphasizing 

the importance of imagination, relationships, intrinsic motivation, and a diversity of 

understanding. Duffy (2006) agrees that “…learning through the arts is beneficial in its 

own right and contributes to children’s development in all areas of learning” (p. XVI). 

But she warns not to objectify the arts and ignore their intrinsic value. The NACCCE 

report suggests that an educational model for the 21st century includes “…reviewing 

some of the basic assumptions on which education so far has been based” (NACCCE, 

1999, p. 18). Craft and Robinson regard not only a reform but a transformation of 

school systems as necessary, with creativity at the heart. In their opinion, most formal 

education systems worldwide are outdated and based on the needs of the industrial 

age (Robinson, 2011). As pointed out in chapter 2.1.2, the digital age we live in now 

requires much more flexibility and originality, but also collaboration, shared objectives, 

and a culture of creativity that involves everyone (Burnard, 2011; Craft, 2011a; 

Robinson, 2011; Sefton-Green, 2011). In Craft’s opinion, creativity can be both a 

desired goal of school transformation and a way for doing so.  

This could at least partly be done with bottom-up approaches. It appears that 

ordinary creativity is not only relevant for a successful life of the individual but can also 

lead to significant innovations, so called user innovation and citizen innovation 

(Amabile, 2017). This is thanks to the increasingly connected world and technologies 

which enables ordinary people to get their good ideas to the right place, often in 

collaboration with others. Amabile predicts that ordinary people’s innovations could 

“…become the most important source of creative breakthroughs” (Amabile, 2017, p. 5). 

These forms of innovation are already used by many companies and some 

municipalities to improve and innovate their products and services; but, in my opinion, 

they could also be used to innovate education, involving the users – teachers, students, 

and parents. 

Creativity in Icelandic education 

Because I conducted my research in Iceland, I will focus in the following paragraphs on 

the development of creativity in education in Iceland. A first step for formally 

integrating creativity into education outside the arts and crafts subjects was done in 

Icelandic education in 1999 with the introduction of innovation education into the 
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curriculum and studies related to it. Although intended as a separate subject, the 

conditions in the individual schools often lead to realizing elements of innovation 

education in other subjects or as an elective (Jónsdóttir, 2011). Innovation education is 

about “…inventing new objects, redesigning things that already exist to enhance and 

improve the conditions of social life” (Jónsdóttir & Macdonald, 2008, p. 3). It aims to 

make science more interesting by using a creative approach (Jónsdóttir, 2009) and in 

general change the way how students are educated and made into critical thinkers 

(Jónsdóttir & Gunnarsdóttir, 2017). It is based on having practical influence on the 

environment (Ólafsdóttir & Jónsdóttir, 2016), but in a playful way.  

Innovation education is not a quick fix method for problems, but rather gives 

teachers and students the tools to engage with different environments in diverse ways 

(Jónsdóttir & Gunnarsdóttir, 2017). Jónsdóttir and Gunnarsdóttir (2017) emphasize the 

importance of the connection to an environment and fellow human beings and seeing 

the connection between one issue, one life, and the greater context. “Innovation 

education calls for flexible organization, giving value to student voice, eliciting the tacit 

knowledge of students and situated learning” (Jónsdóttir & Macdonald, 2008, p. 2). By 

solving their own problems, the students develop agency and life skills they can already 

use in the present and will need in their future (Jónsdóttir, 2011). This pedagogical 

approach of innovation education is called emancipatory pedagogy, and Jónsdóttir and 

Gunnarsdóttir (2017) claim that it can help to make students “…better human beings in 

the company of others“ (p. 153). The self-confidence of the students is augmented by 

the fact that they are given more power; the roles of teachers and students then touch 

or even overlap (Jónsdóttir, 2016). Because innovation education involves elements 

from various school subjects – such as crafts, sciences and economics – the students 

see an immediate need for what they learn and are more motivated; Jónsdóttir (2004) 

has experienced a very positive atmosphere in teaching innovation education.  

Worth mentioning in this context is the report on arts and cultural education in 

Iceland written by Ann Bamford (2009), which gives an overview of arts in many 

different forms of education and includes aspects of teaching through arts. Overall the 

report gives positive feedback on the Icelandic educational landscape regarding arts 

and cultural education. Arts education is internationally on a high level, well resourced, 

and enjoys support from the general society. Bamford points out positively that 

Icelandic schools often use thematical learning. One of the recommendations of the 

report is, however, that “…more integrated, creative learning through the arts be 

promoted” (Bamford, 2009, p. 10), both using arts as a teaching tool and educating in 
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different art forms. The report emphasizes that while Iceland does very well on 

teaching technical skills in arts, the development of creativity can still be improved. The 

report also criticises that there is not enough distinction between arts education, 

creative education, and cultural education, which are related but not the same. The 

report still links the development of creativity to the arts – although it does not say that 

creativity is possible only in the arts – but attaches a lot of value to its usage in schools 

as a major educational tool, not a group of subjects at the edge of the education 

system. The teacher is seen “as an agent of creative catalyst” (Bamford, 2009, p. 91). It 

is interesting to see the parallels of Bamford’s report to the NACCCE report, although 

they were written with different intentions, in different countries and with ten years 

between them. Both link creative and cultural education and point out the importance 

of partnerships outside schools. 

In 2011, the Icelandic Ministry of Education, Science and Culture (MESC) published 

national curriculum guides for preschool, compulsory and higher secondary education. 

They were updated in 2013 and translated into English the following year. Creativity is 

introduced as one of the six fundamental pillars or ideals (Jónsdóttir, 2017) of 

education, alongside literacy, sustainability, democracy and human rights, equality, and 

health and welfare (MESC, 2014). Jónsdóttir (2017) argues that the English word ideal is 

more in line with the Icelandic word “grunnþáttur” (direct translation: fundamental 

element) than the word pillar as it indicates separate pillars but the emphasis in the 

curriculum is on the integration of all six ideals in Icelandic education. Nonetheless, I 

will use the official translation, pillar, in my thesis. The document relevant for this 

study, the national curriculum guide for compulsory schools (MESC, 2014), describes 

the role of each pillar in general and in different subjects, the interaction of the 

different pillars, and points out evaluation criteria for the end of each key stage (4th, 7th, 

and 10th grades). The guide emphasises the role of creativity for understanding, 

communication, innovation, and problem solving, aas well as its connection to critical 

thinking, but also to joy. A separate booklet on the pillar of creativity has been 

published (Jóhannsdóttir et al., 2012) to facilitate the work of educators, containing 

explanations, good practice examples, and sources for further information. Several 

studies have been conducted on the use of creativity in teaching, many of them since 

the introduction of the new curriculum guide. They are mainly conducted by teachers 

themselves focusing on different specific aspects of teaching in hopes of improving 

their own practices (e.g. Gísladóttir, 2015; Jónsdóttir, 2017; Taranenko, 2014). 

However, only a few of them are in English – mostly English reports of studies 
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conducted in Icelandic – and not many give a more general picture of teachers’ uses of 

and experience with creativity across schools and subjects. In my research, I respond to 

the need to fill this gap. 

2.2 The social environment of schools 

Because the development of creativity as a skill and specific creative ideas do not 

happen in a vacuum, it is worth looking at factors of the social environment in schools 

and classrooms to have a basis of evaluating the circumstances in which creativity is 

fostered. Studies have shown that success in school depends not only on 

predetermined capabilities of the individuals, but also on the environment, which is 

often not sufficiently accounted for in education (Comer, 2015). It is only logical that 

the same should be true for success in creative learning. Students spend a considerable 

portion of their time in school in terms of hours each day and in terms of the years of 

their childhood. Thus, the school as a long-term environment can have a powerful 

impact on behaviour, learning, and personal growth (Moos, 1979). Skills develop or 

decline depending on whether they are reinforced by the microenvironment: the 

classroom (Moos, 1979). Furthermore, the social environment can have an impact on 

social skills (Brand, Felner, Seitsinger, Burns, & Bolton, 2008; Moos, 1979), which are no 

less important than academic knowledge and technical skills, and their importance is 

increasing in the 21st century (Robinson, 2011). In our society, physical strength is not 

sufficient anymore to find a well-paying job, according to Comer (2015), and he 

suggests that schools should actively use and nurture a positive social school 

environment to build the students’ social capital. 

Both physical and social aspects influence the learning experience of students. 

Moos (1979) differentiates four main categories of environmental variables: physical 

setting, organizational factors, human aggregate, and social climate. Each can influence 

the individuals in the environment directly or indirectly through impact on other 

variables. This differentiation of variables is important because it shows that many 

different people build a social environment: physical setting and organizational factors 

are mainly – although not solely – determined by educational authorities (outside of 

the environment of the school itself), while human aggregate depends on the people in 

the environment. The variable of social climate is described as a mediator for the other 

three categories and the “personality” of a school (Moos, 1979). Other authors 

distinguish between two levels of social school environment: school culture and school 

climate. School culture includes permanent rules, explicit and implicit, on how things 
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are done, while school climate describes the conditions and attitudes of teachers and 

students at one point in time (Price, 2015). A very powerful but not measurable 

element of both is the latent beliefs of all parties involved, that influence relationships 

and attitudes (Price, 2015). This includes beliefs about creativity and its place in 

education. Brand et al. (2008) point out that the social climate is modifiable and 

important for successfully implementing school reforms. The latter can also apply to 

the changes in the education system that come with moving creativity more into the 

centre of education. 

It is important to point out that not only the individual is influenced by the 

environment but also vice versa. They influence each other in the different stages of 

contact, from the point when a student enters an environment to when he or she is 

established within or leaves the environment. The stages are cognitive appraisal, 

activation or arousal, efforts of adaptation and coping, and student stability and 

change (Moos, 1979). The aspect of mutual influence is relevant for my study because, 

on the one hand, the social environment in a school can influence the development of 

creativity, and on the other hand, it can be influenced – and hopefully improved – by 

creative teaching and learning. In this study, I explored both directions of influence, and 

how the participating teachers actively modify the environment to promote creativity 

in their classrooms. 

2.2.1 The environment in the classroom 

Students spend most of their time in school in a classroom with their teachers and 

classmates. Moos (1979) considers the micro-setting of a classroom the most important 

in the educational environment and as having the strongest impact on the students. 

The relationship between students and teachers is the “heart of education” (NACCCE, 

1999, p. 101).  

Supporting wellbeing 

A good environment can enhance wellbeing not only in the classroom, but also in the 

whole school. Wellbeing was not initially in the focus of my research but evolved during 

data collection and analysis. Wellbeing is a term that has gained increased attention in 

the Western world, where the material needs for survival are fulfilled (Boniwell, 2012). 

Wellbeing is beneficial to health, success, sociability, and creativity. Boniwell (2012) 

divides wellbeing into subjective and eudaimonic wellbeing. The first concerns personal 

happiness and consists of cognitive life satisfaction and affects people’s moods, which 

are more changeable than life satisfaction. Happiness is increased in relationships, but 
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also by engaging and meaningful work. Eudaimonic wellbeing is an umbrella term for 

different theories connected to reaching one’s human potential and is based on the 

idea that all humans strive constantly to actualize and develop (Boniwell, 2012). It is 

also associated with autotelic activities and flow (Csikszentmihalyi, 1990). One way of 

achieving wellbeing is through mindfulness which involves “…effortless concentration 

and full attentiveness to what you are experiencing or doing at the moment…” without 

judging (Boniwell, 2012, p. 153). Mindfulness can help one to become calm, experience 

liveliness, and improve inner balance.  

Power and control in the classroom 

To evaluate which kind of social environment is found in which classroom, there is a 

need for measurement criteria. Moos (1979) suggests that both students and teachers 

should be included in classroom evaluation. My focus for evaluating social 

environments in this study will be mainly on social climate – as Moos suggests – and 

how the teachers evaluate it. According to Moos, the main dimensions of social climate 

are relationships, personal growth or goal orientation, and system maintenance and 

change. In the relationship dimension, affective aspects between teachers and students 

and between students themselves are important. The goal dimension is described by 

the academic style, the degree of competition, and task orientation in a classroom. 

Factors of the system dimension are rule clarity, teacher control, and innovation (Moos, 

1979). 

Inside the system dimension developed by Moos lies Bernstein’s (2000) concept of 

power and control in educational settings. He claims that schools disguise the power 

relations that are obvious in society, and falsely claim to be neutral. The problem is not 

power relations as such, but how we can use them in creating a positive – in this case a 

creative – learning environment. He also criticizes the way students are categorized in 

school (by age and success or failure) – a view which corresponds to Robinson’s (2011) 

opinion on how the education systems around the world are outdated and badly suited 

for developing creativity. In Bernstein’s (2000) opinion, communication is the main 

defining element for how learning results are formed in students. Forms of 

communication are established by control inside a certain category, while relations 

between categories are established by power. The latter can be examined by the 

concept of classification, while framing is a concept to analyse the communication in 

pedagogic practice. In education, classification defines what is taught, framing how 

meaning is established. Both classification and framing can be weak or strong and vary 

independently. Strong classification leads to a strict hierarchy of knowledge; in strong 
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framing the control over the form of teaching lies with the transmitter (the teacher) 

alone. Framing consists of elements of regulative discourse (behaviour rules) and 

instructional discourse (teaching methods), whereas the regulative discourse is always 

dominant. In the interaction in the classroom, rules of both classification and framing 

are relevant. The first provides students with a hint of which meanings are relevant, 

called recognition rule by Bernstein (2000). The latter, called realisation rule, concerns 

how meanings are put together and expressed. Jónsdóttir used Bernstein’s model of 

framing and classification in her doctoral research on innovation education in Iceland 

(Jónsdóttir, 2011). Since innovation education is closely related to my topic of how 

teachers work with creativity, I have decided to also use this model in my study – 

though not as the main focus – when analysing data related to the social environment, 

but instead as an addition to the model of social climate developed by Moos (1979). 

Of further relevance in the context of creativity is Bernstein´s (2000) differentiation 

between the competence model and the performance model in education. 

Competences are of a practical nature and are learnt in informal social situations. More 

importantly, they are outside of power relations and, therefore, more democratic than 

formal knowledge acquired to lead to performance. Thusly, a competence model in 

school puts the emphasis on teacher autonomy and learners’ present needs and 

existing knowledge. Teaching is realized in projects and communication is 

individualized. The performance model puts the emphasis on a differentiation between 

subjects, mistakes in students’ performance; teaching is standardized. Moos (1979) 

suggests a simple way of environment evaluation, which is similar to Bernstein’s model. 

By measuring how high a classroom scores on variables of support and control, he 

develops four distinct types of classrooms: high support and control, low support and 

control, low support and high control, and high support and low control. According to 

research by Moos (1979), the most positive learning outcome is possible in classes with 

high support and high structure, but not high control. While structure is commonly 

seen as a principal element, some authors put a greater emphasis on the dimension of 

relationships and their influence on student learning (Price, 2015). According to Price, 

not only teachers’ actions, but also their perceptions of students’ academic and general 

school engagement are important for the context. However, during my research I also 

follow Moos’ (1979) advice of evaluating an educational environment as whole not only 

the factors, that I preliminarily considered important. I focus on the teachers’ opinions 

about the social environment, since my aim is not to develop a complete evaluation of 

the social environment, and also since the students’ opinions are much more 
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complicated to access. It is important to keep in mind that the classroom environment 

does not only influence students, but also has an impact on the teacher’s behaviour, 

teaching style, use of skills, and methods (Moos, 1979). 

2.2.2 The school environment for teachers outside the classroom 

Although teachers spend most of their time in classrooms with students, contact with 

other school staff builds important social capital, which is part of teachers’ professional 

capital alongside human and decisional capital (Hargreaves & Fullan, 2012). Social 

capital refers to the quantitative and qualitative aspects of a person’s network – in this 

case, in school. Good social capital is created by collaboration. Also, human and 

decisional capital are best developed in a community. One of the most relevant tools 

for professional improvement lies in seeking collaboration with peers and peer 

evaluation. Hargreaves and Fullan (2012) claim that in the long-term teachers cannot 

achieve their goals without collaborative colleagues and an encouraging environment, 

which includes the school, society, and educational policies.  

The social environment and building social capital are especially important for 

beginning teachers; collaboration with other teachers leads to self-efficacy if the 

interaction has positive quality (Devos, Dupriez, & Paquay, 2012). Devos et al. (2012) 

point out two kinds of goal orientation in a teacher collective: mastery (focus on the 

task) and performance (focus on the individual and comparison) goals. The latter can 

hinder a positive and fruitful work climate between colleagues since teachers see each 

other as competitors. Devos et al. (2012) also emphasize that it is crucial to spend time 

and effort on a good working atmosphere within school staff, which can be achieved 

formally and informally. There is a constant need to sustain and improve the working 

atmosphere since people’s interactions are very changeable – much more so than 

organisational culture (Price, 2015). This is not only important for the wellbeing of the 

staff; interpersonal trust can also lead to more effective work in the school (Hargreaves 

& Fullan, 2012; Price, 2015). 

Interesting in this context is a study result by Moos (1979), stating that people in 

higher power positions (in this case teachers and principals) tend to regard a social 

environment as more positive than people in lower power positions (students) do. It is 

worth keeping this in mind when reading the results of this study which are based only 

on the opinions of the teachers and my subjective view on classroom situations as an 

outsider. 
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2.2.3 Importance of the social environment for creativity 

Reading through literature on creativity and comparing sources, it seems that the social 

environment is important for creativity in four ways: 

1) to judge what creativity is; 

2) to support or hinder creativity; 

3) to benefit from creativity; & 

4)  in collective forms of creativity. 

1) Judgement about creativity 

While creativity has both individual and social features (Lucas et al., 2013), the 

definition of what is accepted as a creative result is determined in the social context by 

the community of people involved and knowledgeable in the field (Csikszentmihalyi, 

1996; Gardner, 1996). While these are considerations that Csikszentmihalyi and 

Gardner formulated mainly with exceptional creativity (big ‘C’ or H-creativity) in mind – 

where the field consists of domain specific experts – I believe this can also be applied to 

ordinary creativity (little ‘c’ or P-creativity). In this case, the judges of creativity can be, 

for example, family members, teachers and peers. With criteria for what is considered 

creative changing over time (Sternberg, 2006) and we must understand the 

environment to fully understand the creative process happening in it (Gardner, 1996).  

2) Supporting or hindering creativity 

The main aim of this study is to explore how the social environments of schools and 

classrooms influence the development of creativity, and how teachers actively shape 

the social environment for and through their creative activity. Csikszentmihalyi (1996) 

claims that “…it is easier to enhance creativity by changing conditions in the 

environment than by trying to make people think more creatively” (p. 1). While this is 

debatable, environmental factors undoubtedly do play a role in fostering creativity. 

Amabile (1989) considers that a person’s creativity is a combination of inborn factors 

(talent), learning (skills), and the social environment – the latter being connected to 

intrinsic motivation and interest. Although intrinsic motivation is personal, and people 

differ in which activities each finds intrinsically motivating, Amabile (1989) also points 

out that environmental factors influence motivation. It is therefore a responsibility of 

the teacher to promote intrinsic and not extrinsic motivation in their classrooms if they 

want to foster creativity.  



 

39 

Craft (2001a, 2002) summarizes the characteristics of a creative climate from other 

studies as being challenging, supportive and tolerating uncertainty – an environment 

where people can take initiative, interact with others, come up with new ideas, and 

debate them. Creativity can only flourish in a supportive environment with a platform 

to express and develop one’s ideas (Sternberg, 2006). This involves a culture of 

participation and collaboration (Burnard, 2011); creativity is developed in relationships. 

Duffy (2006) agrees with this and suggests that teachers work in teams with other 

teachers, as well as offer secure, trusting relationships to their students. According to 

Csikszentmihalyi (1996) the density of interaction is one of the factors that can make an 

environment more or less supportive of creativity. Studies by Gardner (1996) show that 

even highly creative geniuses like Einstein needed an affective and cognitive support 

system to pursue their ideas to their ends. Moos (1979) agrees that relationships are 

important in the development of effective learning but points out that in primary 

education all three dimensions (relationships, goal orientation, and system 

maintenance) should be emphasized. His studies showed that subjects traditionally 

regarded as creative – such as music and art – have the classrooms with the highest 

innovation and supportive task orientation (Moos, 1979). Although these studies are 

almost 40 years old, I think that the main human features as well as the features of 

these subjects do not change very swiftly, and the results still have relevance today. 

An important social factor in relationships and the whole social climate is the factor 

of power relations and control as depicted in chapter 2.2.1. Wiggins (2011) claims that 

creative learning requires less explicit teaching, and students are given more power 

than through instruction based on memorization and assessment by formal tests. Duffy 

(2006) claims that students should have more of a share in decision making about their 

creative experience, and Craft (2002) adds that self-assessment of the students should 

play a considerable role. In my thesis, I used the concepts of framing and classification 

by Bernstein (2000) to explore how creativity and social climate interact. Jónsdóttir 

(2017) suggests that the awareness of control and power in education can help 

teachers to set a better environment for creativity, giving students opportunities for 

agency and engagement, balancing structure and autonomy. However, she also advises 

teachers that students need to be prepared to take control themselves, because they 

might be insecure. With increasing student confidence, the teacher can then weaken 

the frame. In the context of my study, I also found it interesting to explore how much 

and in what ways the interviewed teachers and their schools implement the 

competence model of education (Bernstein, 2000), based on the teacher’s interview 
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answers. Bernstein describes his competence model as “intrinsically creative” (p. 42). It 

also corresponds to the requirements for creative learning set by Amabile (1989) of 

focusing on learning over performance.  

Other important factors regard the physical environment, such as the distribution of 

knowledge and material resources (Csikszentmihalyi, 1996). It is important that the 

individual feels comfortable and safe in an environment and in charge of the working 

rhythm. The physical environment should show signs of personalisation and be 

meaningful to the individual (Csikszentmihalyi, 1996). Especially the latter is a challenge 

for educational institutions where classrooms are used by many different students and 

where students switch between classrooms for their subjects. Nevertheless, Duffy 

(2006) advises that teachers prepare the physical environment for creativity. The 

preparation of the environment includes providing space to move and work both alone 

and with others, and the possibility to leave work in progress. The environment should 

have sufficient light and stimulating colours, as well as space for storing and display. 

Material should be organized in a way that it stimulates curiosity and encourages new 

combinations. It is also important that the teacher makes sure that the students know 

how to use all material and equipment safely. While Duffy (2006) talks mainly about 

early education setting, the fostering of creativity can always profit from a thought-

through environment that gives space for the basic human need of being creative. 

Amabile’s (1989) recommendations for how to promote creativity best include creating 

a structured environment where unstructured activities can take place. She also advises 

to diversify learning groups and make the classroom visually stimulating.  

However, embedding creativity firmly into a social environment does not mean that 

it is only possible to be creative when surrounded by people. Some stages of the 

creative process, like incubation (Csikszentmihalyi, 1996; Amabile, 1989) or flow 

(Csikszentmihalyi, 1990, 1996) may be better performed in isolation. Nevertheless, in 

these moments the individual needs to feel safe enough in their environment to 

engage in these mental processes. 

3) Benefitting from creativity 

The social environment is also of interest for studies of creativity, because the 

environment is the immediate beneficiary of creative ideas and products that evolve. 

The environment can be specific people (i.e., when receiving a creative work as a gift), 

society as such (i.e., through improvement of life processes), and the physical 

environment (i.e., through creative design). In education, this means that not only 
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learning in classrooms, but the whole social – and physical – environment of a school 

should be shaped by creativity (Wiggins, 2011).   

Creativity can enhance the social skills of students who, in turn, can contribute to a 

more pleasant environment; the creative learner shapes and is being shaped by the 

surrounding community (Burnard, 2011). Creativity is associated with wellbeing and an 

environment that promotes the latter. When studying diaries of people in different 

professions working on creative projects, Amabile (2017) discovered that creativity is 

higher when emotions and perceptions are positive, in addition to strong intrinsic 

motivation and making meaningful progress. But the positive effect also works in 

reverse: the people studied indicated that it improves their work and life quality to be 

creative, making it more emotionally rich. Sternberg and Lubart (1999) claim that 

creativity can lead to increased motivation, and Craft (2011b) states that it can assist in 

the “…quest for spiritual meaning and expression” (p. 25). The link between creativity 

and wellbeing is also established in the NACCCE report (1999), stating that creativity in 

education enables particularly rewarding relationships for both teachers and students. 

4) Collective creativity 

Sometimes creativity is expressed directly through collective activity (NACCCE, 1999), 

and it is difficult to identify one single creative mind that initiated an idea, which might 

happen in the closely-knit environment of a classroom where participants – students 

and teachers – spend a considerable amount of time together and know each other 

well. Claxton et al. (2008) claim that the creative process is often a collective one in real 

life, and creativity in schools should represent that. 

Fostering creativity in the Icelandic environment 

In my study, I focused on the social environment of the classrooms and schools, but 

creativity is also influenced by the environment of society. In the context of Iceland, 

there is a very recent study which is of some interest for my research regarding the 

impact of education and society on creativity. An international team of researchers 

intended to explore what makes Icelanders creative, because, referring to the Global 

Innovation Index 2017, they claim that the nation is among the most innovative in the 

world (Kerr et al., 2017). Scholarly literature review, observations, artefacts, interviews 

and research journals were used for data collection. The study focuses on domain-

specific artistic creativity which is not the focus of my study, but I find the opinions of 

the Icelandic interview participants – mostly non-educators – on what they think made 

them so creative worth discussing in this context.  
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The interviewees described elements of Icelandic culture, such as independence, 

openness, respect for art, and gender equality as enhancing creativity, as well as the 

physical environment of downtown Reykjavik with a lot of creative hubs, which relates 

to Csikszentmihalyi’s (1996) point of unequal distribution of knowledge. Collaboration 

between artists as part of the social environment was mentioned as well. Only half of 

the respondents however saw education in Iceland as very suitable for promoting 

creativity and as being better than in other countries (Kerr et al., 2017), and it is 

alarming that especially younger respondents disagreed on that – the ones that should 

have had more education focusing on creativity. Unfortunately, the study did not 

explore exactly how education fostered the creativity of the interviewees. The 

researchers themselves linked it to innovation education and an emphasis on 

comprehensive arts and crafts education. However, many respondents still attributed 

their creative success mainly to luck and did not see themselves as particularly creative 

(Kerr et al., 2017). 

Closing this overview on theories, concepts, and ideas I used as a basis for my own 

research, I will, in the next subchapter, present the main elements of the theoretical 

frame for my data, based on the content of this theoretical chapter. 

2.3 Use of theoretical concepts for data collection 

In what follows, I will briefly present which theories and models described in this 

theoretical chapter are the ones I mainly used to collect and analyse my data. The 

analytical questions were guiding the interview but were not meant to be asked in the 

interview exactly as they appear in table 2, but rather presented a guideline to which 

questions I wanted to answer by asking more subtle questions. Furthermore, I did not 

limit myself to these areas of interest, but also followed other topics arising during data 

collection, as was the case with wellbeing (Boniwell, 2012), which does therefore not 

appear in table 2, although it is quite relevant for this study. 

Table 2. Theoretical concepts in this study 

Theory or model Author Analytical questions 

Little ‘c’ creativity Craft How do teachers encourage the creativity 
in each student? 

H-creativity and P-creativity Boden What impact do the creative activities 
have in the closest environment? 

Creative dispositions Lucas, Claxton, 
Spencer, and 
others 

Which creative dispositions do the 
teachers see in their students and 
themselves? Which do they consider 
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important? Which do they actively try to 
develop? 

Criteria for creative product Steinberg, Lubart, 
and others 

Which criteria of creativity are visible in 
the creative output from class? Which 
criteria do the teachers apply 
themselves? 

Domain skills, creative thinking, 
and intrinsic motivation 

Amabile How do the teachers try to achieve 
intrinsic motivation in their students? 
How do they make sure students possess 
the necessary domain skills and working 
tools to be creative? 

Stages of the creative process Csikszentmihalyi How is the creative process realized in 
the classroom? 

Education for and through 
creativity 

Jeffrey and Craft What activities do the teachers do which 
they relate to creativity? 

Requirements of the curriculum 
guide 

MESC What is the teachers’ opinion about the 
document? How do they work with it? 

Play and work, divergent and 
convergent thinking 

Robinson and 
Craft 

How are the two elements present in the 
activities described by the teacher? 

Possibility thinking Craft How do the teachers encourage students 
to think about alternative solutions? How 
do they create time and space for 
creativity? How do they promote student 
agency? 

Flow Csikszentmihalyi When and how do teachers and students 
experience flow in creative activities? 

Dimensions of social climate Moos What is the state of relationships, goal 
orientation, and system maintenance in 
the classroom? Which one shapes the 
classroom environment most? 

Mutual influence of environment 
and individual 

Moos How do the teachers perceive the 
influence of the environment on students 
and teachers? How do they perceive the 
influence of students and teachers on the 
classroom environment? 

Framing and classification Bernstein In which activities are framing and 
classification strong; in which are they 
weak? How does the strength of both 
influence creativity of teachers and 
students? 

Competence model Bernstein What elements of the model are visible 
in the teaching and learning? 

Goal orientation among teachers Devos, Dupriez, 
and Paquay 

Do the teachers consider the goal 
orientation in their school as focused on 
the task or the individual? 

Working atmosphere and trust Price How do the teachers perceive the 
working atmosphere in their school? How 



44 

much trust is among the teachers and 
between administration and teachers? 

The diversity of opinions and theories about creativity makes difficult at times to 

orientate, and it may seem that everything different from the usual can be called 

creative, which is certainly not true. In this chapter, I attempted to present a picture of 

creativity that would be both inclusive and clear, as well as focused on education. I 

think there are many reasons to educate for creativity. It can make learning more fun in 

the moment and give students confidence in the future. Creativity is part of the 

diversity of a human being and we should not educate only one part of a human, not 

only one half of the brain (Robinson, 2011) – the one responsible for logical reasoning 

and hard facts. But the emphasis lies on how this education can be realized. As Claxton 

et al. (2008) point out, it is not enough to somehow make students creative It is a 

complex combination of observing, eliciting, encouraging, leading and reflecting. 

Knowledgeable, passionate and wise teachers are needed for this. The concepts of 

social environment and social climate are as intangible as the term creativity and they 

influence the way in how students learn and are creative through numerous factors. 

Although they are maybe not the deciding factors of whether or not creative work 

takes place, they can still enhance or hinder it. 
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3 Methodology and methods 

In this chapter, I describe the research design and methods I used in my study. I start 

with an overview of the characteristics of qualitative research, which best fit my goal of 

exploring how creativity is used by the individual teachers in their work. I go into detail 

about case studies and why I choose this type of research. Furthermore, I describe the 

methods I used for sampling, data collection, and analysis. This chapter also includes 

my contemplation of ethical issues and the limitations of this study. 

3.1 Methodology 

This study is an instrumental case study – a form of qualitative research – which I used 

to explore in depth the issues of working with creativity in three Icelandic compulsory 

schools and to answer my research question and two sub-questions. Different 

methodological stances served as an orientation throughout the research process. 

Qualitative research 

Qualitative research is concerned with in-depth analysis of the research problem to 

explore the meaning that people attach to it (Creswell, 2014), considering all 

influencing factors including the subjectivity of the researcher and the study 

participants. Qualitative methods are often associated with the constructivist 

worldview that truth is subjectively constructed through interaction with the 

environment (Crotty, 1998). I take a constructivist stance in my thesis, because 

creativity is a social construct, which can be interpreted and used in education in many 

ways.  

Qualitative research mainly uses inductive strategies, starting from individual data 

pieces, especially in the beginning of research (Brinkmann & Kvale, 2015; Creswell, 

2014). In this study, I constantly practiced flexibility and adjusted interview questions in 

the process to fit the individual profile of each participant and following the topical 

directions in which the data led me (Merriam, 2009). I slightly adjusted the research 

questions and formulated two instead of three sub-questions, because only during the 

research - based on literature and data – did the final focus of my study become 

refined. The final research question was how teachers in three Icelandic compulsory 

schools work with creativity in their teaching, with the sub-questions asking how the 

social environment affects creative work in schools and how creativity influences the 

social environment of a class and school. 
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The focus is on the practice of each teacher with the social environment being one 

element of the teacher’s experience, linked necessarily to the other elements, often as 

an underlying factor. In a qualitative study, data collection and analysis happen at the 

same time, with the focus gradually switching from the first to the latter; the 

researcher’s reflexivity on the aim of the study and their own role in it is important in 

all phases (Creswell, 2014). 

A qualitative study is a common journey of researcher and participants, and all of 

their voices should be evident in the research report (Creswell, 2014). While the 

strength of qualitative research is that it can provide deep insights into people’s 

opinions, feelings, and meaning making, its limitations are the lack of generalizability 

and objectivity of results, because every study – even every data source – is unique 

(Creswell, 2014). Qualitative research is not suited for statistical analysis either 

(Creswell, 2014). I chose qualitative research because the nature of creativity as 

pointed out in the theoretical chapter makes it impossible to prescribe one way of 

fostering creativity that works for all schools, all teachers and all students. It is 

therefore much more valuable to understand in depth how each teacher works with 

creativity and which factors influence their work. 

Instrumental case study 

My study is an instrumental case study of three schools – the individual teachers being 

sub-cases. A case study is an “in-depth description and analysis of a bounded system” 

(Merriam, 2009, p. 40), which can be a single person, a whole institution, or an 

intangible matter like an educational program. The limits to the case must be clearly 

defined, which can include limits of time or activity (Creswell, 2014). Often, a variety of 

methods and sources is employed to explore the case in depth. Merriam (2009) points 

out that case studies are suitable for looking at a practical problem, which is what I 

tried to achieve in this study. An instrumental case study is a type of case study which 

attempts to shed light on a specific issue (Merriam, 2009), which, in my study, is the 

work with creativity in three schools. I will not explore the characteristics of each 

school in depth, but background information on the schools is used to put the teachers’ 

opinion and experience into context, which is especially important because the social 

aspect of creativity is one of my foci.  

Semi-structured interviews 

As stated by Creswell (2014) it is important in qualitative research that data collection 

happens in a natural setting and to use several sources to support one’s argument. I 
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mainly used interviews with teachers and enriched and supported my data with 

observations about the interviews and during classtime with the teacher. The aim of a 

qualitative research interview is to “…understand the world from the subjects’ point of 

view, to unfold the meaning of their experiences“ (Brinkmann & Kvale, 2015, p.3). It is 

based on the constructivist belief that knowledge is socially constructed and can be 

obtained not only from experts in a field. Data obtained in an interview includes not 

only spoken word but also nonverbal factors during the interview. There are few 

standard rules on conducting qualitative interviews, but they should be well prepared 

and have a clear purpose in order to yield new knowledge (Brinkmann & Kvale, 2015). 

This includes being knowledgeable about the topic and possessing structural and 

conversation skills. The interviewer should be sensitive and set a stage where the 

participant feels comfortable talking.  

A research interview is often called a dialogue, but one must be aware that it is not 

a conversation between equal partners (Kvale, 2006). An interview is directed only in 

one direction: the researcher asks, the participant answers. The researcher sets the 

frame for the interview and normally has the monopoly on interpretation. Therefore, 

he/she is in a more powerful position than the participant (Kvale, 2006). An ethical 

struggle can arise between the confidentiality of the interview and the necessity to 

deliver research results. 

Brinkmann and Kvale (2015) describe three special forms of interviews: 1) factual 

interviews that ask not only for the participant’s opinion, but also facts; 2) conceptional 

interviews, where the participant is asked to explain central terms; & 3) narrative 

interviews, where the participant’s story is in the forefront. My interviews contained all 

three elements: I asked for factual examples of activities and the teachers’ 

understanding of creativity, but also wanted to hear their stories of working with 

creativity. My interviews were semi-structured. As explained by Merriam (2009), semi-

structured interviews have the characteristic that the researcher develops an interview 

guide with main questions and possible follow-up questions before the interview, but 

the flow of the interview and the participant’s answers determine the choice, order, 

and exact wording of the questions.  

Observations and other sources 

The goal of my observations was to validate and enrich what the participants said in the 

interviews, get examples for their creative work, and see the social environment of a 

classroom with the teacher in action. It helped me to verify findings about the creative 

work and the social environment from my own perspective and recognize elements of 
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both which the participants maybe had not noticed themselves. I took the role of a 

nonparticipant observer (Creswell, 2014), not interacting with the class unless asked 

questions by the students or asking permission to take a photo of their work. The social 

and creative context of the schools was enriched by information the schools provide on 

their homepages. Teaching material provided by the teacher – which concerned 

activities they described in the interviews – as well as photographic material was 

collected to support my analysis. 

Data analysis and interpretation 

A qualitative data analysis can be seen as the step between the original story told by 

the participant and the final story told by the researcher in the report (Brinkmann & 

Kvale, 2015). The qualitative researcher should think about interview analysis 

beforehand and do so while conducting the interview. The next step is the 

transcription, which can be described as a translation and enables closer analysis 

(Brinkmann & Kvale, 2015). In qualitative research, many analytical questions can be 

asked about an interview text and the meaning the researcher establishes from the 

data depends on the questions (Brinkmann & Kvale, 2015). 

For data analysis, I used open coding, constant comparative method, and theme 

analysis (Merriam, 2009). These analytical tools were suitable for me to explore the 

essence of each of the teachers’ experiences and suggest common elements. They also 

helped me not to oversee any concepts the data contained in a less obvious way. Codes 

are bits of information extracted from the collected data that help to answer the 

research questions. The researcher attaches keywords to relevant text segments to 

identify and organize later. In open coding, codes evolve from the data, instead of the 

researcher looking for predetermined codes in the data. Constant comparative method 

then involves comparing every bit of data to the previous bit and grouping them 

together into codes (Brinkmann & Kvale, 2015; Merriam, 2009). In qualitative research, 

codes do not need to be quantified, as the analysis encompasses the relation to other 

codes and the interview context (Brinkmann & Kvale, 2015). Codes with similar content 

or a strong relationship between each other are grouped into themes and analysed 

further.  

Brinkmann and Kvale (2015) point out three possibilities for interpreting findings. 

This can be done in the context of the self-understanding of the participants, critical 

common-sense or the theoretical background of the study. The latter prevails in my 

study. However, since I did not decide beforehand on a specific mode of analysis except 

for the use of open coding, my approach can be called a bricolage with an emphasis on 
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theory (Brinkmann & Kvale, 2015). Brinkmann and Kvale (2015) warn however that the 

theoretical direction should be sensitizing but not definitive for an interpretation. The 

researcher should always remain open to what the data tells him/her. 

Insider-outsider stance 

In my study, I assumed the stance of an insider-outsider. Being an insider means being 

a member of the population under study; as an outsider the researcher is not, but 

some authors claim that the researcher can also assume a position in between (Corbin 

Dwyer & Buckle, 2009). The membership status of the researcher is relevant because in 

qualitative studies the researcher as a person plays an undeniable role. Assuming a role 

in between insider and outsider is in line with the essence of qualitative research, 

where human experience is understood as multi-layered. A researcher is never 

completely the same as the participants but never completely different either (Corbin 

Dwyer & Buckle, 2009). Furthermore, a researcher can become more of an insider 

during a study, and these authors claim that a complete outsider position is not 

possible in qualitative research.  

I am not a teacher and only beginning to get familiar with the Icelandic school 

system, but I have some experience in teaching on different levels and in various forms 

of education, as well as theoretical pedagogical knowledge from my studies at the 

University of Iceland. Moreover, I have both theoretical and practical knowledge in the 

field of creativity, and some experience with using creativity in teaching – although this 

concerns mostly artistic creativity and less technological and entrepreneurial kinds of 

creativity and innovation.  

In the following two sub-chapters, I present the process of my research and the 

methods that I used, including characteristics of the participants, data collection and 

analysis. 

3.2 Participants 

The research was conducted in two phases in three compulsory schools in Reykjavík 

with seven teachers. The first phase was conducted in Spring 2017 in a preliminary 

study about creativity in education in one compulsory school in Reykjavik, which I gave 

the name Sólarskóli (all names of schools and people in this thesis are pseudonyms) 

and which is located in two buildings (A and B) in adjoining neighbourhoods. The two 

buildings were united into one school in 2012. The participants of my preliminary study 

were three teachers from the same school: Hanna, a 1st grade teacher, Gunnar, a music 
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teacher, and Edda, a mathematics and Danish teacher for 8th to 10th grade. The school 

was chosen because I worked in the afterschool centre of the same school. The 

teachers were chosen due to their willingness and difference of profiles. I was 

introduced to them by my co-worker, but all further communication (personal and e-

mail) to schedule the interviews was conducted by me. All three teachers agreed to be 

part of the whole study. 

The four participants I chose additionally for the second phase of the study came 

from two other compulsory schools in Reykjavik. Einar, a visual arts teacher, and 

Hrefna, a teacher of social sciences, both teach at Mánaskóli and the visual arts 

teacher, Manuela, as well as the 3rd grade class teacher, Valgerður, came from 

Stjörnuskóli. From my supervisor, I received the contact of Manuela and other teachers 

(mainly of arts and crafts subjects) from different schools in Reykjavik, because she 

knew that they were working actively with creativity in their teaching. The teachers’ 

experience with creativity was an important selection criterion in order to provide a 

good practice basis for other teachers reading this thesis and for some sort of 

comparison to the first results (although not in the quantitative sense) where the 

teachers were not explicitly creative. I decided to choose teachers both from arts and 

crafts subjects which are traditionally associated with creativity, as well as other 

subjects. 

I wrote an e-mail to the teachers, attaching an introduction to my research (see 

appendix A) and asking for their participation. Of these teachers, Manuela agreed to 

participate. Einar is personally known to me and I know that creativity in education is 

his professional interest. Therefore, I asked him to participate in my study and he 

agreed. While scheduling an interview, I asked Einar and Manuela to recommend 

another creative teacher working in their school. I then contacted these teachers with 

the same introductory e-mail. After all teachers had given their permission, and before 

I started data collection, I also obtained a permission from each school principal via e-

mail to interview the teachers and visit them in class. 

The participants represented a variety in the subjects and age groups they teach 

and the years of their experience as a teacher, as can be seen in table 3. Each of the 

three schools was represented by 2-3 teachers, so each social environment was 

evaluated from more than one perspectives.  
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Table 3. Overview of participants. 

Name School Grades Subjects Years in 
school 

Years as a 
teacher 

Edda Sólarskóli 8th – 10th  Danish and 
mathematics 

9 13 (with 
breaks) 

Einar Mánaskóli 8th – 10th  Visual arts 1 1 

Gunnar Sólarskóli 1st – 7th  Music 13 13 

Hanna Sólarskóli 2nd  Class teacher 3 3 

Hrefna Mánaskóli 8th – 10th  Social science, 
9th grade class 
teacher 

10 25 

Manuela Stjörnuskóli 1st – 10th  Visual arts 5 23 

Valgerður Stjörnuskóli 1st - 3rd  Music, 3rd grade 
class teacher 

2 38 (8 in 
compulsory 
school) 

Having three schools in three different neighbourhoods of Reykjavik included in this 

study enabled me to come closer to universal elements of creativity that are not school 

specific. I used a mixture of convenience and purposive sampling, where I built a pool 

of suitable participants to answer my research questions and selected from it based on 

availability, and then purposefully selected the second participant from both schools. 

3.3 Data collection 

Interviews and observations took place in the schools from November 2017 to January 

2018. I conducted one interview with each teacher and a follow-up interview with two 

of the teachers from the preliminary study. The third teacher from the preliminary 

study answered my additional questions via e-mail exchange. For the interviews, I used 

an interview guide (see appendix B) with mostly open-ended questions, but also let the 

course of the interview determine the exact questions. I observed one class with each 

teacher except one.  

Interviews 

All four interviews with the new participants took place in the teachers’ classrooms 

after classes had ended that day. l recorded all interviews on my smartphone and 

wrote down fieldnotes before and after the interview. The length of the recordings was 

between 55 min and 1 h 14 min. Before starting the interview, I briefly introduced 

myself and my study to the teacher. Then I offered them a chance to read the letter of 

agreement and sign it (see appendix C). When the interview was over, I asked whether I 
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could observe one of their classes and all of them agreed. We scheduled the 

observation immediately or later via e-mail.  

Observations 

I informed the teachers about my availability for an observation and, based on this, the 

teachers decided which class I could visit. Only in the case of Hrefna was it not possible 

to conduct a class observation. 

Once a date for the observation had been fixed, I sent the teacher an informational 

letter addressed to the students’ parents, which also pointed out their right to object to 

their child’s appearance in field notes as involved with the teacher’s actions (see 

appendix D). The focus of my study was on the work of the teachers and not on the 

behaviour of the students. Students are necessarily involved in the actions of a teacher 

in the classroom, and the interaction between teacher and students is part of the 

findings, but no individual information of the students was recorded. Therefore, a 

signed permission from all parents was not considered necessary. Before the first 

observation, I developed an observation guide based on thematic areas of the 

interview guide and the first two interviews (see appendix E). I used this guide as a 

basis for all observations, adding points that I wanted to observe specifically in each 

teacher’s class. I observed a 10th grade free elective arts class (Einar), a 3rd grade 

Icelandic and mathematics class (Valgerður), and a 4th grade visual arts class (Manuela). 

The observations were between 45 min and 1 h 20 min long. In two cases, I got 

introduced to the class by the teacher, and in one case I introduced myself. I wrote field 

notes during and after class observations based on the observation guide (analytical) 

and the things that happened in class (descriptive). With the permission of the 

teachers, I took photos of their classrooms and projects. 

Follow-up with preliminary study participants 

After I had conducted research in Mánaskóli and Stjörnuskóli, I contacted again the 

teachers from my preliminary study in Sólarskóli for a follow-up interview and 

observation of a class. I also intended to gain their permission to use the data from the 

preliminary study in my thesis and all three teachers agreed. I prepared the observation 

guide based on the interviews in the preliminary study, which I also used to develop 

additional questions to the teacher, mainly concerning aspects of the social 

environment. Both follow-up interviews took place directly after the respective 

observation. In Sólarskóli I observed a 2nd grade mathematics class (Hanna), a 6th grade 

music class (Gunnar), and a 10th grade Danish class (Edda). The observations lasted 
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between 40 and 50 min, and the follow-up interviews were 23 and 27 min long. I 

conducted, recorded, and transcribed the latter in the same way I did with the other 

interviews. The only difference was, that the follow-up interviews were conducted in 

Icelandic, because it seemed more natural not to switch to another language after 

having chatted informally in Icelandic, and to give the participants a better chance of 

expressing themselves in their native language. 

In between events of data collection in the field I did internet research on the 

school homepages focusing on how they present themselves visually and in what ways 

they mention creativity. All collected data is presented in table 4. 

Table 4. Overview of collected data 

Date Place Type of data Participant Abbreviation 
used in findings 

06.02.2017 Sólarskóli Interview 1 Hanna Ha.I.1 

07.02.2017 Sólarskóli Interview 2 Gunnar Gu.I.2 

14.03.2017 Sólarskóli Interview 3 Edda Ed.I.3 

01.11.2017 Mánaskóli Interview 4 Einar Ei.I.4 

08.11.2017 Stjörnuskóli Interview 5 Manuela Ma.I.5 

15.11.2017 Mánaskóli Interview 6 Hrefna Hr.I.6 

15.11.2017 Mánaskóli Observation 1 Einar (10th grade 
elective visual art) 

Ei.O.1 

22.11.2017 Stjörnuskóli Interview 7 Valgerður Va.I.7 

29.11.2017 Stjörnuskóli Observation 2 Valgerður (3rd 
grade Icelandic 
and maths) 

Va.O.2 

03.01.2018 Stjörnuskóli Observation 3 Manuela (4th grade 
visual arts) 

Ma.O.3 

17.01.2018 Sólarskóli Observation 4 Hanna (2nd grade 
maths) 

Ha.O.4 

17.01.2018 Sólarskóli Interview 8 Hanna Ha.I.8 

19.01.2018 Sólarskóli Observation 5 Gunnar (6th grade 
music) 

Gu.O.5 

31.01.2018 Sólarskóli Observation 6 Edda (10th grade 
Danish) 

Ed.O.6 

31.01.2018 Sólarskóli Interview 9 Edda Ed.I.9 

January 2018 - E-mail conversation Gunnar Gu.E 

January 2018 - School homepage 
Sólarskóli 

  

January 2018 - School homepage 
Mánaskóli 
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January 2018 - School homepage 
Stjörnuskóli 

  

The table shows the variety of data collected and the chronological order in which 

this was done. While I had an initial plan of how many main sources of data I would 

use, each following occasion of data collection was influenced by a first analysis of the 

previous data collection events.  

3.4 Data analysis 

After conducting the interviews, I transcribed them while listening to the recording and 

consulted a peer in case of uncertainty. I added descriptions of the location, the 

participant and other circumstances of the interview, as well as researcher’s comments 

in the transcribed text and a reflection and preliminary analysis of the results of the 

interview.  

As stated in chapter 3.1, I used open coding. I proceeded line by line in two of the 

interviews, taking every line as a separate unit of information and finding as many 

concepts as possible in each. After I had established a basis of preliminary codes and 

themes based on the two interviews and general research notes, later interviews and 

the observations were directly analysed based on the existing codes and themes. At the 

same time, the bank of codes and themes was constantly updated according to the 

information appearing in the new data. I assigned colours to each theme and important 

codes, then colour-coded the transcribed text of all interviews and observation 

fieldnotes accordingly. Then, I went into a deeper analysis of the themes and how they 

appeared in the data, trying to find relations between codes of one theme and codes of 

other themes, then interpreted them in the light of the subtext that I saw in the 

interview text. A comparison of the data in the interview and the observation of the 

same teacher was used to triangulate the information, namely what knowledge the 

observation result added to the interview, which topics from the interview were visible, 

and where there were possible contradictions. Additional material provided by the 

teacher was used in the same way to support my analysis. Through the self-image the 

schools gave on their homepage, I established a better picture of the environment the 

teachers work in and whether it seems to be supportive of creativity or not. The 

opinions of the teachers regarding this matter was also considered. 

The final goal of data analysis was to explore patterns in the different data sources 

and the meaning each of the themes has for the participants. As stated in chapter 3.1, I 

used the models of my theoretical frame to set up the interview and observation 
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guides and as a lead in data analysis and interpretation. Some codes were developed 

solely out of the data, others were based on spontaneous association with elements of 

the theoretical frame. I used this as “glasses” to put the codes in relation to each other 

and develop the main themes to tell the story in my findings. However, I was constantly 

open for other directions I might have found. I followed the spirit of qualitative 

research and a constructivist worldview, reminding me that the knowledge I gained 

from the interviews and observations was constructed during data collection and 

analysis, influenced by me as a researcher and my participants. 

3.5 Ethical issues 

There are several ethical issues that I had to keep in mind throughout the conducting of 

this study. Firstly, I am not Icelandic, do not have profound knowledge about the 

Icelandic school system, and had to use English in most processes of the research, 

which influenced my objectivity (Shamoo & Resnik, 2009). Furthermore, I come from a 

culture management background and strongly favour creativity, so my interpretation of 

the concept might be different than the one of Icelandic teachers, although the 

participants of this study were selected under the criterion of being creative. I had to 

keep in mind not to influence participants with my perception and not to ignore 

relevant themes in the results that differed from my opinion.  

I also had to be aware of my influence during observations, and I took care not to 

disturb the learning process of the children. The children were, however, not direct 

participants in the research, as my focus was on the way the teachers approached their 

teaching. An ethical issue related to participating teachers’ autonomy (Shamoo & 

Resnik, 2009) was to ensure that they understood the aim of the research, given the 

broad definition of creativity and the language barrier. I achieved this by asking the 

teachers to sign a letter of agreement that included information about my research. I 

gave the participants the opportunity to contact me with their questions before and 

after data collection, and they had the right to withdraw at any point from my study. 

From my previous research, I also had learnt that it enhances the understanding 

between the participants and me to prepare the Icelandic translation for key concepts 

that I or the participant might use. The two follow-up interviews were conducted 

entirely in Icelandic except for some terms I did not know in Icelandic. 

I am aware of how my choosing of one school that I was previously familiar with (in 

my preliminary research) and two schools that I was not, as well as the time and 

location of data collection influenced my study and its objectivity (Shamoo & Resnik, 
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2009). I practice openness about it in my thesis and did so during the whole research 

process. Out of respect for academia and the relevant authorities in Iceland, I strived 

continuously to inform myself about documents related to the content of my study, as 

well as other studies on my topic done in Iceland (Shamoo & Resnik, 2009) as much as 

was possible in the limited scale of this study. I claim that my study could be beneficial 

for education in Iceland (Shamoo & Resnik, 2009) and its different stakeholders 

(schools, teachers, students, etc.) and does not harm any interests that I am aware of. 

Because my research entailed working with people and concerns the publication of 

their opinions, I reported my research to Persónuvernd with the number S8475/2017. I 

assured confidentiality and anonymity by using pseudonyms for all names and giving 

participants the opportunity not to answer interview questions and to comment on the 

final thesis draft. Einar, Hanna, Hrefna and Manuela used that opportunity and I 

adjusted my findings according to their comments. I contacted the school principals 

and asked their permission to interview teachers of their school and to observe lessons. 

As mentioned above, the teachers signed a letter to give their agreement to participate 

in my research. In return, I signed on the letter that the data will be anonymous and 

confidential. Both the participants and I received a copy of the letter. Because all 

students in the classes I observed were underage, I had to inform the parents and give 

them the opportunity to object to their child’s appearance in my research data. I did so 

by providing the participating teacher with a letter they could pass on to the parents. 

However, because the students themselves were not the focus of my study, I did not 

have to obtain a signed permission from the parents. 

3.6 Limitations of this study 

This study has certain limitations. For instance, it focuses only on a selection of schools, 

and all of them are located in Reykjavik. Although I attempted to have participants 

from a variety of subjects, there are still many subjects – such as sports and natural 

sciences – which are not represented in this study, due to having a limited number of 

participants. Because the aim of the observations was to support and illustrate the 

results from the interviews, they are limited to the impression of one particular 

moment chosen by the teacher. In order to gain a more complete picture of the 

different aspects of the environment a teacher works in, it would be necessary to 

observe more than one class, especially if the teacher teaches several groups of 

students. This however would exceed the frame of this study. I do not include a 

detailed account of the physical environment of the schools and classrooms, although 
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this can be linked to the social environment. I focused on elements of the social 

environment that happened in the classroom, and therefore only touch on the social 

environment of the school as such. This could be explored in another study, as well as a 

more detailed account of the social climate between teachers and the role of school 

principals in creating a school environment that supports creativity. The opinions of 

students, parents, or supportive school staff regarding creativity in their schools have 

not been explored in this study, nor the indirect influence parents or supportive staff 

can have on the social environment of a class. 

Although I tried in several ways to enhance linguistic understanding between the 

participants and myself, some elements of their work with creativity might have gotten 

lost due to the language barrier – even in the follow-up interviews I conducted in 

Icelandic, because it is not my first language. I limited this study to the exploration of 

little ‘c‘ creativity (Craft, 2001b), because it is more relevant to general education than 

big ‘C’ creativity, but it could well be that there are students with exceptional creative 

talent in one domain or another in the classes in which the participants teach, who 

would need a different kind of support and could influence the social climate of the 

class. 
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4 Findings 

In this chapter, I present the teachers‘ opinions of and experiences working with 

creativity. These opinions were extrapolated from the teachers‘ descriptions given 

during the research interviews and my observations.I position these extrapolations in 

the social environment each teacher works in. Therefore, I start with describing the 

profiles of schools and teachers. Then, I point out the teachers’ definitions of creativity 

and the thoughts underlying their work, ending the chapter with practical examples of 

their work. 

4.1 Profiles of each school and the participating teachers 

In this subchapter, I briefly present each school in my research and the backgrounds of 

the participating teachers, as well as aspects of their classrooms. The aim is to put the 

findings into a comprehensive context. Therefore, I focus on the elements that I 

consider helpful for understanding the teachers’ opinions and my own interpretations.  

4.1.1 Sólarskóli 

Sólarskóli is the school where I conducted my preliminary study in Spring 2017, and 

where I returned during this study to conduct observations and follow-up interviews. 

Hanna, Gunnar and Edda are the teachers that participated from this school. The school 

says on its homepage that its role is to offer diverse and creative learning, and to make 

students become independent and creative (Sólarskóli homepage, January 2018). They 

aim to give space to students’ imagination; in their constitution several concepts 

related to creativity are mentioned, such as putting emphasis on collaboration, 

flexibility, and theme work. The school offers different projects where students can 

practice problem solving, creative thinking, and critical thinking (Sólarskóli homepage, 

January 2018). Sólarskóli seems to value the arts and crafts subjects considerably and 

gives each subject their own rubric on the homepage; all their teaching plans contain 

the aim of developing student creativity. However, there are few photos of student art 

work or creative activities. 

Hanna is the class teacher of the 2nd grade – together with her co-teacher, Helga – 

teaching 30 children all subjects except arts and crafts and sports. Hanna graduated 

university in 2015 and her current job is her first one as a teacher (Ha.I.1). She wrote 

her master’s thesis related to creativity in education but says that she does not use it 

much in her teaching now (Ha.I.8). However, because her students are so young, there 
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is a lot of play and creativity involved in Hanna’s teaching, except for periods of tests at 

the end of the semester (Ha.I.8). Hanna describes the classroom climate as slightly 

chaotic and noisy due to the big class size which makes students frequently lose 

attention. But that has improved since a moveable wall was added to their classroom in 

the beginning of 2018, enabling the teachers to divide the class into two separate 

areas. Hanna thinks that all her students are happy and enjoy being in school. 

Regarding teachers’ relationships with the students, Hanna and Helga see it as an 

advantage to be two teachers in one class, so students have more choice in 

approaching a teacher they trust. In the observation, I saw how Hanna and Helga 

divided the responsibility. Hanna was walking around overseeing what was happening 

in the classroom, while Helga sat at a table to give individual attention to students who 

needed it (Ha.O.4). In Hanna’s opinion, Sólarskóli is only averagely creative, not more 

and not less than other schools (Ha.I.1). 

Gunnar is the only music teacher in Sólarskóli. He teaches regular music classes in 

1st to 7th grades and helps with the preparation of the Skrekkur competition in older 

grades. Gunnar has been teaching in the school for 13 years – his entire teaching 

career. Gunnar has been teaching in building B of the school since it was built and 

decided a lot on the design of the music room within, decorating it with big paintings 

and many small drawings made by the students. Thus, his classroom is close to his 

heart, while he is not very happy with the facilities in the other building of the school 

(Gu.I.2).  

Gunnar’s main goal is for students to open their minds to music (Gu.I.2). I had the 

impression that he is a rather reserved and shy person, but he has a lot of passion for 

music that he wants to share in diverse ways (Gu.O.5). Gunnar says that he has the 

image of being a fun teacher, especially in younger grades (Gu.I.2). The atmospheres in 

Gunnar’s classes are diverse and often depend on the size of the group. He says that 

students normally enjoy his subject, and there is a good atmosphere and mutual 

respect between the teacher and the students (Gu.I.2). In big groups, classes are more 

loud and lively, and one pessimistic student can influence the whole group in a negative 

way (Gu.E).  

Gunnar thinks Sólarskóli is doing quite well on creativity because there are 

professional teachers in all of the arts and crafts subjects, as well as creative projects 

initiated by teachers, of which some have become a tradition. Unfortunately, arts and 

crafts are only mandatory only until 7th grade, and music is not offered as an elective 

course for the older students (Gu.I.2). 
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Edda graduated as a handcraft teacher (handavinnukennari) in the early 1980s, and 

has worked as a teacher for 13 years, with many breaks in between. She has now been 

in Sólarskóli for eight years, where she teaches Danish in 7th to 10th grade and 

mathematics in 9th grade (Ed.I.3). She has also worked in kindergarten, in an 

afterschool program and as a seamstress (Ed.I.9). Like Gunnar, Edda describes the 

problem of a few negative students influencing the whole classroom climate. In her 

opinion it is especially difficult in Danish to achieve a good atmosphere, because the 

subject is not popular. Therefore, students normally do not dare to express publicly 

that they like it, although Edda sees that they do (Ed.I.9).  

I noticed in the observation in 10th grade that the students showed little interest 

and were reluctant to answer the teacher’s questions, but Edda stayed positive 

(Ed.O.6). She told me that the current 9th and 10th grades are very difficult and have 

been so since she started teaching them, but the 8th graders are very open and positive 

(Ed.I.9). Edda seems to be quite relaxed about her students’ behaviour as long as they 

do not disturb others. She let a student sleep on the sofa and did not interrupt private 

conversations during the lesson (Ed.O.6). Edda tries to maintain a good relationship 

with all the students and seeks to understand them, even though some students are 

difficult (Ed.I.9). Her goal is to give students a basis in Danish which they can use as a 

starting point to go deeper or to learn other Scandinavian languages – something she 

considers important because many Icelanders go abroad to study. Edda thinks that 

Sólarskóli could do a lot better in creativity, saying it is used well in special projects but 

not in everyday teaching, and the school does not encourage students to pursue a 

creative career after graduating (Ed.I.3). 

4.1.2 Mánaskóli 

Mánaskóli is the compulsory school where Einar and Hrefna teach. The school wants to 

encourage initiative and creativity in students (Mánaskóli homepage, January 2018). On 

the homepage it is stated that the school emphasizes independent thinking and 

collaboration, as well as diverse teaching methods, which can all be connected to 

creativity. It especially stresses diverse work in arts and culture, which is ensured by 

having many arts and crafts subjects still as mandatory in 8th grade and as electives in 

9th and 10th grade. But it is also emphasized that creative work should take place in 

other subjects, (e.g. through theme work), and encourage teachers to be creative. 

However, while creative thinking is stated as one of the main goals in each subject area, 

creativity is mentioned very little in the semester plans themselves (Mánaskóli 

homepage, January 2018). 
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Einar graduated as a visual arts teacher in 2017 and started teaching in Spring the 

same year. He teaches arts in 8th grade, dividing each class between himself and 

another teacher, with around 13 students in each group (E.I.4). He also teaches elective 

courses in 9th and 10th grade as the sole teacher. His own focus of professional interest 

is on how arts can be used in other subjects, which is considerably related to my 

research interest. 

Although each group is different, normally there is a relaxed atmosphere and many 

formal and informal conversations during lessons. Einar advises students on their work 

progress, and students talk with each other about their day (Ei.O.1). Einar does not try 

to achieve a power position as a teacher, which leads to a very friendly relationship 

with the students. Einar also thinks that the relationship among students is fine, in each 

class and between classes (Ei.I.4). In his opinion, the students expect from his lessons to 

do something different than in other subjects. In the observation of an elective class, it 

seemed that students take the subject seriously – most of them concentrated on their 

work – but nobody appeared stressed about their grades (Ei.O.1). It is also Einar’s goal 

to have classes that differ from other classes, although in the long term he hopes that 

all classes will be more creative (Ei.I.4). There are not many rules in his classroom. 

Students must be respectful and take care of material and the workplace. Otherwise 

they have a lot of freedom, especially in the elective courses. 

Einar feels that there is a positive atmosphere among teachers, fuelled by almost 

weekly informal activities (Ei.I.4). The communication flow among teachers in general is 

good, but in Einar’s opinion, there is not enough collaboration between subjects, and 

he does not feel well informed about the projects of other teachers. Several attempts 

to collaborate have failed due to lack of time (informal conversation, 15.11.2017). In 

Einar’s opinion, Mánaskóli is very creative and has many creative students who have 

often won in competitions (Ei.I.4). Einar describes creative activities that can also be 

found on the homepage. Biannually, a big musical is organized with the collaboration of 

students and teachers, and in Spring the school organizes art days (see 4.5.).  

Hrefna teaches social sciences and has been a teacher for 25 years – ten years of 

this time in Mánaskóli. She teaches 8th to 10th grade and is also curently the class 

teacher of one 9th grade class (Hr.I.6). Hrefna has the reputation of being strict, but also 

fun, and it is important for her to have humour in class and that students feel they can 

trust her and ask her for help. It is her main goal to care for each student (Hr.I.6).  

Hrefna describes the climate in her classrooms as depending on the group, but in 

general she has a good relationship with the students (Hr.I.6). She thinks she maintains 
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good control over her classes and feels the respect from her students. There are many 

rules in Hrefna’s class. Students do not choose where to sit, and they must ask for 

permission to leave the class or move around inside of it. Hrefna has periods of lessons 

that are based on frontal teaching, but she always tries to leave some choice (Hr.I.6). 

Her main creative work happens in occasional projects. She collaborates with teachers 

of the same subject and teachers in 9th grade. Hrefna is also a mentor for new teachers. 

She agrees with Einar that there is a good morale among teachers in the school with a 

lot of discussions going on formally and informally. Hrefna however says that at least 

the physical environment of the school is very dull and boring – not an ideal creative 

environment. Furthermore, she sees less space for creativity in the curriculum of the 

older students whom she teaches. (Hr.I.6).  

4.1.3 Stjörnuskóli 

Stjörnuskóli, where Manuela and Valgerður teach, is the third compulsory school where 

I conducted my research. The creativity of Stjörnuskóli is visible in the design of their 

homepage. On top of the front page is a gallery of student art works, and in the gallery 

many photos represent arts and crafts or cultural activities (Stjörnuskóli homepage, 

January 2017). The school puts emphasis on collaboration between grades and has 

considerable offers of extracurricular creative activities, especially for younger 

students. However, creativity is not explicitly mentioned in the information available on 

the school’s homepage, only in the goals of some of the elective courses. 

Manuela has 23 years of teaching experience in four different schools. At 

Stjörnuskóli, she has been teaching for five years (Ma.I.5). Manuela was educated as a 

visual arts teacher and has mainly been teaching visual arts, but occasionally, she also 

taught other arts and crafts subjects. She teaches all age groups and is the only visual 

arts teacher at Stjörnuskóli. Manuela thinks that students come to her class to create 

something beautiful, and she puts emphasis on work involving the hands.  

As do the other participating teachers, Manuela says that the classroom climate 

differs between groups, but she admits that often it gets a bit noisy and students do 

not pay attention (Ma.I.5). She says that every day is unique, and it influences her 

emotionally if her students are joyful or unmotivated. Manuela has a friendly 

relationship with the students and talks with them if there is an issue (Ma.I.5). She 

seems very supportive towards her students and listens carefully to their ideas 

(Ma.O.3). There are some rules in her classroom, but they are not too strict. Students 
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should listen and show respect to everyone. They are expected to use the given time 

well and to clean their workplace.  

In Manuela’s opinion, Stjörnuskóli has an above-average level of creativity, with 

many students receiving awards for their creative art works (Ma.I.5). She also thinks 

that all of the teachers are doing creative work in their classrooms. There is 

collaboration between teachers of different subjects and most teachers are open 

minded. Stjörnuskóli is a small school, which enhances communication (Ma.I.5), often 

happening informally in the hallways and cafeteria. Manuela depicts as an example for 

collaboration between grades that students in 1st grade have a friend or buddy in 10th 

grade, which they collaborate with during projects. The older students care for the 

young ones. However, in Manuela’s opinion, there could still be more collaboration 

(Ma.I.5). 

Valgerður is the class teacher of the 3rd grade in Stjörnuskóli and teaches music in 

1st to 3rd grade. She has been a preschool music teacher and a preschool principal for 

30 years, and now, for almost ten years she has worked in compulsory schools, but only 

two years in Stjörnuskóli (Va.I.7). Valgerður is an educated opera singer, which together 

with her training as a preschool teacher influences the way she works. She shares the 

class of 37 students with her co-teacher, Bára – sometimes dividing the class, 

sometimes teaching together, but always collaborating closely. Many students have 

learning difficulties and cannot sit still for a long time. There are also foreign children 

who lack Icelandic language proficiency, but Valgerður shows understanding and feels 

respect from her students in return. She cares a lot for them and thinks the students 

feel it. Valgerður also gives independence to her students by letting them solve their 

own conflicts when possible (Va.I.7). In my observation, I noticed that it was quite loud 

and that students were not paying attention, doing different things than they were 

supposed to, but Valgerður remained calm, followed her lesson plan, and treated each 

student with care and respect (Va.O.2).  

Valgerður collaborates little with teachers other than her co-teacher although she 

would like to collaborate more. Because she only recently started working in the 

school, she is not part of any inner circle, but because she is looking forward to retiring 

soon she also does not want to get involved too closely (Va.I.7). Valgerður thinks that 

her students are happy, and although it often gets disorganized, there is a good 

classroom climate. Valgerður shares Manuela’s opinion that the school is very creative 

and says that teachers have a lot of freedom in preparing their teaching without strict 

guidelines from the principal (Va.I.7). 
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4.2 Teachers’ perceptions of creativity 

In this subchapter, I present what the participating teachers consider to be the essence 

and elements of creativity and briefly their opinions about what its role in education is 

and should be. 

Characteristics of creativity 

The teachers agree that creativity is difficult to define, and that everyone can be 

creative and has an intrinsic talent for creativity in one way or another. In Valgerður’s 

opinion, “Being human means you are creative. It's one of our needs” (Va.I.7). The 

teachers depict both the aspects of thinking creatively, which involves generative and 

critical thinking (Ei.I.4; Gu.I.2), as well as the aspect of working with the hands and 

creating a creative product (Ed.I.3; Ei.I.4; Ma.I.5). It is necessary to learn a certain 

technique, but thinking and imagination are crucial for the creative process, as well as a 

result that is new and valuable, at least to the creator (Ei.I.4; Ma.I.5, Va.I.7). It seems to 

be important to the teachers that creativity involves a personal interpretation of the 

project, as Manuela emphasizes in her description of a creative student: 

A creative student I think is the one who dares putting their own ideas into 

a work, who can look inside himself and present himself a little bit in this 

work. And again, it's also a question of self-esteem. Do I dare to show me in 

this work? If you can, and if you follow it through, I think that's a good sign 

of a creative work from a student. Doing something that maybe nobody 

else has done before. Not looking at your peers and imitate them. Just be 

daring to be YOU in your work. I think that's very important. And play with 

your imagination as well of course. So, that's an indication, at least, that a 

creative work has taken place. (Ma.I.5) 

Manuela mentions both play and perseverance in following through with an idea; the 

example shows that generative and evaluative thinking need to be in harmony when 

working creatively. 

The role of creativity in education 

There is no doubt among the teachers that creativity is important in education and 

should play a vital role, not only in arts and crafts, but in all subjects. Valgerður says 

that, “We have to nurture the […] power of creation […] The school is not only about 

reading and writing and some maths. Creativity has its place” (Va.I.7). In her opinion, 

this is necessary especially now when the world is changing and provides almost 
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unlimited opportunities for everyone, which comes with the challenge of excelling 

among the masses. People in the future will need creativity to do this, being flexible 

and dealing with changing projects. 

If you want to be a useful person in life and have many opportunities, then 

you need to be creative. And we know we will have to prepare the next 

generations for all kinds of projects. They will not be working within the 

same field for the rest of their lives. (Va.I.7) 

Gunnar agrees on the increased role of creativity in education and thinks that more and 

more people realize its importance (Gu.I.2). Edda adds that it is important that schools 

encourage creativity, because students are so busy with school and afterschool 

activities that they do not have time for free creative activities (Ed.I.3). All participants 

agree on the significance of arts and crafts for fostering creativity. In all three schools, 

teachers often seek help from arts and crafts teachers for their projects. The projects 

mostly involve producing art work and are less about finding creative solutions to 

everyday problems. Hanna thinks it is mainly the responsibility of arts and crafts to 

develop creativity in students, although she sees value in creativity in her class to make 

teaching more interesting and enjoyable (Ha.I.8). 

The way the teachers think about creativity influences the way they approach it. 

Their approaches to creativity in the classroom and the reasonings behind them will be 

presented in the next sub-chapters. 

4.3 Reaching every student with creativity 

In this chapter, I describe how the teachers work with creativity in the classroom and 

what the specifics and benefits of that work are, focusing on the elements of 

differentness, diversity, and wellbeing. In the process, I touch the questions of why 

creativity is important for each teacher and how this shapes their teaching. Some 

examples from the data illustrate how the teachers work with creativity, but a more 

detailed description of projects and activities that the teachers use will follow in 4.5. 

Often the ways the teachers aim to teach creatively and foster the creativity of their 

students can be described as a circle or spiral. A synergy is created between what the 

teacher offers to foster creativity and what happens in the students‘ learning as a result 

of being given the opportunity to be creative. For example, a teacher might present 

various possibilities for how to solve a task, and as a result the student sees additional 

ways to approach an assignment. Although the participants teach different age groups 
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and subjects, the ideas behind their approaches to creativity are quite similar – the 

focus slightly changing from imagination to independent work as students grow older. 

4.3.1 A different form of teaching 

Being different from conventional teaching was a core characteristic of the teachers’ 

work with creativity. Under conventional teaching, the teachers seem to mainly 

understand work with a textbook, memorization of facts, formal assessment, and 

isolated training of certain skills such as multiplication and reading (Ed.I.3,9; Ha.I.1,8; 

Hr.I.6). The teachers state the differences mostly in positive terms, but also in terms of 

challenges connected to working with creativity.  

Different values and judgement 

There is often a different set of values in teaching for creativity, for example, that the 

process and the work ethics count more than the result (Ei.I.4; Ha.I.1; Hr.I.6). Manuela 

does not judge the students on their technical skills, but rather on how they work and 

present their results (Ma.I.5). Hrefna focuses on the students’ attitudes and 

perseverance: 

It doesn't matter how beautiful it looks in the end. It's just that this was 

something you did, maybe for the first time. It has lots of flaws, but this was 

something you did, and you were very interested while you were doing it. 

And you finish it and it was accomplished, and it was usable. (Hr.I.6) 

Teaching for creativity also involves a different form of judgement than conventional 

teaching. The result should be usable (Hr.I.6), but there can be many correct solutions 

for one problem, which is something the teacher must stress when introducing a 

project (Ed.I.9; Ei.I.4). A “mistake” can be either an unexpected solution, or a learning 

point to continue working from (Ei.I.4; Ma.I.5; Va.I.7). Creativity is difficult to measure, 

and Edda claims that a teacher’s subjective criteria decide what is creative (Ed.I.3). 

Hrefna does not judge at all whether the students are creative and lets them do the 

evaluation themselves (Hr.I.6).  

Additional effort in creative teaching 

The teachers claim that they often have to put extra effort and perseverance into 

working with creativity, partly because of curricular requirements and partly because of 

the nature of creativity itself. It is more time consuming, and this seems to be an issue 
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the more motivated the teacher is. Valgerður describes her struggle between being 

creative and keeping to a schedule: 

I always try to remember, you know, there are limits. Valgerður, how far 

you gonna go? How much work are you gonna put in this? You need to be 

back home at five o'clock, at no later than five, and you don't want to leave 

your classroom in a mess. I need to, my BIG problem is to organize things 

within the time. […] If I have an idea, I try to produce it or make it come 

true. (Va.I.7) 

Working with creativity in the classroom requires more individual attention to the 

students than conventional teaching (Ha.I.1; Hr.I.6), which can be stressful for teachers, 

especially if they are alone in the classroom. Hanna describes that often she would like 

to have ten hands in a creative project to assist all the students (Ha.I.1). Creativity is 

“messy” and more active (Ed.I.9; Ha.I.1; Va.I.7). While this can be a challenge for the 

teacher, Hrefna acknowledges that it is important to let students experiment and go 

outside the normal organisation of things. Creative and active sessions such as play 

during a school day can “break up the day” and help students concentrate during 

conventional teaching sessions (Ha.I.1,8; Va.I.7). 

Valgerður claims that creativity also requires a different type of teacher education. 

She remembers that in her training as a preschool teacher there was a lot of creativity, 

but she thinks that it is lacking in compulsory school teacher education (Va.I.7). Not 

being well prepared could make the differentness of creativity even more stressful for 

teachers. 

Working with creativity is not only different in many ways from conventional 

teaching, but there are also diverse opportunities in working with creativity. This will be 

discussed in what follows. 

4.3.2 Diverse learning opportunities 

From the stories of the teachers, it seems that creativity can diversify teaching and 

make a topic more interesting and understandable. Working with creativity is also a 

way to celebrate the diversity in schools and personalize learning, because the nature 

of creativity itself is diverse.  

The teachers state that working creatively in their classrooms involves a diversity of 

approaches, tools, and issues, oftentimes with several mixed into one project to give it 

a unique “twist” (Ma.I.5). They often work with open projects, that can be adjusted by 
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students and the teacher to meet diverse personal needs (Ei.I.4; Hr.I.6; Ma.I.5; Va.I.7). 

Manuela’s projects contain either a certain topic or a technique, but seldom both at the 

same time, in order to increase diversity in outcome. Diversity can be enhanced by 

having two teachers with their individual approaches teaching together and by 

combining old projects with new ideas – as what happens in Einar’s and Hanna’s 

teaching (Ei.I.4; Ha.I.8; Ha.O.4). 

Diverse materials 

A creative idea is always influenced by the material that is available. Having enough 

material helps creativity (Ei.I.4; Hr.I.6), but also a scarcity of it can give birth to new 

ideas (Ma.I.5; Va.I.7). A common characteristic among the teachers is the emphasis 

they put on providing diverse material for a project to support creativity (Ma.I.5). 

However, materials must be appropriate for the age group, skill level, and other 

characteristics of the class (Ha.I.1). Some teachers see the internet as a good 

opportunity for providing renewed and diverse material that can make teaching more 

interesting and trigger students’ imagination (Ed.I.3,9; Ha.I.1; Gu.I.2). Edda describes 

how the internet makes it possible for students to work independently on a project and 

find information that relates to their personal interests (Ed.I.3). 

The creativity of students is stimulated by not showing examples of a possible 

outcome (Ei.I.4; Hr.I.6). If examples are used to make a task clearer, then they must be 

“incredibly diverse” (Ha.I.8). Einar does not work on his own drawings during class, in 

order to not influence the students. However, he thinks it is helpful to have diversity 

represented in the classroom environment, not necessarily related to the project topic: 

It's nice to have different things on the wall, for example […] that make the 

students maybe wonder ‘what is that, or what does it mean, or how is that,’ 

or something which wakes questions, more than decoration I think. It's 

more, how did you do that? […] It's nice for example to have, it's not so 

used, but the books, have books, like in this case art books. I think it's nice 

and they differ, very different from each other. (Ei.I.4) 

Being surrounded by diversity – maybe even contradictions – makes students think and 

can inspire them; the environment can thus become diverse idea material for a project. 

Integration of diverse skills 

The teachers emphasize that different skills must be integrated in the process of a 

creative project. Einar stresses that a project in visual arts also involves planning (Ei.I.4). 
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Once the plan is clear, there are diverse ways for how to get to the desired outcome 

with various techniques. Thinking and working with the hands both have their 

moments in the creative process (Ma.I.5). Edda encourages her students to use 

different media in a creative project – e.g. poetry and dramatic play (Ed.I.3) – that 

require diverse skills to be combined. 

Many domain and working skills involved in working creatively need to be trained 

before reaching perfection (Gu.I.2) but integrating them into diverse projects makes it 

more interesting for students to practice (Ha.I.8). Therefore, the class teachers in this 

study often integrate several subjects into one project, and Gunnar admits that often 

there is some maths involved in his music lessons (Gu.I.2; Ha.I.1; Va.I.7). The advantage 

is that students are not aware of the fact that they are doing maths, so difficult topics 

can be made easier and learning more enjoyable.  

Diverse learning styles and talents 

Many creative activities provide opportunities to reach students with different learning 

styles and talents in one activity. Some students might choose more conventional 

learning forms such as writing and speaking, others more unconventional ones such as 

body and musical expression (Hr.I.6); all can provide space for creativity. Therefore, 

students with special talents that are not enough addressed in conventional teaching 

also get an opportunity to shine (Ed.I.3; Hr.I.6). When students with different strengths 

and learning styles come together in group work, even more diverse and creative 

results can be achieved, and students can learn to see an issue from different 

perspectives and enhance the flexibility of their thinking (Gu.I.2; Hr.I.6; Va.I.7).  

Students can find and explore their strengths further, but sometimes the teacher 

needs to help them, by observing the student or asking other teachers (Hr.I.6). Creative 

activities are a good opportunity to try out something new, pursue an interest, and 

maybe dismiss it later. Creativity is especially democratic in as far as all students can try 

everything without the need to be very talented in each area (Ha.I.1; Hr.I.6), and the 

teacher should encourage students to try something they have not done before and 

improvise (Gu.I.2). Thusly, creativity can support general personal development and 

becoming a holistic person (Ed.I.3; Gu.I.2), which is also important for wellbeing (see 

4.3.3).  

Diverse forms of expression and personalisation 

Through creativity, students can express their own diversity and feelings, their own 

stories (Ma.I.5). Diverse forms of expression give better space for the different ways we 
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perceive the world; all forms of expression and all opinions are valid in creativity. 

Students have the chance to create something that is truly special to them and also to 

work with negative feelings (Ei.I.4; Ma.I.5). The teachers in this study often encourage 

students to personalise a task, to “make it your own” inside the frames of topics and 

tools (Ei.I.4; Ma.I.5). Manuela describes the diverse ways this can be done: 

… give a project or a piece of art his own input of something that is of a 

value for him. It can be almost anything. It can be a feeling, it can be a 

colour, it can be a shape. It must be a personal approach from the one who 

is making the piece or the project. So, if you are just imitating something 

that's already been done, I would say that was lacking creativity. (Ma.I.5) 

In case students have difficulties finding their own interpretation of a project, Einar 

presents several work ideas that differ from one another (Ei.I.4). Often there are 

possibilities that not even the teacher had considered, and it is the task of the teacher 

to encourage the explorer spirit to find these new possibilities (Ed.I.9). It seems that it 

is beneficial for the teacher not to decide beforehand how the desired outcome should 

look to be open to diverse solutions. Respecting the diversity of the students also 

implies letting students that are motivated go on with a project and giving them more 

time and additional opportunities to do so (Ha.I.1).  

Diversity of material, skills, and forms of expression gives everyone the opportunity 

to “find themselves” in creative activities. This leads to increased wellbeing, a theme 

which I found strongly in the data and which I will explore in the next sub-subchapter. 

4.3.3 Wellbeing – joy and self-confidence 

The fact that creativity is described as a human need and essential human 

characteristic (Ma.I.5; Va.I.7) makes it clear that it is inevitable for promoting wellbeing 

and, in contrast, a suppression of creativity can have negative results on wellbeing. 

Hrefna claims that by allowing her students to be creative, she has happier students 

(Hr.I.6), and Valgerður thinks that creativity is necessary for one’s own joy and 

happiness, especially in children (Va.I.7). Wellbeing is connected to creativity both in 

the moment of being creative and in learning in general. 

Fun and enthusiasm 

In interviews and observations, it was obvious that creativity is associated with fun and 

joy, often more so than learning based on facts and memorization. Fun makes it easier 

to be creative, and creativity can make learning more enjoyable. Manuela says, “If you 
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can put some play in it, and a little bit of joy, I think it's always a good start to boost the 

creative thoughts in each person” (Ma.I.5). She thinks that creative projects, though 

important, should not be taken too seriously. They can make learning fun and “add 

some spice to it” (Ha.I.1). Edda, for example, uses creativity to make her subject of 

Danish – which is faced with a lot of prejudice – more fun and help to achieve learning 

goals (Ed.I.3,9).  

Hrefna sees enthusiasm as one of the main criteria for creativity, and most students 

seem to be very enthusiastic and motivated to do something creative (Hr.I.6; Ma.O.3; 

Va.I.7). They welcome the differentness of creative learning – a change from their 

ordinary classes (Ei.I.4). Gunnar puts it in a poetic way when he claims that music 

classes are like water in the desert for students thirsty for creativity (Gu.I.2).  

Relaxation and immersion 

The teachers describe that creative classes often make students feel more relaxed, 

especially art classes (Ei.I.4, Ha.I.1). For his elective courses, Einar sees it as a huge 

advantage that he has a less strict curriculum to follow, making teacher and students 

more relaxed. 

When I'm teaching photography and illustration, then it's more free, 

because there is no, we don't have the, I don't have the pressure, or a 

curriculum. There is no curriculum in photography. (Ei.I.4) 

A relaxed atmosphere can help the students become completely immersed in the 

creative process of an activity. Edda has experienced such moments and says it yields 

the best creative results (Ed.I.3). Manuela describes that, in the moments when 

everyone is lost in their thoughts and doing something meaningful to them, it gives the 

students more joy to pursue it further (Ma.I.5). Manuela tries to make students aware 

of these moments and enjoy them more. She describes the experience of making books 

in one of her classes in 4th grade, “Everyone was so positive, and they enjoyed how the 

colours emerged in each other, and everyone was so happy doing this. That's a good 

feeling” (Ma.I.5). Immersion in the creative process increases positivity, and the joy of 

process and the material involved, as opposed to just being a necessary step for 

achieving the result. 

Reducing anxiety 

However, being creative also requires courage from the students (Ei.I.4; Ma.I.5). It 

seems that often there is a need for the teacher’s guidance for creative activities to 
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lead to wellbeing and not increased anxiety. Especially in older grades, students are not 

used to working creatively and are afraid of making mistakes or leaving the comfort 

zone of their proverbial thinking box (Ei.I.4, Ma.I.5, Hr.I.6). In Hrefna’s experience 

students get confused with open instructions; they prefer to be told exactly what to do. 

She claims that some of her students even hate creative projects. She calls those 

students “box types”: 

I love those box types. I think they are very funny. But I think they are 

missing a lot. So maybe I try to bring them out of the box. In every class 

there are two or three like that. And it's a great fun when you maybe get 

them with their little toe out of the box to do something. (Hr.I.6) 

Hrefna acknowledges that students are different, but by challenging them individually 

she achieves creative progress for all. 

For Manuela, the biggest challenge is teenage classes, wherein students feel 

insecure about themselves, which often hinders their creativity. Oftentimes, the 

teacher first needs to settle the fears of their students before they can be creative 

(Ma.I.5). The teacher must make the students believe that they can be creative, that 

their approach is valid, and give them the confidence to express their ideas freely. 

Although Hanna’s students are much younger, she told me that some are convinced 

they cannot be creative. They often ask the teachers to help them with technical issues, 

but Hanna emphasizes that, in the end, the students must do the task themselves 

(Ha.I.1). 

Enhancing self-confidence 

Once anxieties have been resolved and the students are engaged in a project or task, a 

positive ripple effect can be observed. One completed creative task can fill students 

with pride and increase their self-confidence and self-esteem (Ma.I.5; Va.I.7), which are 

the most important goals in teaching for creativity, according to Manuela and Einar 

(Ei.I.4; Ma.I.5). They imply the belief that one’s work is as good and as valid as everyone 

else’s (Ma.I.5). Edda sees that students who are considered difficult become happy 

when they can use their special skills in creative work and receive appreciation for 

them (Ed.I.3). 

The positive effects of creativity are especially high when the result is intrinsically 

motivated and not only to please the teacher. Einar has observed this when students 

are allowed to decide on the basic idea of their work themselves. They are “…less afraid 
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of going more extreme or doing more crazy things” (Ei.I.4). Manuela considers it very 

important that students achieve a result they are satisfied with, and she has seen many 

students being very happy about what they did, especially in projects with a lot of 

freedom (Ma.I.5). Then, they also get very excited to share their progress with the 

teacher. Valgerður describes how students beg her to take a picture of their work, 

because they are so proud of it (Va.I.7).  

Teachers’ wellbeing 

Working creatively in their classrooms can also enhance the wellbeing of the teachers, 

because they can work according to their philosophies and principles (Hr.I.6; Va.I.7). 

The students’ joy of being creative can infect the teachers, seeing their students happy 

in the creative process makes the teachers happy, too (Ma.I.5). During the interviews, 

Manuela and Valgerður were very eager to show me all kinds of examples of student 

works they visibly enjoyed. For a teacher, it can also be a source of joy to see the long-

term effects of creative work. Hanna told me an example that after working creatively 

with proverbs, students in her 2nd grade started using these proverbs in everyday 

conversations.  

On the day of the Icelandic language we had some proverbs. For example, 

to buy a cat in a sack. Then they drew a kitten in a bag, but to buy a cat in a 

sack means something else. So, we explained it. And now, it is so much fun. 

When they express themselves, they buy a cat in a sack sometimes. They 

are using, you know, what they learnt […]. The twin sisters went to a 

tombola and bought some game that was supposed to be fun. Then, they 

went home to play, and it turned out to be a very boring game. So they had 

bought a cat in a sack. (Ha.I.8) 

Hanna mentions that it is fun to see the learning result from the creative activity, which 

also involves creative use of the newly learnt phrase. One creative activity triggered the 

next, and this seems to make Hanna proud. Also, Edda describes the joy she feels when 

she starts a creative project and it moves on without her effort, driven by the students’ 

ideas (Ed.I.3). Especially when students are working independently on their own 

projects or presenting it, the teacher can sometimes relax a bit (Ei.I.4). Edda thinks she 

therefore becomes a more pleasant teacher in creative projects (Ed.I.3).  

Especially in Valgerður’s and Manuela’s stories, I could sense a lot of joy and pride 

about their own creative work, which are often the projects they design. Manuela came 
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to me happily after the observation, asking me how I thought it went and telling me her 

own impressions. Valgerður had glowing eyes when, during the interview, she had an 

idea for the upcoming project and she took pride in telling me about the thoughts 

behind the projects she initiated (Ma.O.3; Va.I.7). They seem to identify a lot with their 

creative work and successes, thusly enhancing their wellbeing. 

But working with creativity does not always evoke positive feelings in teachers. 

Because creativity is so open, it can lead to a feeling of not doing enough. There is 

always the possibility of doing more (Ed.I.3; Ei.I.4; Hr.I.6). Gunnar thinks that many 

teachers are afraid to open themselves up to creativity (Gu.I.2). They need confidence 

to leave their teaching routine and realize their creative ideas (Ei.I.4). Although 

Manuela has a lot of teaching experience, she says that it is sometimes difficult to 

develop creative projects the students enjoy that also contribute to their learning. She 

finds security in reading over the curriculum guide for her subject to see that she is on 

the right track (Ma.I.5). When a session does not go well, and the students are not 

motivated or are complaining, she becomes anxious about whether or not she 

presented interesting enough projects or what she could have done differently. Then, it 

makes her feel better to offer a free space (see chapter 4.5.) where students can 

explore any creative idea they have. 

This sub-chapter on reaching students with creativity shows that the teachers 

design their creative projects so that every student can find a solution that suits them 

and experience wellbeing. However, the teacher must support the students, so the 

projects are perceived positively. 

4.4 Integrating creativity in the environment 

The following chapter continues to cover how the teachers use creativity in the 

classroom, but the focus becomes broader than the individual student and teacher and 

considers relations with other individuals and the environment in which the teachers 

work. First, I present some general elements that the teachers depict in the relation 

between creativity and the environment. 

Most teachers agree that the social environment has an impact on creativity. One of 

the reasons is that new ideas are always based on existing ideas (Ei.I.4). Furthermore, it 

seems that often the social climate of a class determines how creative the teachers 

dare to be in that class. Edda describes that she is more likely to do creative projects in 

her 8th grade class where there is a good classroom climate than in her 10th grade class 

where many students lack motivation (Ed.I.9). Einar claims, however, that the deciding 
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factor for creativity is not the environment but the individual, whether it is a student or 

the teacher (Ei.I.4).  

The teachers feel that the classroom climate slightly changes during creative 

activities but not in the long term. Some teachers describe a special atmosphere of 

creation that occurs in especially creative moments. It is mystical and impossible to 

explain (Ei.I.4; Ha.I.1; Ma.I.5). This atmosphere can infect and absorb the whole class, 

and therefore influence the classroom climate in a positive way (Ed.I.9; Ma.I.5). But it 

can also be the other way around, as Gunnar describes: “When you get the whole class 

to participate in the project, everybody gets calm and starts to explore their own mind. 

But it only takes one to ruin that” (Gu.E). Students have a responsibility for a good 

classroom climate. Hrefna says that in creative projects the class becomes louder and 

there is more moving around; Hanna sees an increased busyness in the class, too 

(Ha.I.1; Hr.I.6). These changes can be both positive and negative. 

Next, I will describe how the participating teachers see factors of time and space 

influencing creativity, which includes the physical environment and elements of 

organization. I also briefly point out their opinion about how creativity can bring 

learning closer to the environment. 

4.4.1 The physical, organizational and cultural environment 

Although the physical environment is not the focus of this study, teachers often 

described elements of it when asked about the environment in general; it seemed to 

play a considerable role in their classes.  

A suitable physical environment for creativity 

According to Manuela, an environment that fosters creativity should be “in balance”: 

not sterile, but also not crowded. It should be orderly, but available material should still 

be visible (Ma.I.5). There should be a big enough workplace for everybody (Ei.I.4), a 

nice view (Gu.I.2), and bright colours (Hr.I.6). Hanna describes that she prepares the 

classroom for creative activities by making the topic they will work on visible., i.e. by 

hanging related images on the walls and providing books on the topic from the library 

(Ha.I.8). Hrefna often rearranges the classroom for group work in creative activities 

(Hr.I.6). Many teachers see the visual arts room as a good environment for creativity 

(Ed.I.3; Ha.I.8; Hr.I.6; Va.I.7), but the criteria depicted above show that the two 

participating teachers of visual arts also had an opinion on what a good arts room 

should look like.  
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Open spaces can foster creativity – for example in nature – but also inside a school 

(Gu.I.2; Ha.I.1). Gunnar gives the example of building B in Sólarskóli, where the library is 

in the middle, hallways are wide, and the walls of many rooms are made of glass 

(Gu.I.2). Einar creates a more open space by leaving the door of his classroom open to 

encourage other students to come in if they need something (Ei.I.4). Some teachers 

called for an inspiring and decorated physical environment (Gu.I.2; Ma.I.5). However, 

Hrefna suggests that also the opposite can stimulate creativity: “Maybe when 

everything is so dull and nothing on the hall, maybe you get appetite for doing 

something” (Hr.I.6). Nevertheless, she would like to have more decoration in her 

school.  

By decorating a room or the school with student art work, or presenting the work to 

classmates and parents, creativity can also visibly influence the physical environment. 

Hanna often puts the works in the window, to make them visible for people walking 

around the school (Ha.I.1,8). Manuela hangs up the art work of her students in the 

dining hall so everyone in the school can see it (Ma.I.5). She also says that many art 

works become presents for family, which is a way to influence a wider environment. 

For Hrefna and Manuela, the presentation is an important element of the creative 

process itself and can inspire new creative work (Hr.I.6; Ma.I.5). Hrefna emphasizes 

that it is a matter of respect for student work to be exhibited properly. In her opinion, 

this could also motivate students to put more effort into their work. She uses this story 

to make her point:  

It's like the story of the mother who gets a bouquet of flowers just from the 

garden or something, from her kid. And she finds an old jar and puts it in 

the kitchen table, or the one who takes her most glamorous vase and puts 

it in the middle of the living room. Show them some respect. And also, 

maybe when they know that their work will be set up in a beautiful way, 

they maybe put some more work into it. (Hr.I.6) 

Her story shows that although a piece of work may seem simple, it is the student effort 

that makes it worth putting it in a visible place in circumstances that make the work 

look professional. 

Timeframes and organisation 

It is important to free up time and space for being creative in the organizational 

environment, giving a platform for developing interests (Ha.I.1). In Valgerður’s opinion, 
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this is often already enough to support the students’ natural creativity that they are 

eager to show (Va.I.7). Teachers also must give themselves time for creativity (Ei.I.4) 

and, for example, be ready to have a flexible time schedule for projects. This involves 

not being too demanding and giving students time and space to think (Ma.I.5). If the 

teachers see that a student is working seriously, they should not put pressure on the 

students to finish within a strict timeframe (Ei.I.4), but they have to teach students to 

use their time effectively (Ma.I.5). In Einar’s experience, the best time of the day for 

creativity and learning in general is shortly before lunch (Ei.I.4). Therefore, he starts 

some of his elective courses before lunch, then the class takes a break to eat, and 

continues working afterwards. They lose time going to the canteen and back, but the 

students are more active and concentrated that way (Ei.I.4).  

Manuela claims that often the timetable obstructs space for interested students to 

develop creative projects further. 

I think it’s so nailed down in the timeframe. So, when the student is in the 

gaps, possibly a teenager has a gap in his time timeframe and he wants to 

come here, then I'm working here with another class. (Ma.I.5) 

There is a lack of flexibility for students to pursue their interests at a time that suits 

them and not enough facilities to do so. Big classes make it more difficult to be creative 

and harder to give students individual attention (Ei.I.4; Gu.I.2). However, Manuela 

claims that it is always possible to make some space for creativity – sometimes more 

sometimes less (Ma.I.5).  

Cultural environment in creative work 

The wider and cultural environment is used a lot as part of creative projects. They are 

often related to real life. In Einar’s opinion the creative process represents processes in 

real life – i.e. making a draft before working on a result (Ei.I.4). Hrefna encourages her 

students as well to make creative projects “as real as possible” (Hr.I.6), aiming to 

ensure that the creative result will be useful.  

Many topics the teachers choose for their creative projects relate to the Icelandic 

environment. Valgerður had a project about fish, and Hanna worked with the theme of 

elf stories, both of which are important elements of Icelandic history and culture 

(Ha.I.8; Va.I.7). Some teachers try to involve real-life problem solving by addressing 

environmental pollution or health policies (Hr.I.6; Ma.I.5). Einar thinks that this is 

increasingly important, because there are more and more new, unseen problems in 
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society (Ei.I.4). More examples of projects related to the environment can be found in 

chapter 4.5. 

In the following two sub-subchapters, I would like to emphasize two aspects of the 

social environment, based on what I drew from the data. The division follows the 

model of a social climate developed by Moos (1979) but leaves out the element of goal 

orientation which seemed to be less relevant for creativity. 

4.4.2 Relationships in the classroom and beyond 

The relationships between students and teachers seem to be of foremost importance 

for creativity in the classroom. Communication should be based on trust and should be 

constructive. The teachers encourage collaboration in their classrooms and collaborate 

with colleagues for creative projects. 

A trusting and encouraging teacher-student relationship 

The relationships between teacher and students seem to be crucial for students daring 

to be creative, which involves showing feelings and taking risks. For Einar, this 

relationship is the most important part of the social environment. He describes it as the 

“…way how you are encouraged to things, or pushed, or challenged” (Ei.I.6). His 

expression shows that the relationship needs to support the independence of the 

students, but also that the teacher should be understanding and caring (Va.I.7); 

children need the experience that “…somebody gave your ideas some wings to do 

something” (Hr.I.6). Efforts for a good relationship are always ongoing in the contact 

with the students, not only during creative projects. As Hrefna expresses it: 

I try very hard to let them know that they can trust me. And they can come 

to me with any problem, learning one or communication problem or 

anything, when they like. So, I try to build my class on trust. (Hr.I.6) 

Hrefna emphasizes the importance of trust as an essential element of good 

relationships. With the students’ trust, the teacher can help them get over the 

hindrances that keep them from being creative (Ma.I.5). Trust is built by getting to 

know each other through openness and communication (Gu.E; Hr.I.6; Ma.I.5). Einar 

tries to connect with his students by showing interest in them. He says, “I also was a 

student I mean, and I am interested in what you want to do. Like, there is no such rule, 

or we have to do this or that” (Ei.I.4). This is especially credible, because he is not much 

older than his students. Hrefna calls attention to how difficult it is to be creative in a 

group she does not know well: 
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It's a bit hard when you don't know the students, what you can allow them 

to do and know what you can trust them. Can I trust this group to go 

outside to find something in the nature to use? Or will I have a phone call 

from the police, you know? Will they just ruin things or? So, the hardest 

one is to work with the students you don't know well, in creative work. But 

the more you know them, the more you know how you can trust them and 

allow them. (Hr.I.6) 

She describes the struggle between wanting to let the students be creative and the fear 

that they could misuse the freedom they are given because not enough trust has been 

established. 

The relationship with each individual student is equally as important as the 

relationship with the class in general. Edda thinks that students need a lot of 

compliments to go on with creative work; Gunnar and Hanna encourage students by 

having an open conversation about the project and their insecurities in being creative 

(Ed.I.3; Gu.E; Ha.I.8). But Gunnar also points out that students should not be pushed 

too much. It is good to encourage but unwise to force students to leave their comfort 

zones because it could undermine trust (Gu.E).  

Constructive communication 

Communication is not only important for building trust, but also for the understanding 

of the creative process and the teacher’s requirements. The two should not be 

separated: having clarity about process and goals can help students to trust the 

teacher. Constructive and clear communication is crucial at all stages: in the beginning, 

during the process, and when a student is about to complete a work (Ei.I.4). To 

enhance understanding of the creative process, Manuela engages in meta-

communication with her students, talking about the process, and the special 

atmosphere of creation when it occurs (Ma.I.5). With a similar intention, Einar asks his 

students questions about their ideas and working processes.  

We speak usually when they are working doing the first sketches, to speak 

about the sketch. Ask questions. Like 'How is […] it going to be, like, the 

shape?' And, 'How are you going to put it together?' And, 'Why?' And ask 

questions that sound a bit maybe simple, like, 'Why this, and why that?' 

Maybe they have to think about, 'Ah yeah, what about...?' And they don't 
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know the answer, maybe, but maybe and hopefully they think, 'Ah, maybe I 

could do it like that.' (Ei.I.4) 

By asking questions and not giving direct advice, Einar gives students the possibility to 

find the answers themselves, which enhances their creativity. Open questions seem to 

be a powerful tool in teaching for creativity. Edda uses open questions in a way similar 

to Einar when the students want to do something else than she suggested to see 

whether it fulfils the criteria and if the student has thought it through (Ed.I.9). Asking 

the students questions and listening to them can also help to draw out creative talents 

in students (Hr.I.6), before a creative project even starts. Constructive communication 

also involves the students asking questions to the teacher and each other. It is a mutual 

conversation that can enhance the flow of creative ideas. The students are encouraged 

to tell each other preliminary versions of their creative ideas (Ha.I.1). They should get 

the feeling that it is acceptable to ask questions and to not know about something 

(Ei.I.4; Ma.I.5). Trust and open, constructive communication provide a good base for 

collaboration, which the teachers encourage in working with creativity. 

Creative collaboration among students and teachers 

Collaboration in the classroom and among teachers can enhance creativity in various 

ways. In Edda’s opinion, when more people are together, there are more creative 

ideas, and she wants to practice this attitude with students (Ed.I.3). Therefore, students 

often engage in group work and help each other, but also the teacher is a partner, 

often on the same level (see more in chapter 4.4.3). Einar likes to put enthusiastic 

students in groups with less motivated students, hoping that they can motivate each 

other (Ei.I.4). Many of Hrefna’s creative projects happen in group work, and she mixes 

groups on purpose for diversity – and even conflict – to spark new ideas (Hr.I.6). 

Student collaboration can sometimes lead to a chain of new ideas outside group work, 

as in the example Einar gives: 

And that something happens also, when one puts some paint in the hand, 

and paints all with the hand on the paper, and then everyone starts doing 

it. But then they go, 'Ah, I want to put my feet,' and everything goes too 

much, but then you say, 'Well, maybe you want to try it.' (Ei.I.4) 

This example shows that copying is not always bad and can even support creativity, if 

the copied idea is developed further.  
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In Sólarskóli there is collaboration between students of different grades in theme 

work, which also involves collaboration of the respective teachers (Ha.I.8). Good 

relationships and collaboration between teachers can help them to work with creativity 

in their classrooms and the whole school. Especially fruitful seems to be the 

collaboration with a creative co-teacher. Valgerður says that the close collaboration 

with her co-teacher Bára boosts each other’s creativity and leads to successful projects 

(Va.I.7). Talking about new projects, they complement each other – one starts, then the 

other adds to it. They have different strengths: while Valgerður has great but 

sometimes unrealistic ideas, Bára knows what works in the class. Valgerður gives an 

example of their communication when planning a project: 

I was telling her, I would have had the children making their own hearts, 

their own butterflies, something she realized would be a lot of work. So, I 

just followed her. It was easier. […] You know, we get an idea, let's, what 

about doing this and she says, ´Yes, and?´ And then I add something, and 

she says, ´Yeah, and then we could…´ We just have this communication, 

dialogue, sort of debate, you know. We throw ideas between each other 

and talk about how to do, how to go about things, how could we make it, 

what we need to do about, how do we prepare. (Va.I.7) 

The example shows that they think in the same direction. They trust each other enough 

to “think aloud” and let their co-teacher work further with their half-ready ideas. They 

seem to be equal partners in the creative planning process. Einar also puts emphasis on 

planning with his co-teacher, openly and calmly. They sit down and collect ideas. 

Sometimes the co-teacher who has 30 years of experience has quite formed ideas, but 

Einar describes her as being positive and open to his new ideas, which they often use 

(Ei.I.4). 

Einar thinks that collaboration between subjects would be fruitful and should be 

done more, although he also sees the challenges (Ei.I.4). Collaboration between 

subjects is often based on projects – especially big projects, like the biannual musical in 

Mánaskóli (Ei.I.4). But Einar and Gunnar would like to collaborate more continuously 

and see more initiative from the class teachers. With better organisation and more 

effective communication at the beginning of a topic – even better, at the beginning of a 

semester – they would know what other teachers are planning and could work on the 

same topic in their subjects (Ei.I.4; Gu.I.2). Valgerður would also love to collaborate 

more but feels resistance from other teachers: 
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Unfortunately, I have the feeling they are not interested. I teach music the 

first three grades, and I asked them if they would tell me what they were 

doing. If they wanted me to sing some special songs with them or if we 

could cooperate. No. They are not gonna sing with the children, they said 

so. (Va.I.7) 

It seems that the teachers Valgerður is talking about do not see the value that the 

creative act of singing could have, which makes it harder to collaborate because more 

than just organisational factors need to be brought into harmony.  

But the teachers also mention positive examples of collaboration with teachers of 

different subjects. Edda was very happy to get a travelling teacher from Denmark who 

worked very creatively with the children and left her ideas for activities behind, so Edda 

can use them in the future (Ed.I.9). Valgerður and Hanna often use ideas they get from 

conversations with other teachers for their own projects (Ha.I.1; Va.I.7), showing how 

important it is to talk to each other, sometimes even without the intention of sparking 

a creative idea: 

When I see something, I find interesting and fancy me, I would try to do 

that here myself. Without ANY hesitation, you know? I just make it mine, 

create something from an idea I get somewhere, and, well, I'm practically 

making the same thing but make it mine. (Va.I.7) 

The example above shows that creativity does not always mean inventing something 

completely new but can also consist of making new connections between known facts 

and practices and new goals. Collaboration can make it easier to make these 

connections and achieve a creative result.  

Collaboration is, in a way, lived relationships, and it cannot function without trust. 

The same is true for creativity. Communication can help with building a trusting 

relationship and help with being creative directly. Collaboration is seen as crucial in 

creativity, mainly because diverse expertise can be beneficial, but the teachers consider 

the creative collaboration in their schools not to be developed well enough. 

4.4.3 Student freedom and control 

The agency of students in creative work was one of the elements that emerged as an 

influential factor in supporting creativity. The roles of teachers and students within the 

classroom, students’ freedom and choice and how the teachers controlled and 
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balanced those elements were quite similar among the teachers, with slight differences 

depending on subject, students’ ages and teaching philosophies. 

Student agency in creative learning 

Einar expresses that the student has the main role in creative learning, this opinion 

also shines through in the stories of the other teachers. However, the teachers are not 

passive, as they assume a helping and advising role (Ei.I.4). To some extent the 

conventional roles of teachers and students can come together, achieving moments 

when the students transmit information and control what happens in the classroom, 

and the teacher has a more receiving role. The teacher can become the learner (Ei.I.4), 

i.e. in a project where the class went to a museum and the students had to present one 

piece of art (EI.I.4). With their attitude students can influence whether a project will be 

successful and how creative it will be (Ei.I.4). When teachers partly give up their power 

position, there is more space for student leadership. Students can learn from other 

creative students, and in group work students can try out leadership positions inside 

their group (Ed.I.3; Hr.I.6; Va.I.7). At the same time, students must take care of each 

other – not everyone can be the leader at the same time, but everyone has an equal 

right to choose. Democracy and tolerance are practiced through such processes (Gu.I.2; 

Hr.I.6). In Hrefna’s opinion there is not enough democracy in school in general, 

therefore creative projects are important (Hr.I.6).  

The students are given a lot of independence in creative learning. If they need 

something, they just get it themselves (Ei.I.4; Ei.O.1; Ma.O.3). With independence 

comes the responsibility to take care of their work and the material, which is the main 

rule in these classrooms. It is also their responsibility not to copy from fellow students 

(Ei.I.4; Ma.I.5). Even when working with young students, Valgerður emphasises that 

they do most of the work themselves. In my observation in Hanna’s class, a few girls 

decided to set up a small shop and Hanna suggested to make a price list, but the 

children decided how much their items would cost. A toy horse would cost 5050 Krona, 

but a monkey of approximately the same size only 100 Krona. Later the price of the 

horse fell to 100 Krona (Ha.O.4). Hanna encouraged the students’ initiative and agency, 

even though the result was objectively wrong, because that was not important in the 

moment.  

The older students get, the more control they can take for the whole creative 

working process. Hanna already sees a difference between 1st and 2nd grade: 
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It is fun to let them go all the way with the story, so they make, you know, 

for example the stage and puppets to play. […] This is how the creativity 

changes. It develops just with them, how they grow. They can do more. 

Create their own stories and theatre plays and something like that. And all 

around that, they can do that all themselves. (Ha.I.8) 

Being in control can however be challenging for students, and often they are not 

used to it (Ei.I.4). Einar describes the struggle he feels in his students: 

The students are not ready or haven't been, I don't know, used to that. It 

can be also, I think, a challenge to make students actually put themselves 

into that position and think about the topic and to really do it. But that is 

also practice, or, like, you have to maybe do more than one project, 

creative project. (Ei.I.4) 

It seems that the students are used to being passive in school – something Einar wants 

to change. He points out that it takes practice in several projects to foster creative 

agency in students. Practice is also often necessary for dealing with conflicts and 

different opinions in creative group work. Finding a compromise prepares the students 

for real life democracy (Hr.I.6). 

Freedom and choice for students 

In chapter 4.3.2 I stated that the teachers consider it important to offer diverse 

options, but it is also crucial to let students choose freely between these options. The 

teachers’ emphasis on freedom and choice suggests that there is more student 

freedom in creative than in non-creative work. Einar wants to “…make them 

understand they can do whatever” (Ei.I.4). However, freedom is always framed, and the 

teacher might control how much freedom to give students based on how active they 

are or how much the teacher trusts them (Hr.I.6; Va.I.7).  

It is a core emphasis in the teachers’ work with creativity to let students decide 

themselves on how to solve tasks and take practical initiative for projects (Ed.I.9; Ei.I.4; 

Gu.O.5; Ha.O.4; Hr.I.6; Ma.I.5; Va.I.7). Einar empowers students by emphasizing that 

they themselves must be satisfied with their creative work, and it is not necessarily 

about the approval of the teacher. When students ask him whether he likes their work, 

he does not answer, but instead asks them back what they like about their work (Ei.I.4). 

Einar thinks that it makes students more creative to work on a project they came up 

with themselves (Ei.I.4). He describes Skrekkur and the biannual theatre play as 
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examples for creative student initiative, where the students do almost everything by 

themselves. Also, the musicals Gunnar organizes are led by the students’ ideas, on a 

level appropriate for their age (Gu.E). The teachers report being open to and happy 

about students’ suggestions if they fulfil the curricular requirements and are thought 

through:  

If a student makes his own approach, or he asks me if he can do it like this 

or like that, and if it meets the means of the project, if you're supposed to 

make a linocut or prints of some sort, they can of course make their own 

version of it. If they learn the technique, which I am supposed to teach 

them. (Ma.I.5) 

Manuela shows in this example that the choice is mainly limited by a technique which is 

part of the curriculum and does not dramatically affect creativity; she still puts 

emphasis on personalizing the result. Even when opportunities are restricted, students 

are often given a choice regarding the project itself or elements within the project, 

such as topic or material. The teachers give the tools, and the students decide how they 

use the tools for their creativity (Hr.I.6). 

Giving freedom means for the teacher to accept the students’ understanding of 

creativity – even if it does not correlate with their own – and to build on it instead of 

prohibiting something. Valgerður showed me examples were students had drawn on 

their workbooks, something that would normally be considered disrespect for work 

material and the teacher‘s instructions. 

We don't find it creative, when they have done something wrong with their 

school book. But, you know, they, I do believe, we could put more effort in 

writing, better handwriting, you know. This one had an autism and ADHD, 

and, you know, this is a creation [he has decorated the cover of his book 

with a pencil, drawing over the letters], of course it is, even though it's not 

what we would have preferred. It was, it would not be the kind of creation 

we would have. Look, this is definitely a creation! [he has filled out some of 

the letters with a pencil] This is just something he did. Nobody asked him to 

do this. He was just bored. Finished his work and started doing something 

else. So, why not? You can't ban this. It's impossible. (Va.I.7) 
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Valgerður’s story shows that one can also see creativity in seemingly bad habits. It 

shows her respect for the students’ behaviour and her understanding for the great 

creative urge children have. 

Teacher framing and control 

However, there are moments in the creative process where there is more teacher 

control. For example, when the teacher is presenting a project or explaining a 

technique, the students must be quiet, listen, and memorize the information (Ma.I.5). 

Ways of teacher framing in creative work include asking the students for references or 

a detailed work plan, outlining topic restrictions or specific elements that the result 

must contain (Ed.I.9; Hr.I.6). However, the teachers depict framing not so much as an 

element of restricting students, but rather as a way to achieve a smooth working 

process, help students work on their ideas and encourage them to not stop before they 

have reached all their creative potential. Valgerður gives an example from a bird 

project. When colouring birds that the students had cut out of paper, Valgerður told 

them to do it neatly, so the colour of the paper would not come through. Some 

students had chosen quite big birds and got tired in the process, but with the teacher’s 

encouragement they all finished (Va.I.7). The teacher’s strict technical requirements 

may have seemed limiting to the students at first, but it left enough space for their 

creativity and assured that the students had a result they could be proud of. 

Einar and Hanna think it is the role of the teacher to keep students active, but also 

to stop them if they go too far (Ei.I.4; Hanna, informal conversation 17.01.2018). Hanna 

told me that there are students who always want to perform something creative they 

have come up with – often a dance or a song – and they oblige the rest of the class to 

look at it, thus exhibiting disproportionate power compared to the rest of the class. Out 

of respect for the other students and democracy, Hanna sometimes says no to the 

students. 

It seems that the teachers working with younger grades exercise more control. 

Valgerður says that she puts great emphasis on the children’s views and encourages 

them to come up with their own ideas, but she is also rather controlling of how the 

ideas are further elaborated.  

I said, ‘First, you draw a picture with a pencil. Then, you draw all the pencil 

lines with your liner, black liner. And, then, you fill in all the forms, the 

colours you want to. You may blend the colours, you know, doesn't make 

any difference. And, then, you colour.’ I made them make dark lines before 
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they water coloured. Sometimes, the water or the colour would cross the 

line. Okay, no harm being done really. I put some limits. They are not 

without limits. (Va.I.7) 

Students generally know what the limits are. When Valgerður’s students have gone 

too far and she has to establish discipline again, she does this in a creative way by 

playing the role of aunt Soffía from the children’s play Kardemommubærinn. Then the 

students can both laugh and hurry to tidy up. Sometimes, however, it seems that 

teachers find it difficult to stay true to the differentness of creativity in education. Edda 

describes that sometimes she uses the threat of a bad mark for students who do not 

want to participate in creative projects (Ed.I.3), which may lead to an atmosphere of 

forced creativity. Often, the classroom rules are determined by the teacher, whether 

they are stricter or looser. In many cases, rules apply the same way in a creative 

classroom as they do in conventional teaching. Students must ask permission from the 

teacher to leave the room or use material, but they are allowed to talk more and move 

more freely inside the classroom (Hr.I.6). 

Manuela thinks there is a risk of becoming too controlling. If she does, she tries to 

make it up again by giving more freedom at another point (Ma.I.5). Hrefna describes it 

as a challenge to design tasks that give freedom, but still enough frame for students to 

not feel lost. She points out that it is easier to describe a task in many words, but then 

the creativity is stifled by simply following steps. She gives an example from a project 

where students had to create their own party: 

[I introduce creative activities] by having very clear instructions, as short as 

you can. And not give them too many examples of how they can do it. I 

remember one party they made t-shirts with the logo. And they made a 

stamp of the logo in the, with some kind of paper, and it was so nicely 

done. And match, so they were all wearing the same t-shirt with this logo 

on, which they had made in the textile way. But if I say, ‘Yeah, you can 

make a video, you can make some hats or do something, a t-shirt, or some 

umbrella’, then, I think I take the tools away from them. Because they have 

to be creative. The less I say, the more creative they are. (Hr.I.6) 

In this case, the main form of control is the limitation of words Hrefna uses to introduce 

the assignment. This kind of control is necessary to avoid the limitation of ideas by 
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giving examples. Her story shows that it is worth putting the effort into formulating 

instructions, so outstanding creative results can be triggered. 

Influence of external factors 

Matters of control do not only involve teacher and students. The teachers themselves 

feel restricted at times in their creative work by the curriculum, textbooks, tests, and 

the educational system at large putting too much emphasis on formal tests and factual 

knowledge (Hr.I.6). Hanna and Manuela feel that the requirements from the curriculum 

guide – including the six pillars – are too ambitious. 

At the end of grunnskóli, you should have managed to do all these things. 

It's like a master’s degree in arts. It's very utopic. Of course, you're not all, 

you could get some of it, but never all of it. (Ma.I.5) 

Also, Edda and Hanna think, that the curriculum does not represent the reality in 

schools and that is difficult to put into practice (Ed.I.3; Ha.I.1.). There are many goals in 

the curriculum but not enough time for all of them (Ei.I.4). Because creativity is only 

one requirement next to several others, it does not get the attention it should, 

especially in older grades (Ed.I.3; Hr.I.6; Ma.I.5). However, Valgerður’s opinion on the 

current curriculum is positive, because subjects such as social science are loosely 

defined and leave space for creativity if the teacher wants to use it (Va.I.7). 

The teachers criticise that arts and crafts are often the first area where finances are 

cut, which then influences the other subjects, because they rely on support from these 

subjects (Ed.I.3; Ha.I.1; Hr.I.6). Sometimes teachers feel pressure from parents and 

social norms, e.g. that academic careers are more valuable than a profession in crafts, 

which also devalues creative work in other subjects (Ed.I.3; Hr.I.6), where crafting often 

plays a considerable role. However, I had the impression that the teachers I 

interviewed were motivated to change educational paradigms, starting from their own 

classrooms. Hanna says that currently she can content herself with what she calls 

“scheduled creativity”, although, in general, she would like to do more (Ha.I.1). She 

points out positive examples of teachers experiencing freedom, e.g. in library work, 

where they can decide themselves how they use the time. Hanna uses it as an 

opportunity for creative work and mixes students of the 2nd and 3rd grades. Another 

example is the theme days that are designed to be different than regular days (Ed.I.3) 

and seem to be the period of the most creativity and freedom in the school year, for 

both students and teachers. Both can choose their group, partially decide what to work 
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on, and realize some ideas that otherwise do not have space in the classroom (Ed.I.3,9; 

Hr.I.6). 

In this chapter on student freedom and control, I discussed how students can 

control their own learning in creative projects, and how teacher framing can be 

carefully used to support and not obstruct student freedom. Since student agency is 

inherently individualized to the students themselves, it contributes to a more flexible 

social environment in working with creativity. Mutual trust between students and 

teachers is necessary for teachers to feel safe in handing over power to the students 

and students perceiving teacher framing positively. 

4.5 Practical approaches and examples of creative projects 

I conclude my findings by summarizing tools, strategies and categories of activities that 

the participating teachers use in their classrooms to foster creativity. I first present 

things the teachers already do, under constraints of finances, tools, time, and their 

classes. In the latter part of this chapter I present some practical suggestions the 

teachers have for making their schools more creative. 

A creative process in project work 

Common steps of the creative process during a project consist of an introduction by the 

teacher, sketching, elaboration, and presentation (Ei.I.4; Ed.I.9; Ha.I.1; Hr.I.6; Ma.I.5). 

Einar calls the presentation the starting point (Ei.I.4). It can be, for example, a 

presentation about an artist, a discussion of an issue or a trip to a museum. The 

sketching phase also includes a discussion of the ideas (Ei.I.4; Ma.I.5). In Einar’s 

experience, it is the sketching phase that makes projects better. Sometimes sketches 

take other forms than drawings in a book, for example, in case of a collage, the 

sketching means ripping out small pieces of paper and loosely arranging them (Ei.I.4). 

Then, one idea is elaborated in the project itself. Several teachers emphasize that the 

result needs to be presented; the presentation itself becomes part of the creative 

process, where students can express themselves according to their interests and skills 

(Ed.I.3,9; Gu.I.2; Hr.I.6).  
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Figure 2. Bottle-bird project in process. 

During my observation in Manuela’s class, I gained a good insight into the steps of 

this process through a project of forming bird sculptures involving empty plastic bottles 

(Ma.O.3). First, the teacher repeated a power point presentation she had shown before 

the holidays about recycling possibilities for plastic bottles and the steps of the project. 

The students were engaged by clicking to change the slides and reading slide text to the 

class. Then, the students continued sketching their birds by drawing them on a big 

paper and colouring the drawing. Manuela emphasized that it is okay, if, in the end, the 

bird looks slightly different from the one in the drawing. The teacher commented and 

complimented on each drawing before they went on to elaborate the bird into 

sculpture form. They made the neck out of a newspaper roll, put it into the bottle and 

fixed it with tape. The head was made of aluminium foil and attached to the neck, then 

the students covered the whole sculpture with pasted newspaper strips. The result at 

the end of the class can be seen in figure 2. In the next class, they would paint the bird. 

Although the students were only in 4th grade, they showed a lot of independence, and 

Manuela treated them as experts on their own projects. Sometimes she had to provide 
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practical help, but always asked the students for their opinions on how the bird should 

look. 

A variety of material and choices 

The teachers in my study give their students freedom and choice by providing a variety 

of material with different characteristics. Hrefna says she would sometimes bring 

material from home if the students needed something that they could not get in school 

(Hr.I.6). In arts the material might consist of different types of paint, in history, of 

different books and technology, etc. (Ha.I.8; Hr.I.6; Ma.I.5). Devices to take photos and 

videos are very popular, i.e. to make short movies (Ed.I.9), and some teachers would 

like more of these devices (Hr.I.6). The internet offers wide material in one place, but it 

can also be distracting. Therefore, Manuela emphasizes working with the hands and 

crafting visible results (Ma.I.5). Gunnar, however, thinks that technology can help the 

teacher a lot in teaching for creativity, because different apps can make the technical 

aspect of composing music easier while preserving the creativity (Gu.I.2). 

Partially controlled creativity 

A quite controlled project is Manuela’s cityscape project in the 6th and 7th grades (see 

figure 3), which proves Manuela’s point that there is always space for some creativity. 

The aim was to teach central perspective and it had to involve a city, but the students 

could choose where their city would be and what type of colours they used (Ma.I.5).  

 

Figure 3. Cityscape project. 
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In assignments that are limited to the conventional form of writing, Edda tries to 

leave considerable space for her students’ interests. She had a project related to Danish 

culture where the students could choose to write about the royal family or one of the 

national football or handball teams and choose two people of their chosen collective to 

write more about. She was very happy with the results, especially because she 

succeeded in motivating the boys (Ed.I.3,9). 

Edda uses posters for creative projects with a stronger frame and says that many of 

her fellow teachers do – e.g. when presenting movies and books. She once asked 

students to make a poster about fashion inspired by a chapter in the textbook. The 

students could decide about the specific topic but were asked to add pictures to the 

text on the poster. Some students chose the fashion of ancient Egyptians, Oscar 

evening dresses or sportswear, others specific labels or companies. Edda says that all 

genders could find themselves in the project (Ed.I.9). 

Hrefna uses posters as creative projects for groups that she does not know very 

well, e.g. a poster about the UN’s Millennium Goals. Each group received one goal and 

had to present five things that we can do to achieve it. Although Hrefna was a bit sad 

that she could not give them more freedom, she said the students used the little 

freedom well. Some even sewed into their poster (Hr.I.6). 

Connection to life and environment 

The connection with the environment I discussed in chapter 4.4.1 is often achieved by 

using available material, such as recycling. In addition to the bottle-bird-project 

mentioned above, Manuela had a project in 9th grade about dystopia (see figure 4).  

We were talking about how humans and the earth would look like in, 

maybe, 200 years. And I had this table with all, spread out with all kinds of 

stuff. It was insides of computers, it was all kinds of electric stuff, and they 

all made a synthetic nature or a person. […] So, everyone made his own, 

imagined how things or animals or the nature would look like if the earth 

would not recover from our environmental. What do you say? It was a, I 

think this turned out to be a very personal interpretation for each student. 

Maybe because the subject was wide enough for each one to make, narrow 

it down to his view. (Ma.I.5) 
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Figure 4. Dystopia project. 

Valgerður did two projects related to the Icelandic environment: one about fish and 

one about birds. The children had learnt about both before and chose which fish and 

bird they would do. The fish were made of a folded paper with the head and tail on the 

front, and the rest by unfolding the paper. For the birds, two sheets of paper where 

painted, hefted together, then filled with newspaper (Va.I.7). Hanna used a very similar 

technique for creating fish when their theme was the sea (Ha.I.8). 

In my observation of Edda’s 10th grade class, the students had to present a project 

very closely related to their lives as soon-to-graduate young people. They had to 

choose one of Denmark’s folk high schools, then present the school and everything 

related to an imagined stay there: how much the trip would cost, how long and where 

they would stay etc. A student who could not find a folk high school was allowed to 

present another school (Ed.O.6). 
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Figure 5. Booklets from political parties project. 

Hrefna has an interesting example for creative group work with her 10th graders 

who had to form political parties. Figure 5 shows a booklet of one of the students’ 

parties and another booklet not related to this project. 

In 10th grade, they learn about democracy and how the parliament is run 

and everything. So, they have to create their own party, political party. All 

kinds of tasks and they have to make it as real as possible. And they have to 

find something they would like to accomplish if they get into the parliament 

and they have to find, and I give them as few orders as I can. But they have 

to make a logo for the party, and they have to find a name for it, and they 

have to find some issues, something they would like to fight for, about 

education, about health, about environment, and about foreign affairs yes. 

And […] they have to present the party for the whole class, and they can do 

it as they like. But they have to sell us the idea, because afterwards we have 

some elections between the parties. (Hr.I.6) 
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At the time I interviewed Hrefna, she was planning a similar project about World 

War II in Iceland, where each group would receive one aspect to present any way they 

pleased (Hr.I.6). 

Einar and Edda suggest going outside whenever the weather is good, e.g. to take 

pictures, then recreate them with water colour paints, or just to move a bit and get 

fresh air (Ed.I.9; Ei.I.4). Hanna told me that her co-teacher, Helga, used to take her 

students to bake bread at the beach (Ha.I.1).  

 

Figure 6. Advent wreath project. 

A simple way to connect creativity with culture in the form of upcoming holidays is 

to do, for example, Christmas cards and decorations (Ei.I.4). Edda says that, in 

Sólarskóli, they have a crafts day before Christmas where students choose a station 

with one of many crafting offers, e.g. candle decoration, painting plates or lightbulbs. 

More choice was added last year when there was also a games station in the library 

and a sports station in the gym. Thusly, students were not obliged to be creative in the 

traditional sense (Ed.I.9). Valgerður did a three-week creative circle project around the 

idea of the Advent wreath. It involved reading a story about a candle, drawing it, 

creating a book about the four candles, and making a big wreath around a column in 

the classroom with small slips of papers where the students would write compound 

nouns (see figure 6). The fourth station was meant to be the collection of natural 

material outside to decorate the big wreath, but at least during my observation that 

was replaced by finding words inside a long topic-related compound noun.  
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One of Einar’s projects involved going to a gallery where the students were asked to 

present an art piece of their choice.  

Now, what we are going to do is to go to a museum, the National one, I 

think. Well, we go to a museum, and they have to have gone there before, 

and they have to choose a piece, an art piece, and they choose that work 

and they present it. They present in front of it, and they also present a bit 

the artist, but also the work, to do a small presentation, but in front of the, 

in the museum. So, I think that's quite of a challenge. We haven't done it 

before. But that's something we are, none of us have done, but I think 

that's also a way of leaving them to choose. (Ei.I.4) 

This project is connected both to the physical environment of the museum and the 

cultural environment of Icelandic art history. Although some students might not choose 

a very creative form of presentation, the project includes one of the core elements of 

teaching for creativity, i.e. giving students freedom to choose according to their 

interests. 

Personal connection 

A project that was stricter in technique but gave students the chance to express 

themselves on a very personal level was the hand project in Manuela’s 6th and 7th grade 

classes (see figure 7). It aimed to help the teenage students show who they are. 

Students would do a plaster cast of their hand, then paint and decorate it in any way 

they pleased (Ma.I.5). 

 

Figure 7. Hand project. 
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Another of Einar’s projects is about asking the students to describe their journey to 

school each day. Here, the topic is given, but the technique is completely free. They 

can, for example, use watercolours, make a collage or take photos (Ei.I.4). This was also 

the case in one of Manuela’s projects where students were encouraged to create a 

secret friend. 

In 2nd grade we are working with friends and loneliness and something like 

that. We are sometimes lonely, we don't have anyone to play with. And 

everyone can connect to that. So, my project was to make a secret friend, 

out of all kind of scrap and just what I had in the classroom. And every child 

made this special friend he could talk to when he was lonely, just out of 

scraps from all kinds of boxes and old buttons and all kinds of various stuff. 

(Ma.I.5) 

Valgerður also encourages personal expression through creativity by asking students to 

draw a happy person (Va.I.7). The results she showed me were very diverse, as can be 

seen in figure 8. 

 

Figure 8. Drawings of happy people. 
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Some students focused on the facial expressions of the happy person, and some took 

the environment into account or tried to express happiness through symbols, such as a 

heart. 

Creative stories 

A popular creative method among the teachers is incorporating the telling of stories 

about and within the task. I experienced an example for a story around a mathematical 

problem in my observation of Hanna’s class, when Hanna told a story about a fictional 

place called Cubeland where everyone pays with cubes to solve a problem on how 

much one chewing gum would cost (Ha.O.4). For letting the students tell a story, Hanna 

uses story writing and theatre play. She also lets them organize things around the play, 

such as stage design, costumes, and artefacts, as mentioned in 4.4.3. She also uses 

theatre play and illustrations to let the students interpret a story they hear in class 

(Ha.I.8). Illustration can mean, for example, drawing one of the characters (Ha.I.1). She 

also uses illustration to visually represent proverbs like to buy a cat in a sack, which 

equals the English saying buying a pig in a poke (see 4.3.2.). The creation of stories is 

Hanna’s main creative focus in her 2nd grade class in all subjects (Ha.I.8). 

When working as a music teacher, Valgerður let the students tell their stories 

through singing and composing their own songs. She would give them the first three 

notes and give them the pulse by tapping on their hands. The students could sing 

freely, just needing to return to the first note in the end (Va.I.7).  

Einar uses booklets and collages as ways for students to tell their own stories. Only 

the general form is determined, but the content and details of technique are left up to 

the students. They can also choose whether they work alone or in small groups (Ei.I.4). 

Creating small books also seems to be a popular method. Manuela’s 4th and 5th grade 

classes made books (see figure 9) using a marbling technique (Ma.I.5).  
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Figure 9. Book project with marbling technique. 

Edda had a project in 8th grade to make electronic books about animals. She 

emphasized that the students had to use Danish while looking for information, which 

was challenging, because the language proficiency in 8th grade is still quite low. 

I said, ‘You can choose an animal, any animal you want,’ but it had to be in 

Danish, and there had to be a picture and maybe a link to a video of the 

animal, and there, you know, say where it lives, how it looks like, how the 

offspring is, and something like that, and something more. And they did 

such nice electronic books, you know. One wrote about the elephant, one 

about the lion, or the swan or just, they could choose. And they immersed 

in this. And many did just very nice things. (Ed.I.9) 

This project did not only foster creativity, but the students also practiced general work 

and research skills, such as finding information independently and referencing it. 

Integrating subjects and mixing age groups 

Valgerður showed me a good example of combining different subjects: a drawing of a 

vase with a sequenced decoration and straws stuck in it (see figure 10). In this project, 

there “…is a bit mathematic, creation, decoration and also learn studying something 

about nature” (Va.I.7).  
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Figure 10. Vase project. 

As Gunnar described in the interview (Gu.I.2), he combined different art forms in 

the class that I observed. The students listened to three pieces of film music. For the 

first piece, they simply had to write down words that came into their minds. In the 

second piece, they should write a poem or short story, and when listening to the third 

piece, draw a picture. Gunnar asked the students to read out some of their examples 

and say what they had drawn. Then he espoused a positive comment for each work, 

even for a student whose story was only one sentence long (Gu.O.5). Combining 

different subjects – among them, arts – happens often in theme work and special 

theme days. Examples of themes Hanna gives are the sea, wasps, dinosaurs, and elves 

(Ha.I.8).  

It seems common in the three schools to do big projects with collaboration between 

grades and subjects. An example is the annual musicals in Sólarskóli, which two classes 

often do together – originally Gunnar’s initiative. He says that the aim is for students to 

learn how to perform and work on their own ideas, as well as respect their classmates’ 

opinions (Gu.E). Another example is the big biannual theatre play in Mánaskóli where 

60 students plus a student orchestra take part. It is guided by the theatre teacher and 

supported by other teachers but is mainly organized by the students (Ei.I.4). Another 
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interesting initiative is the art days in Mánaskóli. After the exam period ends, the 

students work for three days on one creative project – “art” in the wide sense – that 

they plan themselves, alone or in small groups. 

I was in a group, because we had some nine days to fill, which was non-

school. What you do? And I was in this group to organize these days. So, I 

said, ‘How about just having art days?’ [The students] just had to decide if 

they will be one [or] in a group, but they had to list out, do some 

preparation, what they were gonna do these, I think it was three days. And 

it was amazing what came out of it. And we decided […] that this is 

something we gonna do every Spring. (Hr.I.6) 

Right before my interview with Valgerður, there was a session in school where 

groups consisting of all grades had to solve different tasks. Her station involved a tray 

of things they could use to do something and, among other things, create their group 

number (Va.I.7). This activity aimed at student influence and the relationships inside 

the group. 

Small creative activities 

Not only big projects, but also small activities in the classroom can make learning more 

interesting and foster creativity. Edda, for example, tries to use opportunities arising 

out of the situation in her class to do something creative. Especially in the younger 

grades, the teachers use a lot of play, and role-play in the older grades (Ed.I.9; Ha.I.1,8; 

Ma.I.5). Hanna seems to use play, role-play, and games to repeat subject matter or just 

to unwind and practice social skills. Except for games with strict rules – which are not 

exactly creative – students are always encouraged to pursue their own ideas (Ha.I.1,8; 

Ha.O.4). Edda uses role-play and short dramatic play to act out texts in the textbook 

(Ed.I.9). She also works with movies, singing, and listening to songs to make Danish 

more fun for the students. A teacher from Denmark that visited her class used 

alternative methods like scavenger hunts, relay races, and games to make students talk 

more (Ed.I.9). 

For examples of creative activities in mathematics, Edda depicts drawing up the 

student’s room and letting them measure it, drawing pictures with geometrical forms, 

and designing and conducting surveys on different topics (Ed.I.3). Hanna gives an 

example of creativity in mathematics, where students had to work in groups to create a 

picture to solve a problem, then present to the class how they solved it (Ha.I.8). 
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Over the years, Hrefna has learnt that students learn more if they draw up maps 

themselves instead of just labelling pre-existing templates, the former, a much more 

creative means of learning geographical material. When working with the textbook, 

Hrefna lets students with different talents answer textbook questions in their own way. 

So, if we are maybe talking about the D-Day, then they are maybe writing 

some facts about the D-Day, and then he draws it up. Because that's where 

his talents lie. Then he makes beautiful, beautiful pictures. […] Or maybe 

someone ,he was writing a poem when he should be doing something. 

Write a poem about the D-Day! (Hr.I.6) 

One way of giving space to creativity, is the free space in Manuela’s classroom 

where students can create whatever they want with recycling material if they have 

time left at the end of the class. This is how Manuela describes it: 

They can put this glue gun in, and they can make all kinds of stuff. I put out 

all kinds of just wood pieces and all kinds of recycling materials. Also, I 

don't, they can do whatever they like. Here. If there is a 15 minutes gap for 

someone, he has done what he is supposed to, he most of the time asks, 

can I go to the free space. And he can. The only rule I set is: you leave 

everything in place again. And here, something very creative often happens. 

Because I'm not interfering, never. They can do whatever they like. So, I 

think it's a good addition, if you are not feeling good in your heart because 

you were too controlling or something, you always leave this space open for 

everyone to just make whatever they like. It can be a sculpture or whatever 

you imagine. (Ma.I.5) 

Valgerður has something similar that she calls “free time”, which is the last 50 minutes 

on each Friday. Students have the opportunity to build with blocks or use some clay – 

and the students always look forward to it. 

Suggestions for creative initiatives 

The teachers also called for several initiatives they would like to see in their schools to 

support creativity. They would like to have more theme work, special events and 

spaces, like a “maker’s space”, which students can book or use to pursue their creative 

ideas outside the classroom, or an open night with the same goal. This is how Manuela 

imagines these things: 
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Possibly, we could do more of like ‘maker’s spaces’. Like this [free space] 

taken further. There might be a special room somewhere you can book. I 

want to book a time in the ‘maker’s space’. Possibly, it would intrigue some 

geniuses to grow here. That would be a good addition to what we are 

already doing. I think so. Maybe open classes in the art room, I don't know. 

You could have an open work space or something. That would be, I think it's 

so nailed down in the time frame. [...] So, if you could make an open night 

or open afternoon, so you can just come and work freely with your own 

ideas, and one room with all kinds of stuff you could just try, make 

experiments. Like, how do I attach two things together? Does this work or 

not? That would be a good addition as well. A big room full of stuff you can 

play with. (Ma.I.5) 

Hanna and Gunnar would like to see professional artists from different art forms 

come to school more often to present their art, work with the children, and inspire 

them. 

 

In this chapter, I explored the approaches the teachers in this study take to work 

with creativity in their classrooms, with the goals of making learning more interesting, 

reaching each student personally, and developing their creativity. The teachers foster 

creativity by offering diverse learning opportunities, striving for wellbeing, developing 

trusting relationships, and giving students freedom and choice. As one can see in 

chapter 4.5, these main approaches can translate into many very different projects, 

activities and strategies for teaching. While, naturally, this is not a complete list of the 

creative work the participating teachers do, they might be useful for illustration and 

inspiration. 
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5 Discussion 

The purpose of my research was to contribute to an increased understanding of 

working with creativity in education. The goal of this study was to explore how teachers 

work with creativity in Icelandic compulsory schools with a focus on the social factors 

that influence creativity. I put forward the research question of how teachers in three 

Icelandic compulsory schools work with creativity in their teaching. My sub-questions 

were how the social environment affects creative work in schools and how creativity 

influences the social environment of a class and school. 

In this chapter I summarize what I consider to be the main points from the findings 

and interpret them in the light of the theoretical frame and the context of this study. In 

the end of the chapter I offer a condensed answer to the research question and its sub-

questions. 

5.1 Perceptions of creativity 

All of the teachers in my study have a positive perception of creativity. They claim that 

it is important for the overall development of a person and agree with the literature 

that it is a natural part of being human (Amabile, 1989; Jónsdóttir, 2016; Robinson, 

2011). But creativity must also be supported – or at least not suppressed – so that each 

person can reach their creative potential. Creativity can be found in all areas of life, but 

people tend to have specific creative strengths in one or several areas. 

Criteria of creative dispositions and creative results 

The teachers point out different criteria about what students need to be creative. 

These include confidence, imagination, and playfulness. The same criteria of creative 

dispositions can hold true for the teachers, although only Einar states explicitly that 

teachers need confidence to be creative (see 4.3.3). The element of being imaginative 

and coming up with new ideas is, for students and teachers alike, the strongest 

condition for being creative as stressed by the teachers, both directly and indirectly. 

The elements of imagination, playfulness and confidence are widely used among 

the authors discussed in chapter 2 of this study, although in slightly different words. 

Confidence is related to having the courage to explore new ideas, and imagination can 

be seen as the ability to generate ideas (Lucas et al., 2013). All three are also elements 

of Craft’s possibility thinking (elaborated further in chapter 5.2), where confidence can 
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be seen as being a condition for risk-taking and self-determination (Craft, 2001b, 

2011b).  

The teachers in my study emphasize creative dispositions over creative skills; 

dispositions can be encouraged, but the teachers consider them difficult to teach and 

evaluate directly. They also focus on the generative aspect of creativity. Since this is the 

part with more freedom than the evaluative component, it underlines the teachers’ 

perceptions of creativity as something liberating but, at the same time, something 

difficult to grasp. Interestingly, they comment on the evaluative stage in descriptions of 

projects, but the fun aspect and generation of ideas seem to prevail, almost as if they 

see evaluation and elaboration as a follow-up of creativity but not a part of it. Another 

explanation for the teachers’ emphasis on the generative stage could be that the free 

generation part is the one that differs most from conventional teaching; therefore, it 

needs to be more widely encouraged in students.  

The teachers also have an opinion on how an idea or a result can be identified as 

creative. In different wordings, they all declare that it must be original: different from 

what the student has done before and what other classmates do. There is little 

requirement for novelty outside of the classroom context. Creative originality is often 

achieved through personalisation, as Manuela describes it vividly. Personalising a 

creative work also leads to a result that is valuable, at least for the students 

themselves. Originality and value are the main criteria for a creative product as stated, 

for example, by the NACCCE report and the Icelandic booklet on the pillar of creativity 

(Jóhannsdóttir et al., 2012; NACCCE, 1999). 

The creative process 

The teachers mainly describe four phases of the creative process: introduction and 

inspiration, drafting, elaboration, and presentation (see 4.5). The first is consistent with 

the stage of preparation depicted by Csikszentmihalyi (1996); incubation and insight 

(the second and third stages) appear to happen during the drafting phase. The fourth 

stage of evaluation supposedly happens between drafting and elaboration, i.e. through 

a conversation with the teacher or peers. The presentation – which concludes the 

elaboration – is probably included by Csikszentmihalyi in the elaboration process, since 

an idea cannot truly be called creative if it is lacking an influence on the environment 

(Jónsdóttir, 2016). The teachers do not call for a need of going back to a former stage, 

which Csikszentmihalyi (1996) and Amabile (1989) consider crucial, because in 

education it is less important to have a technically perfect performance result than to 
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practice working habits – as seems to be the idea of at least some of the participating 

teachers. This shows, for example, when Valgerður lets her students make “mistakes“, 

or when Einar says the students practice creative skills in every project. Manuela does 

not put emphasis on technical skills either. Duffy (2006) agrees with the teachers that 

the result is less important than the creative process, and Amabile (1989) on the point 

that the emphasis should not be on performance. Furthermore, there is a curriculum to 

follow, and there are always new projects coming to fruition. Sometimes, there might 

simply be no time to elaborate a product to a state of perfection. Although the 

teachers seem to put more emphasis on the generative aspect of creativity, both polar 

requirements of the creative process – as depicted by me as play and work (Robinson, 

2011) in chapter 2.1.1 – are included in the standardized process the teachers describe. 

5.2 Creativity in education 

In the teachers’ opinions, creativity in education is important, and both students and 

teachers profit from creativity in the classroom. They all have an inclusive view on 

creativity saying it can be used and developed in all subjects in school. Valgerður and 

Einar emphasize the importance of creativity to meet the challenges of the future as 

pointed out by Craft (2011b) and Robinson (2011), while the other teachers seem to 

regard it more as a general asset for personal development. Despite their slightly 

different motivations, all agree with Craft and Robinson that there is a need for 

changing paradigms in education and giving more value to creativity over memorization 

and assessment of factual knowledge. The teachers see the current curriculum guide as 

a positive development in this direction, but still often feel insufficiently supported in 

following it through in their teaching, alluding to the fact that it is overly ambitious.  

Learning from arts and crafts 

Although the teachers believe that creativity can have its place in all subjects, they 

seem to associate it mainly with arts and crafts and use methods inspired by these 

subjects, such as producing art work, as a learning tool in other subjects to foster little 

‘c’ creativity (see below). The characteristic of arts and crafts classes is seen as being 

positively different than ordinary classes by the teachers in this study. They also point 

out that their own creative work is different than conventional teaching. This includes 

promoting a different type of knowledge, using a different judgement and value 

system, and emphasizing imagination and intrinsic motivation (see 4.3.1). Einar points 

out that, especially in elective arts classes, students do not worry about their grades 

and can pursue what they please. The classes are almost recreational although that is 
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not the only reason for their importance. This is maybe one of the positive aspects of 

arts and crafts grades having a low priority in the overall achievement system. The 

points made by the teachers about the positive differentness of creative learning relate 

to Eisner‘s (2002) claim that schooling can learn from the way arts and crafts are 

taught. 

A creative teaching philosophy 

What the teachers describe as characteristics of creativity in education – especially 

their perception of creativity as an opportunity to individualize learning – seems to 

express well how the teachers want to work and what is important to them. They want 

to care for their students, both about their learning and about their having fun in class, 

and to develop students’ potential. The way the teachers describe the activities and 

their outcomes makes it probable that real learning is achieved through creativity, such 

as Wiggins (2011) claims it should be. It appears that creativity resonates with the 

teachers’ professional working theories – the way they personally perceive their 

teaching (Dalmau & Guðjónsdóttir, 2017; Ingvarsdóttir, 2004). From their attitudes it 

seems that the teachers would like to make the way they work in creative projects 

more of a general norm in their teaching, but they do not state this deliberately. This 

could be because they are somewhat afraid to do so and are too fixed in their routines 

to fight for these changes in their schools. Furthermore, there are many more 

requirements they must fulfil in their teaching, such as content curriculum and the 

other five pillars of the curriculum guide. The teachers probably also do other things 

they are passionate about which they did not point out in the interviews, because my 

study is focused on their work with creativity. 

In general, the teachers have a positive view of creativity but regard the work with 

it as challenging at times. It seems that the teachers’ greatest strengths in their creative 

work is their motivation to be creative and overcome obstacles, whether they are a 

demanding group of students or limited time and material resources. My impression 

was that some teachers – especially the ones not teaching arts and crafts subjects – 

might lack knowledge about the diverse nature of creativity and all the possibilities that 

there are in working with creativity in the classroom. This could be due to a lack of 

emphasis on creativity in initial and continuous teacher education, as well as a lack of 

encouragement to explore one’s professional working theory and being aware of it, 

which is important in developing one’s teaching further (Ingvarsdóttir, 2004). Other 

teachers lack opportunities in their environments to freely develop and realize projects, 

but they all do their best and succeed to be creative in their own ways.  
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Valgerður touches on creativity not always being good (Amabile, 1989; Craft 2011b) 

when she describes how boredom leads to creative decoration of work material. This, 

however, is still not destructive or malevolent, but it shows the wide scope of what can 

count as creativity. While Valgerður sees this “wild” creativity as a positive sign of the 

great creative potential of children, one could also argue that the teacher does not 

provide enough opportunities for creative work in a positive way and, therefore, the 

students express themselves creatively in less constructive ways. Valgerður does not 

punish these unwanted creative expressions, but she does not take them very seriously 

and does not build on them either, potentially missing opportunities to reach students 

through creativity. 

One aspect of the teaching philosophy that teachers follow – and part of their 

professional working theory – is the interaction of teaching creatively and teaching for 

creativity (Dalmau & Guðjónsdóttir, 2017; Jeffrey & Craft, 2004). The participants give 

examples of both; however, they do not distinguish between these two. It seems that 

teaching creatively to make subject matter more interesting is the first step and often 

organically evolves into developing creativity in students. Especially in the work of 

Hanna, Edda, Hrefna and Valgerður the main aim is rather to make learning more 

interesting by doing a creative activity but in the process, students also practice skills of 

being creative, such as problem solving and idea generating. The music and visual arts 

teachers in this study teach more for creativity, but Einar and Manuela also claim that 

there is a risk that the teachers are more creative than the students when they design 

an innovative project that does not provide much freedom to the students. 

Hanna, Hrefna and Edda use creativity more as an addition to their conventional 

teaching in the form of special projects, while there are also periods of un-creative 

teaching in their classroom. Einar, Gunnar, and Valgerður see creativity more as a 

general approach to their teaching and life in general. Manuela combines the 

formulations of addition and approach, possibly because what is taught in arts provides 

an addition to education in general, but in Manuela’s classes, she uses creativity as an 

approach for how she teaches. 

This section shows how closely connected the work with creativity is to the 

teachers’ professional working theories underlying their teaching. Therefore, teachers 

should be aware of this, so they can find the best way to support the development of 

their own and students’ creativity. 
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Diversity of creative learning 

The participating teachers practice diversity in their creative projects both on the 

level of practical execution (e.g. material, techniques, presentation of result) and 

learning content (e.g. topic, meaning making), often using the first to achieve the latter. 

Hrefna diversifies learning groups to encourage interesting results, a suggestion that 

Amabile (1989) also makes. The teachers emphasize diversity of understanding (Eisner, 

2002), which influences the results of each student in a creative project. Gardner’s 

(1993) theory of multiple intelligence shines through when the teachers talk about 

diversity. Often, the teachers try to give options that appeal to all of the intelligences 

through different ways to fulfil the requirements of a task or when having multiple 

talents in one group. Diversity in projects, topics, and techniques provides chances for 

all eight intelligences to be tried out and developed further by the students. 

By offering diverse opportunities and freedom, the teachers hope to increase 

intrinsic motivation and make students enthusiastic. But the teachers also point out 

that they need to teach students certain techniques – especially in arts and crafts – as 

one of the tools to be creative. They seem to pay attention to all three components of 

creativity mentioned by Amabile (1989): domain skills, creative thinking, and 

motivation. The teachers do not explicitly mention teaching creative thinking, but it 

seems to be achieved by trying to change the students’ paradigms about how school 

work looks. At least Einar, Hanna, and Manuela claim that they let students practice 

their creative working styles in different projects. 

Little ‘c’ creativity and possibility thinking 

Much of what the teachers described in the interviews relates to Craft’s models of little 

‘c’ creativity and possibility thinking (Craft, 2001b, 2002, 2011b). The teachers are 

convinced that everybody can be creative and some of them try to have daily spaces 

reserved for creativity. The methods they use in creative projects are tools that can be 

used for solving everyday problems; some projects described in chapter 4.5 are even 

directly related to problem-solving – such as recycling. Furthermore, students are 

encouraged to solve the problems themselves that they encounter during a creative 

project. 

On the scale of personal to world-changing creativity (see chapter 2.1.1), the 

activities described by the teachers focus heavily on personal creativity, which is of use 

to the students and makes them happy. Some impact on the immediate environment is 

achieved by presenting creative work in the class or the school, thus spreading further 

than only personal creativity. Some projects have even further impact through 
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competitions outside the school, or performances that others can attend, but it is not 

the main goal of the teachers working with creativity. The teacher’s approach to 

creativity is in line with LCC (Craft, 2002). 

In the activities that the teachers describe, one can find concepts of playfulness, 

imagination, immersion, action, and self-determination that Craft (2001b, 2011b) 

connects with possibility thinking. Risk taking is not emphasized, but the teachers claim 

that creative learning as such is outside the comfort zone for many students, and some 

say they encourage students to try new things. One recurrent concept in the data that 

related strongly to possibility thinking, was the element of communication by way of 

the teachers asking open-ended questions. The teachers mention less that students ask 

“what if” questions, verbally or not, but at least Edda and Einar describe that they 

themselves ask questions to make students think about alternative possibilities for 

their projects. 

Giving time and space for creativity was frequently brought up by the teachers, and 

they are concerned about not being able to provide enough of it. They describe 

elements of standing back and encouraging agency by giving the students freedom and 

letting them control their creative working processes (see 4.4.3). The teachers declare 

that it is a challenge to provide enough – but also not too much – structure for letting 

students be creative while still not feeling lost. Giving time and space and standing back 

and encouraging agency are suggestions by Cremin et al. (2006) for how teachers can 

encourage possibility thinking.  

Wellbeing 

Wellbeing is a theme that was not originally in the picture of this research but evolved 

during data collection and analysis. It seems in my study that creativity can lead to 

increased wellbeing, if introduced and supported well. If students are not prepared and 

supported, it can lead to increased anxiety which hinders wellbeing. Both subjective 

and eudaimonic wellbeing (Boniwell, 2012) can potentially be influenced by creativity, 

but achieving the latter seems more relevant in the context of creativity. It is the aim of 

teaching for creativity that students discover their creative potential and develop it 

further as a form of self-actualization and being happy in the long term. But the 

teachers also describe in many places in the data, that students working creatively with 

their own ideas makes them happy in the moment which is valuable as well.  

Fun and positive emotions seem to be a core characteristic of the participants’ 

creative work, both for the teacher and for the students. Most students and teachers 
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have positive perceptions about creative work and there is a positive attitude about 

people having different perceptions of the world. The teachers stress that all 

perceptions are valid and can be expressed in creative projects. Positive emotions and 

perceptions are also part of Amabile’s (2017) study findings. The teachers assert that 

creative work has the potential to be meaningful for the students in both process and 

result, which, according to Boniwell (2012), supports wellbeing. 

Flow and mindfulness 

The most important link between creativity and (eudaimonic) wellbeing lies in the 

concept of flow (Csikszentmihalyi, 1990, 1996), which the teachers do not mention but 

still indirectly describe when discussing the elements of losing oneself in an activity and 

forgetting time, as described in chapter 4.3.3. The students also have more control over 

their work when being creative, which is one of the necessities for achieving flow. The 

teachers try their best to make creative activities autotelic, so the students do not do 

them only for a good grade and do not worry about failure. They do so by giving the 

students choices for how to work and what exactly to work on. 

Flow states, however, seem not to happen very often even in the creative 

classroom, maybe due to the time limits of a lesson. But when they occur, the teachers 

describe a positive outcome for both student creativity and wellbeing. It could also be 

that flow occurs as part of a creative project, but outside the classroom. For example, 

at home or during group work while preparing presentations of creative projects, such 

as the political party project, or the electronic books (see 4.5). It could also be that the 

teachers are simply not aware of the characteristics of flow and do not always 

recognize it. 

However, some teachers do show awareness of the process of flow. Manuela tries 

to encourage students to be aware of what happens inside of themselves, and Einar 

emphasises paying close attention to one’s surroundings. Students can then creatively 

express what they notice, without judgement, which comes later as a healthy 

component of the creative process (NACCCE, 1999). To a certain degree, creative work 

thus trains students in mindfulness (Boniwell, 2012). This includes being aware about 

the creative process itself and Manuela tries to achieve this with her students by 

making them notice when flow states occur. 

Variety of practical examples 

The many practical examples that the teachers gave me in the interviews, and those 

that I saw in the observations, mirror the diverse nature of creativity. There are small 
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and big activities, organized in one class or the whole school, across one or several 

subjects. These activities represent teaching through and teaching for creativity. Some 

of them are closely connected to the environment and the common life experience, but 

all are rooted in the students and their personal characteristics. Some projects are 

quite framed by the teachers and leave only a small space for creativity in a specific 

place, while others are very open and almost completely designed by the students. 

There are traditional projects, the teachers have been doing for years and examples of 

new ideas, often sparked by the characteristics of their classes. “Traditional” in the 

context of creativity, concerns only the format – the content and precise course of the 

project is new each time. 

In all teachers I sensed a desire for more creativity. They do not content themselves 

with activities and projects they know to be working, but are always open to get 

inspired by colleagues, try out new things, and be more and more creative. 

5.3 Creativity and the environment 

The teachers point out the connections of their work with creativity and the 

environment in many ways. The physical environment is the environmental factor they 

consider most actively, but from their stories many elements of the social environment 

evolve as well, such as relationships and factors of power and control. 

The physical environment 

The teachers comment on elements of the physical environment, which are important 

in as far as the physical environment can influence the social environment and 

represent it – e.g. matters of order and hierarchy (Amabile, 1989). In all of the 

classrooms that I visited, the teacher had a dominant position by way of the seating 

arrangement, with the teacher’s table being at the front, next to the board. But in the 

classes I observed, the teacher often did not use that position and was walking around 

the class. Also, the seating arrangement of group tables I saw in Hrefna’s, Manuela’s, 

and Valgerður’s classes suggest a rather democratic, collaboration-driven social 

environment. The physical environment is very present on the teachers’ minds, which 

could be connected to their perceptions of creativity as mainly visual arts work. The 

literature supports their point; a stimulating but at the same time comforting physical 

environment is necessary for creativity (Amabile, 1989; Csikszentmihalyi, 1996). Many 

of the teachers see the visual arts room as a good environment for creativity, probably 

because their view of creativity is connected to arts and crafts. Especially when talking 

about the physical (tangible) environment, teachers seem to have artistic creativity in 
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mind, which is also more “tangible” than creativity as a mere thinking process in other 

subjects.  

The social environment 

It seems that the social environment is not something the teachers have thought about 

much, but they know intuitively that it does play a considerable role, and it is clear that 

they act upon that intuition. They do, for example, less creative projects in difficult 

classes, which relates to Moos’ (1979) point that the environment influences the 

teacher’s behaviour and teaching methods. But they also emphasize, directly or 

indirectly, that it depends on each teacher individually how creative he/she is. 

Curiously, it is the visual arts teachers – working in the area with the most visual 

creativity – who think more than the others about the connection of (intangible) social 

environment and creativity, maybe because creativity is more constantly on their minds 

and is not only something for special projects. 

There is often no clear line between creative and non-creative work in the 

classroom. Aspects of the social environment are connected to the teachers’ general 

philosophies of teaching – i.e. giving students more power and being supportive of 

them all. Sometimes I had to ask myself, if the teacher was talking about the social 

environment in connection with creativity or just in general. This relates to the point 

made in chapter 4.4.2 that a climate suitable for creativity is being built at all times in 

the classroom, not only before or during creative projects. There is not enough data to 

say whether creativity influences the social climate of the classroom or even the whole 

environment in the long term. This can be true for the physical environment – for 

example, wall paintings can change the visible appearance of a school durably – and, as 

Hrefna suggests, this could lead to a more creative environment in general. However, if 

it is true that creativity increases the wellbeing of teachers and students, helps 

students to become more independent and improves relationships, then it also seems 

likely that the social climate of the classroom could be enhanced in the long term 

through creativity. 

Elements of the social environment enhancing creativity 

It seems to be most important to the teachers that the social environment is 

emotionally supportive, and tolerance for uncertainty is emphasized. Only Einar says 

that the environment should be challenging, whereas the other teachers point at there 

only being challenges in the task itself. The teachers also put emphasis on enabling 

students’ initiative and interactions with others. Students can come with new ideas and 
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debate them; creative projects are a platform to express and develop one’s ideas 

(Sternberg, 2006), although it differs between projects how far the ideas can go. The 

teachers encourage communication, and they often use group work as a tool and aim 

to create a culture of participation and collaboration (Burnard, 2011), but to achieve 

this they have to first work with the students themselves and their fears, as many 

teachers attest to. Compiling the criteria, the teachers interviewed and Craft (2001a) 

stress, it seems as though the participants mostly succeed in creating a suitable social 

environment for enhancing creativity in their classrooms. 

However, the teachers depict lack of time and sometimes having to be too 

controlling as hindrances for being creative (Jónsdóttir, 2011). They also declare that 

other teachers lack flexibility. The participants think that it is difficult to adapt one’s 

teaching – especially for teachers who have been teaching for many years. They do not 

call for an element of reflectiveness, but I think this could improve their practices, 

especially reflecting collectively on creative work. Only Manuela referred to 

reflectiveness indirectly when describing how she discusses moments of flow with her 

students. Reflectiveness could help to prevent using creativity for unethical goals 

(Claxton et al., 2008). 

Three dimensions of the social climate 

Relationships seem to be the most important factor of the social climate in a classroom, 

and this was mentioned recurrently by the teachers (see 4.4.2). Especially significant is 

the relationship between the teacher and each student, in which the teacher should be 

encouraging, inspiring, emotionally supportive, and act as a mentor in technical issues. 

Trust seems to be the defining element in a relationship. Also, control plays a 

considerable role in creativity. It is partially passed on to the students. Rules are clear 

and mostly established by the teacher, but they are less strict in creative projects and 

mostly serve to avoid chaos. In most classes, there seems to be an atmosphere of 

innovation and the wish to constantly improve. However, creative innovation on the 

school level seems to be slower. The factors of relationships and control are part of the 

three dimensions of social climate that Moos (1979) describes, control being core 

element of system maintenance. In general, creative classrooms seem to classify as 

high on support and low on control. 

Elements of personal growth and goal orientation (the third dimension) were less 

obvious, but they could be hidden in the elements of personalisation and personal 

development – although there is no information about how strong the goal orientation 

is. Teachers assert that the students’ goals depend on each individual. They include 
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having fun, creating something beautiful, and having no particular goal. The 

personalisation aspect of creativity enables the achievement of many different goals 

and can hopefully lead to improved learning. The students’ task orientation seems to 

be better, if the project is well designed and the students find it interesting. There 

seems to be little or no competition, but a slight risk of copying and envy, especially in 

teenage years when students are often insecure about their skills. 

Framing and classification 

Requirements of what to teach are given by the curriculum, and the teacher decides on 

the topics of specific projects; the classification of knowledge is rather strong 

(Bernstein, 2000). In many cases described in this study, the classification is 

nevertheless weaker than in conventional teaching, because projects are open – maybe 

integrating issues from other subjects – and students can choose one aspect of the 

topic to work on. There is much weaker framing in creative work (Bernstein, 2000) 

where students have considerable freedom for how they work and are regarded as 

experts on their own ideas. A recent Icelandic action research on creative teaching and 

learning found that as the teachers in the research became more aware of their own 

framing and classification, they also became more secure in adjusting and monitoring 

when strong framing was appropriate and when weak framing supported student 

creativity better (Jónsdóttir, 2017). Overall, the teacher gives a wider frame and the 

students can fill the frame as they wish as long as they do not go outside the frame. The 

students have more freedom than in conventional teaching, but one must also keep in 

mind that, in the end, it is the teacher who decides what is creative, and in the current 

school system he/she has to grade work somehow – including creative work. The 

teacher has therefore a great responsibility, and most teachers in this study are aware 

of this.  

Although the teachers are bound by national and school curricula and, therefore, do 

not have much autonomy in what they teach, they can decide how they teach – 

especially for the pillar of creativity which does not have many methodological 

prescriptions. The creative projects are often closely linked to student needs, and they 

offer individual communication and solutions for the students. Thus, the creative work 

in this study meets most of the requirements of the competence model (Bernstein, 

2000).  
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Collaboration between teachers 

The participants do not say much about the atmosphere and relationships among 

teachers, but their stories combined with how the schools present themselves on their 

homepages gave me the impression that the schools are focused on collaboration 

towards a shared vision, where creativity plays an essential role in all three schools. 

However, opinions differ about which kinds of creativity are desirable and how to 

achieve them. But there is no emphasis on competition, and mastery goals focused on 

the task seem to prevail (Devos et al., 2012). Schools do well in establishing a positive 

climate among teachers – at least in Mánaskóli and Sólarskóli. The teachers’ social 

capital seems to be rather good as well (Hargreaves & Fullan, 2012). They have 

opportunities to interact with a broad variety of teachers in formal and informal 

meetings (quantity), and all seem to have at least some fellow teachers that they trust 

(quality) and can discuss issues with that concern them. These are all good conditions 

for creative work that requires collaboration. Formal spaces for collaboration in general 

are meetings of teachers of the same grade or same subject and of work groups for 

bigger projects, such as theme days. Still, it seems that the collaboration on creative 

projects could be improved – especially in smaller everyday projects. The teachers 

agree with Hargreaves and Fullan (2012) that they need collaborative colleagues and a 

supportive environment to conduct successful creative work. 

 

My research question of how teachers work with creativity in their teaching and 

how the social environment interacts with their work cannot be answered in one 

sentence, and I hope I have given a broad answer in both the findings and this 

discussion. I would however like to summarize the main points answering my research 

question and its sub-questions. The teachers in this study work with creativity as an 

essential part of preparing students for the present and future. They use diverse 

learning opportunities to make each student discover a way to connect to the topic and 

find solutions other than the obvious ones. The teachers see the connection between 

creativity and wellbeing, which links the individual and collective aspects of creativity. 

Work with creativity is embedded in the physical, organizational, and social 

environment. Trusting relationships enhance creativity and provide opportunities for 

giving students freedom and control over their learning, which is necessary for 

creativity. Creative students can in turn influence the social environment with their 

ideas and increased self-confidence and agency. 
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6 Conclusions 

To conclude my thesis, I will briefly summarize its contents and point out what I 

consider to be the most interesting remaining thoughts. I describe the possible 

significance of my research, recommendations for people in education, and what kinds 

of studies could be built upon it. I finish this chapter by pointing out how my own view 

on the topic of creativity in education has developed while working on this thesis. 

The goal of my research was to explore how teachers in three Icelandic compulsory 

schools work with creativity while looking at aspects of the social environment in which 

they work and how it influences their teaching. The main focus was on how to foster 

creativity as a general life skill in every student. The literature around the topic suggests 

that there are many ways to achieve creative learning, but most of them are based on 

finding new alternatives and letting students themselves decide and act. It is also often 

emphasized that teaching for creativity does not depend so much on the correct usage 

of strategies and models, but that it requires a changing of thought about education as 

a whole. 

In my study, I explored the teaching experience of seven teachers in three 

compulsory schools in Reykjavik by conducting interviews and observing examples of 

the teachers’ work with their students. The findings suggest that the teachers use 

creativity both to make learning more interesting and to develop creativity in students, 

and that the teachers do not necessarily separate these approaches. The teachers 

emphasize that working with creativity is positively different from conventional 

teaching but also that it has its own challenges. They create diverse opportunities for 

students to personalize their learning and explore alternatives. Subjective and 

eudaimonic wellbeing enhances and can be enhanced by creativity. Wellbeing and 

creativity are also linked to trusting relationships between students and teachers and 

among the students. The teachers give students freedom, letting them take control in 

creative projects. They try to connect projects to the environment, but also notice that 

organizational and physical aspects of the environment do not always support their 

work. Relationships seem to be the most important element of the social climate, 

which is part of the social environment. 

I found it interesting how much the teachers connect creativity with arts and crafts, 

and that they themselves seem to not have thought much about the social 

environment. I was slightly surprised how difficult the teachers of the “creative“ 

subjects found it to foster creativity, even though they seem to have solid knowledge 
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about creativity. Overall, I admire the passion of the teachers who work with creativity 

– even under difficult circumstances. There is not much difference between the 

teachers selected for their creativity and the others in what they do, except maybe 

awareness of the importance of developing creativity. 

The importance of this study lies in its collection of experiences from different 

teachers and schools. It is significant because it is written in English and can therefore 

also show interested people in other countries how teachers approach creativity in 

Icelandic schools. This thesis can serve as a source of theoretical knowledge and 

practical inspiration for teachers in compulsory schools wishing to work more with 

creativity. Hopefully, this thesis can ignite a discussion among other teachers about 

their practices and experiences that match or contradict the points I made in this study. 

In my opinion, my study can also be interesting for policy makers aiming to better 

integrate creativity into schools. Members of the MESC could find it interesting to see 

how teachers work with parts of the curriculum guide and consider ways to make the 

guide less overwhelming, possibly in a way that keeps curriculum goals diverse, but less 

prescriptive, allowing more flexibility.  

To support teachers better, I suggest that more opportunities are created for 

teachers to educate themselves about creativity, and how it can be fostered in 

students, focusing on a broad and democratic definition of creativity. Teachers seem to 

already be active in exchanging experience with colleagues, but more organized spaces 

should be created, such as seminars in collaboration with universities, schools and 

authorities. The importance of creativity should be acknowledged in initial teacher 

education, but especially in continuous teacher training for the teachers already 

working in Icelandic compulsory schools. The focus should not be on prescribing 

methods, but rather on connecting creativity to a conscious professional working 

theory. The advantages of collaboration between subjects should be emphasized and 

encouraged in schools. Using arts and crafts as a tool in other subjects is beneficial but 

teaching for creativity should not be limited to this alone. By giving teachers rather 

universal tools and opportunities for creative work, they can apply their own creativity 

which provides a basis for them to pass on their passion and expertise to the students. 

In general, everybody who has interest in education might find this research 

interesting, since creativity is connected to real learning. From my current experience 

working in a preschool, I think many elements discussed in this study could be adapted 

for working creatively in early education, such as giving children more choice where 

possible and treating them as experts on their own creative ideas. To continue this 
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study, it could be interesting to add more compulsory school teachers from other 

schools, as well as teachers from still a wider spread of subjects to provide more 

diverse experiences. This study focused on the link of social environment and creativity 

as perceived by the teachers at one point in time. It could be interesting to conduct a 

longitudinal study on creativity and the social environment to see if more creative 

learning can enhance the social environment in the long term and how. Since the 

teachers often commented on the physical environment, another study could focus on 

these aspects and their connection to creativity. A similar study to this one could be 

conducted in preschool, higher secondary school, or other forms of education as well. 

The connection of creativity to teachers’ wellbeing and professional working theory 

could be explored deeper, adding to the knowledge about the benefits of creativity. 

On a personal note, this research has considerably changed my own perception of 

creativity. As I stated in the beginning of my theoretical framework, everybody thinks 

they know what creativity is – and so did I. I had a similar view on creativity as some of 

my research participants: that creativity can mainly be found in art related activities, 

and that these activities are a good way to make other subjects more creative – i.e. an 

emphasis on teaching through not for creativity. Reading different sources and talking 

to my research participants, teachers, friends and family, I have gained both a deeper 

and broader view of creativity. It struck me that not all art is creative, and I now ask 

myself if I am as much of a creative person as I thought I was. But I am possibly even 

more passionate about creativity than I was before. I see it in more places now, 

although I am also more aware of the places where I do not see it and would like to see 

it.  

This study helped me to get a more positive view on the creativity in Icelandic 

compulsory schools, where many teachers seem to do good work but maybe do not 

talk about it enough. I also learned much about the school system in Iceland in general 

– how schools and teachers work on the paper and in practice – and this will help me 

be a better educator in Iceland in whatever position that might be. I appreciate the 

openness of my research participants and feel that I have gained professional peers 

that I could continue to contact for advice. The research process has often had me 

questioning my own perception of education – formed by my own schooling and what I 

have experienced in other countries. My experiences were all surprisingly similar, 

although they involved students with different cultural backgrounds and mentalities, 

which brings about the question of how well the methods are suited for each country 

and what could be done better.  
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I started this research from a background of my experiences in culture 

management, but it went much further than that. I became more aware of the current 

and future necessity of creativity – which is quite urgent for many reasons – and how it 

is much more than solely about encouraging artistic thinking to help students become 

more holistic people. I had not considered before that there is an ethical and ecological 

perspective to creativity. The constant call for creativity and innovation has brought us 

environmental and cultural destruction, along with many positive changes in the world. 

But wise creativity can be an important asset to address the issues, on both a small and 

big scale. With this perspective, it is even more important to look at the social aspect of 

creativity, because we cannot solve alone the global problems we face together. 

Although the task ahead can seem overwhelming, I find comfort in the continuum of 

small to big creativity. Every attempt, no matter how big or small, to be a bit more 

creative – to not accept everything as it is – is valuable and important in the challenge 

of forming a liveable future in this world. 
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Appendix A: Introduction letter 

Introduction to the research “Working with creativity in compulsory schools in 

Iceland: Aspects of the social environment“1 

The research “Working with creativity in compulsory schools in Iceland: Aspects of the 

social environment” is a master thesis conducted at the School of Education of the 

University of Iceland. 

The goal of this study is to explore how teachers work with creativity in Icelandic 

compulsory schools with a focus on how social environment and creativity influence 

each other. It aims to further understanding of the social factors that influence the 

work with and development of creativity in students and teachers. Guiding questions 

are: How do teachers in Icelandic compulsory schools use creativity in their work and 

how does the social environment affect this work? How can creativity be enhanced in 

the social environment of a class and school and how can creativity enhance the social 

environment? 

The research starts in October 2017 and will be concluded in April 2018. It is a 

qualitative research project, in which the researcher will use interviews with teachers 

as the main source of data. With permission, class observations will be used to verify 

and enrich the data from the interviews. Research participants will be four teachers 

from two different schools, two from each school. The teachers are supposed to have 

differently long teaching experience, teach various subjects and different age groups. 

However, they should all have interest in creativity and use it actively in their work with 

students.  

No raw data from interviews or observations will be published directly in the thesis, 

except for quotations for illustrative purposes. The sources will rather be used for 

analysis and identification of common themes. All research participants and their 

schools will be referred to in the thesis with pseudonyms; other information that could 

identify people or places will be changed. 

The interviews will be conducted, and the thesis written in English. 

The responsible researcher is Sophia Kistenmacher, student at the University of 

Iceland in the MA program “International studies in education. E-mail: slk9@hi.is 

The supervisor of the thesis is Dr. Svanborg R. Jónsdóttir, associate professor at the 

School of Education of the University of Iceland. E-mail: svanjons@hi.is 

                                                           
1 Original title 
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Appendix B: Interview guide 

Working with creativity in compulsory schools in Iceland: Aspects of the 

social environment 

Interview guide 

Research questions: 

- How do teachers in Icelandic compulsory schools work with creativity in their 

teaching? 

- How does the social environment affect creative work in schools? 

- How does creativity influence the social environment of a class and school? 

 

1. Introduction of the researcher and logistics of interview 

- Name, study program, purpose of interview 

- Length of interview, recording, confidentiality 

2. Signing of Letter of Agreement 

3. Demographic questions about participants 

- Name, subjects, teaching experience, education grades 

Questions before we start? 

 

4. Understanding of creativity 

What does creativity mean to you? 

What is the role of creativity in education? 

 Why is it important? What are the benefits? Challenges? For who? 

 

5. Experience with creativity 

How do you encourage your students to be creative? 

How do you help them to develop their creativity further? 

Who has the initiative for creative activities or projects? 

How do you normally introduce creative activities?  

How do you make them interested? 
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Can you describe the typical reactions? 

How do you prepare for creative activities? 

Please give me some examples of creative activities you do! 

 What is their main aim? 

Please describe the different steps of a creative activity or project you do! 

What are the main differences between creative and conventional teaching? 

What is the role of the teacher in working with creativity? How do you feel about it? 

 

6. Dispositions and assessment 

What dispositions or characteristics do students need to be creative? 

 Which of these do you see in your students? In yourself? 

How do you see that a creative activity you did was successful? 

What changes do you see in students when they are creative? 

How do you determine whether a student was creative? 

 

7. Social environment of class 

How would you describe the classroom climate in general? 

 How is your relationship with the students? Among the students? 

 In your opinion, what are the main goals of the students in this class? Your goal? 

 How are the classroom rules set? Who can change them? 

How do these factors influence creativity? 

What is the perfect environment for creativity? 

How does the class atmosphere change during creative activities? And after? 

How after creative projects over a longer time? 

 

8. Social environment of school 

In your opinion, how creative is this school? Why? How do you see it or feel it? 

How would you describe the climate between teachers? 
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In what ways do you collaborate with other teachers? 

What changes would you like to see in your school to support creativity better? 

 

9. Curriculum guide 

How do you use the guidelines in your creative work? 

How could it be improved? 

 

Do you want to add something? 

 
10. Next steps 

You can also contact me if something comes to your mind later or you have some 

concerns. 

- Scheduling of observations 

Thank you very much for your time and valuable opinion! 
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Appendix C: Letter of agreement 

Permission and consent 

On account of Sophia Luise Kistenmacher´s MA research on creativity in compulsory 

education. The research is conducted at the University of Iceland, School of Education 

and the supervisor is Dr. Svanborg R. Jónsdóttir. 

 

Agreement for an interview with a teacher about creativity in compulsory education. 

 

Reykjavik, _____________ 201__. 

 

I the undersigned permit Sophia Luise Kistenmacher to interview me about my work 

with creativity in ______skóli and that the interview will be recorded. The recording 

will be transcribed with pseudonyms for persons and places and deleted at the end of 

the research. Noone except the researcher and potentially the supervisor will see the 

transcript. If references will be made to the interview it will not be possible to trace 

who said those words. If I wish I will be granted the possibility to comment on research 

results concerning my interview before they will be published and receive the whole 

research paper upon its completion. 

If I choose at any time in the research process to withdraw my interview and my 

information I have the right to do so. 

 

Teacher consent: 

 

Verification of researcher: 

 

 

 

 

 

 

Sophia Luise Kistenmacher   slk9@hi.is    7714255 

mailto:slk9@hi.is
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Appendix D: Letter to parents 

Introduction of research and opportunity of opposition 

 

Reykjavik, _____________ 201__ 

 

Dear parents/guardians 

I am a master student at the School of Education at the University of Iceland. I 

conduct research on how teachers in Icelandic compulsory schools use creativity in 

their work, with a focus on how social environment and creativity influence each other. 

For my research, I interview teachers in different schools in Reykjavik and observe their 

classes. The supervisor of my research is Dr. Svanborg R. Jónsdóttir.  

I hereby inform you that [name of the teacher] has granted me permission to 

observe a lesson in the class your child attends. I will observe the lesson and write 

down notes and interesting points and take pictures on a digital camera. I will not 

speak with the students during the lesson.  

If any of this data will be used in writing about the research it will not be possible 

to identify which child is described, and students and schools will have pseudonyms. 

Pictures will not be published in the final research paper, but only used for analysis. 

The main emphasis of my observation is on how the teacher approaches the topic 

of creativity, his teaching methods, as well as the organisation and climate of the 

classroom. The latter includes the observation of interaction with and among students, 

but no particular student will be in my focus. 

If you oppose that your child is part of my research, please let its teacher [name of 

the teacher] know. 

 

Sincerely, 

 

Sophia Luise Kistenmacher 

slk9@hi.is 
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Appendix E: Observation guide 

Working with creativity in compulsory schools in Iceland: Aspects of the 

social environment 

Observation guide 

Research questions: 

- How do teachers in Icelandic compulsory schools work with creativity in their 

teaching? 

- How does the social environment affect creative work in schools? 

- How does creativity influence the social environment of a class and school? 

 

Introduction 

Sophia, student at HI, master thesis about creativity in education, interview, follow up 

Just watch and take notes, maybe take some pictures, don´t pay me any attention 

 

Observation points 

Social environment: relationships, goal orientation, structure and control 

Motivation and support 

Methods and activities (steps) 

Signs of creativity 

wellbeing 

 

Additional questions to participant 

About interview and observation 

Check demographics of class 

 


