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Abstract 

It is no small irony that studies of creative identity have themselves tended to lack 

creativity. Drawing on interviews with participants who self-identify as creative, this study goes 

beyond conventional notions of creative identity as either a fixed reality or a mere state of mind, 

or both. Creative identities are formed and reformed constantly, over time, as individuals enact 

their own role repertoires. Role repertoires, in turn, are created, expanded, and altered as 

individuals relate and react to an array of primarily social factors unique to the creative 

enterprise—threat of failure, partial social inclusion and exclusion, artistic collaboration, and 

reward. 

A constructivist grounded theory design was employed to examine the meaning of being 

a creative individual and the associated creative processes utilized by the self-identified 

participants. The data collected were used to develop a theory of creative identity for the self-

identified participants. In this study the researcher was additionally interrogated through the use 

of heuristic inquiry. 

The theory constructed from data reports on the social construction of the meaning of 

being a creative individual. The data on the meaning of being a creative individual revealed three 

subprocesses that contributed to the participants’ construction of a creative identity: role 

repertoire, role performance and self-efficacy. The analyses of the data on creative process 

revealed three conditions for creativity: isolation, collaboration and creative constraints. 
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Chapter 1 

Introduction 

For this study I recruited participants who self-identified as “creative” individuals 

in order to learn more about what it means to be a creative individual. Scholars have 

overlooked such people for the most part as there is very little literature on the meaning 

of being a creative individual (Glăveanu & Tanggaard, 2014). Such literature has 

explored creative identities through occupationally specific meanings in fields such as 

advertising (Roca, Wilson, Barrios & Muñoz-Sánchez, 2017), occupational therapy 

(Fletcher, 2010; Schmid, 2004), and venture entrepreneurs (Raineri, 2005). Extant studies 

fall well short in terms of defining individual creativity identity and interrogating creative 

processes of those who identify as creative. Moreover, such studies often define creativity 

too narrowly, as a psychological phenomenon, and not one engendered through an array 

of social and cultural processes. In a word, they reify creativity. 

This study fills that research gap using a combined constructivist grounded 

theory-heuristic inquiry (CGT-HI) methodological approach. In favouring an inductive 

stance, CGT-HI opens the door to collecting personal reflections and experiences of 

study participants. My reflections are also included. It does so because this research 

explores the perceptions and experience of selected participants in addition to my 

reflections on my experiences of being a creative individual. Participants were asked to 

respond to two initial questions: (a) What does it mean to be a creative individual? and 

(b) How do you engage in your creative process? Responses to these two questions 
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elucidate the meaning of being a creative individual and the actions that contribute to that 

meaning. 

1.1 Theoretical and Methodological Perspective 

I marshal CGT-HI methodology with guidance from two theoretical perspectives. 

The first is a Deleuzian perspective of the meaning of being a creative individual. The 

second is a social constructionist perspective of knowledge.  

The Deleuzian concept of becoming, derived from French philosopher Henri 

Bergson’s (1896/1913) notion of Duration, to be discussed in chapter two, focuses on the 

temporal nature of knowledge, whereas social constructionism argues that knowledge is 

constructed through social interactions (Berger & Luckmann, 1967). The Deleuzian 

perspective is important because it acknowledges that the individual interacts with their 

social and cultural environment to construct knowledge and also that the constructed 

knowledge emerges through the difference and repetition (Deleuze, 1994) of those 

experiences to influence creativity. This means that creativity should be explored 

simultaneously at the level of the individuals and their culture, over a duration of time, as 

the individual and their culture become. Invoking the notion of duration amounts to an 

additional interpretive responsibility for the researcher. 

Constructivist grounded theory (CGT) is compatible with the ontological and 

epistemological orientation of this exploration. CGT is an effective means of theorizing 

meaning among participants. It does so by developing a theory grounded in participant 

data that is ideally suited for interrogating individuals’ identities. Additionally, this 

method is compatible with the epistemological orientation because this method theorizes 

in a way that is sensitive to the social construction of knowledge. It also allows for the 
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ontological orientation that presumes that socially constructed knowledge exists 

simultaneously in the past and present. 

CGT protocol was followed during this exploration and, in accordance with CGT 

protocol, a formal review of the literature was delayed (Charmaz, 2006) to attempt 

“theoretical agnosticism” (Henwood & Pidgeon, 2003, p. 138). Theoretical agnosticism 

denotes an awareness of the existing literature while being conscientious about the ways 

that literature can stymie the interactive processes of engagement (Henwood & Pidgeon, 

2003, p. 138). Charmaz (2006, 2014) problematizes the literature review and argues that 

researchers should draft their literature reviews in relation to their grounded theory 

(Charmaz, 2006), meaning that researchers should use literature to identify points of 

divergence and convergence within their grounded theory.  

Some critics of CGT argue that the methodology is flawed because it lacks a 

rigorous method for reflection (Cutcliffe, 2000). To address this critique, Heuristic 

Inquiry (HI) has been integrated into this exploration. That is, I have reflected upon my 

historical relationship with creativity, responded to the research questions, and provided a 

creative synthesis. This has facilitated the generation of a context for how the data were 

interpreted and the theory constructed.  

A combined CGT-HI methodology addresses some methodological criticism, 

while additionally highlighting my interpretative impact on the construction of the theory. 

Permitting the interactions between the emergent data and the heuristic self-study to 

develop through the constant comparison of data, memo writing, and reflection supported 

theory development throughout the study. 
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Because the aim of this research was to generate new theoretical directions, this 

CGT-HI exploration authorized the participants to self-define key concepts as opposed to 

contributing to already established theories. This approach was particularly appropriate 

for exploring the meaning of being a creative individual because a common cross-

disciplinary definition of creativity remains elusive.  

Current definitions of creativity include themes of originality, novelty, utility, 

inventiveness, and relevance (Runco & Jaeger, 2012). These definitional demarcations 

are modernist in their conception and reflect the economic value of creativity and do not 

account for the affective nature of creativity. Due to these difficulties, participants of this 

exploration were invited to self-define creativity, meaning and process. Allowing 

participants to self-define these concepts permitted them to interpret and respond to the 

questions in ways that made sense to them. 

1.2 Overview of the Thesis 

Seven chapters follow this introduction. Chapter two explains the theoretical 

perspectives taken in this study, beginning with an overview of the Deleuzian ontology of 

becoming. Further, it describes social constructionism which is the epistemological 

perspective used in this exploration. This chapter additionally explicates the becoming of 

a Deleuzian identity. Chapter three outlines the CGT and HI methodologies separately 

then makes a case for integrating the two as a best practice for exploring the meaning of 

individual creativity. Chapter four sets out the methods describing the recruitment and 

demographics of the participants, as well as the collection, analysis and synthesis of the 

data for both the CGT and HI phases of this exploration. Chapter five reports on the HI 

undertaken to reflect on my understanding of what it means to be a creative individual. 
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The creative synthesis produced aims to provide insight into my thinking and how I have 

interpreted the data. Chapter six reports on the data collected from the participants 

recruited for this exploration. These results have been broken up into three sections. The 

first section reports on creative identity. The second section reports on the conditions that 

support creativity and the final section details the attributes participants perform as part 

of their creative identity. These performance attributes are additionally associated with pa 

creative processes. Chapter seven draws the findings together into a grounded theory of 

creative identity. The theory identifies the relationships between the processes and 

conditions that contribute to the construction and subsequent claiming of a creative 

identity. Finally, chapter eight responds to the initial research questions, explains the 

implications of this research for education, outlines future research needs and identifies 

the limitations of this exploration.  
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Chapter 2 

Theoretical Stance 

This study qualitatively explores the phenomenon of creativity among individuals 

who perceive themselves to be creative. It uses a methodology that combines CGT1 

(Charmaz, 2006) and HI (Moustakas, 1990) to compose a theory about the meaning and 

process of creativity among individuals who perceive themselves to be creative. This 

chapter explores the intersection of identity, culture, and creativity, in addition to 

addressing the theoretical perspectives and assumptions made throughout this study. 

2.1 Becoming 

The prevailing ontological perspective held within this exploration is reflected in 

the work of French philosopher Gilles Deleuze and is grounded in his seminal work 

Difference and Repetition (1968/1994). Drawing from Bergson (1896/1913), Deleuze 

(1968/1994) complicates traditional metaphysical essentialism through the addition of the 

temporal dimension, which he termed duration. 

Duration, a concept initially composed by Bergson (1896/1913), argues that the 

past exists along with the present. Deleuze, drawing on Marcel Proust elaborates 

Bergson’s concept of Duration, developing duration in terms of actuals and virtuals 

throughout his essay, The Actual and the Virtual (Deleuze & Parnet, 1987): 

For, as Bergson shows, memory is not an actual image which forms after 

the object has been perceived, but a virtual image coexisting with the 

 

1 Although this methodology is named constructivist grounded theory this methodology 

grew from constructionist principles, not constructivist principles. 
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actual perception of the object. Memory is a virtual image contemporary 

with the actual object, its double, its “minor image”,8 as in The Lady from 

Shanghai, in which the mirror takes control of a character, engulfs him and 

leaves him as just a virtuality; hence, there is coalescence and division, or 

rather oscillation, a perpetual exchange between the actual object and its 

virtual image: the virtual image never stops becoming actual. (Deleuze & 

Parnet, 1987, p. 150) 

 

In his book Bergsonism, Deleuze goes on to say “There is no present that does not 

actualize the past. It is all of the past that is actualized at every moment. The past that is 

actualized exists. (Deleuze, 1988, p. 7).  

For Deleuze, the actual and virtual constitute duration, where “the past, as well as 

existing in the present, also trails behind it in the form of past moments that were once 

present—each of which also contains the whole of time” (May, 2003, p. 145). Deleuze, 

like Bergson, perceives time to be conical (see figure 1), “where the cone’s point is the 

present with the past enlarging itself behind it. At each cross-sectional slice of the cone—

including its point in the present—the entirety of the past exists, but in more or less 

‘contracted’ state” (May, 2003, p. 145-146).  

 

Figure 1. Deleuzian temporal representation: The point of the cone represents the present 

moment, while the past enlarges itself behind it. 
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For Deleuze, each past moment contains the whole of time, where the virtuals 

exist as a contracted past (i.e., memories) within the present actuals, and it is the 

difference and repetition of the actual and virtual that recursively folds in on themselves, 

in a compounding way, as the individual constructs their becoming (Deleuze & Parnet, 

1987; May, 2003). “The actual and the virtual coexist, and enter into a tight circuit which 

we are continually retracing from one to the other” (Deleuze & Parnet, 1987, p. 150). It is 

from the negotiated circuitry of becoming that relatively stable identities emerge. This 

ontological perspective celebrates personal knowledge and interpretations. 

2.2 Social Constructionism 

Constructionism shares its roots in symbolic interactionism with grounded theory 

and is concerned with the way individuals and groups interact in the construction of 

shared meanings of their perceived social reality.  

This exploration will presume that social constructionism works within the 

Deleuzian ontological perspective, arguing that (a) each individual contributes to the 

construction of the shared meaning that shapes perceived reality, and that (b) an 

individual’s interpretation of those meanings, experiences and shared history, reflect the 

actuals and virtuals that represent the whole of time and are implicated in that 

individual’s becoming. 

2.3 Becoming: An Identity 

According to Mozère (2006), we are “identified beings” (p. 109), claiming 

memberships to a variety of social groups and institutions. Claiming membership to a 

group denotes a deep desire to connect and according to social identity theory (SIT), a 
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desire towards a “favorable self-concept” (Jackson & Hogg, 2010, p. 752). Admittedly 

desire is a deeply individual experience, but desire to belong drives individuals to claim 

group membership. SIT posits that social categories that are “complex fuzzy sets of 

interrelated attributes” such as behaviours and attitudes (Jackson & Hogg, 2010, p. 749). 

These group attributes which are generally context dependent, delineate the similarities 

within a group and the differences between groups (Jackson & Hogg, 2010). Social 

identity theorists believe that people self-categorize and transform their self-concept and 

behaviour towards ingroup identity-consistence (Jackson & Hogg, 2010). Wherein 

individuals align themselves with the identified ingroup attributes to claim membership 

to that group. Identities require characteristics that can be perceived over time (May, 

2003), and thus seemingly necessitate stability. However, Deleuze argues that identities 

are not stable in themselves, and so are not formed in stable circumstances. On the 

contrary, Deleuze holds that identities emerge from difference because meanings are 

produced in their relationship to each other, or their difference (Currie, 2004). In other 

words, as Currie helps us understand, Deleuzian identity is that of difference. 

‘Identity’ can clearly mean the property of absolute sameness between 

separate entities, but it can also mean the unique characteristics 

determining the personality and difference of a single entity. In itself this 

points to a view that is also reached through a labyrinth of linguistic and 

cultural theory: that the identity of things, people, places, groups, nations 

and cultures is constituted by the logics of both sameness and difference. 

(Currie, 2004, p. 3)  
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In this study, being is best replaced by a more dynamic and temporal view of 

identity such as becoming. Becoming accounts for the personal and social negotiation of 

identity over time. Becoming as Deleuze describes it, rejects the notion of static identity 

and coherent interior selves positioning becoming as a “product or construct of cultural, 

historical and social circumstances” in continuous unfolding (Bleakley, 2011, p. 232). It 

privileges process over essence: “Life is necessarily unformed and forming—in a state of 

‘becoming’ rather than ‘being’” (Bleakley, 2011, p. 230). Patty Sotirin believes “These 

becomings animate the possibilities of life, constantly moving through what we know to 

be real or true and running beyond the limits, boundaries and constraints that make those 

realities and truths what they seem to be” (Sotirin, 2005, p. 99). In other words, becoming 

reflects the infinite possibility in the construction of individual identity and should be 

understood as lived temporality—a perpetual unmaking of the individual.  

Becoming privileges dynamic processes, and accommodates the individual’s 

cultural-temporal complexities, which interact and shape how identity is expressed. It is 

from this perspective that this exploration of the meaning of being a creative individual 

and their associated process will proceed. 

  



 

11 

 

Chapter 3 

Research Design 

I am curious about the way people who identify as creative go about being 

creative. I chose to explore these phenomena using qualitative methods. Qualitative 

methods allow for holistic explorations of phenomena as they are experienced within 

their living environments (Denzin & Lincoln, 1998; Patton, 2015; Saldaña, 2011). This 

exploration of creativity employed two methodologies: (a) CGT and (b) HI. CGT was 

used to explore the meaning of creativity among recruited participants, and HI was used 

to explore my relationship with the phenomenon of creativity. These two research 

methodologies were combined to address the entanglements that exist as a result of 

individual interpretation of socially constructed knowledge. This research leaned into the 

aforementioned complications using HI to explicate my relationship to creativity. Figure 

2 provides a visual representation of the entanglements encountered in this research. 

 

Figure 2. Some of the entanglements present during the current exploration: I used 

heuristics and grounded theory to navigate my twice emic position as researcher and a 

creative individual throughout data collection and analyses. This visual representation 

maintains the role of culture and experience in individual identity construction. 
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CGT was chosen as part of my research apparatus because it is a set of 

“systematic, yet flexible guidelines for collecting and analyzing qualitative data” 

(Charmaz, 2006, p. 2). In using CGT, I could freely explore the phenomenon of creativity 

without fitting the analysis of the data into a prefabricated framework—I could bring 

fresh eyes to bear upon this phenomenon. The integration of HI as a reflective position 

situated me within the study as a reflexive research practitioner. Developing a rigorous 

reflexive perspective was important to this exploration because I am twice emic to this 

exploration, identifying as a creative individual while exploring this phenomenon among 

peers, former co-workers and friends. HI helped me to explore and explicate my 

relationship to the meaning of being a creative individual. Providing considerable details 

about my relationship with creativity helps construct a lens for understanding my 

interpretations of the participants’ data. HI helped elucidate my relationship with 

creativity because it is a rigorous and transparent methodology of self-inquiry owing to 

its systematic inquiry structure (Hiles, 2008, p. 391). More simply, HI is a deep and 

exhaustive self-exploration that seeks to expose the essential meaning of our experiences. 

This integrated approach was designed to not only illuminate the structure of the meaning 

of being a creative individual through the use of CGT, but also to explicate my perception 

of the meaning of being a creative individual through HI. 

3.1 Constructivist Grounded Theory 

Grounded theory (GT) is a methodological approach developed by Glaser and 

Strauss (1967), second generation members of the famed Chicago School of sociology 

(Colomy & Brown, 1995). Classical grounded theory attempted to bridge the gap 
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between quantitative and qualitative research methods using symbolic interactionism 

(See Herbert Blumer, 1969 and George Herbert Mead, 1934), a theory concerned with 

how people construct and communicate meaning through symbols such as language. 

Using symbolic interactionism as its foundation Glaser and Strauss published this method 

in The Discovery of Grounded Theory (1967). 

Glaser and Strauss proposed GT as an alternative to a classic hypothetico-

deductive methodology. Grounded theory positioned participants as active agents in the 

construction of their reality (Charmaz, 2006). This post-positivist position favours an 

inductive stance, which casts participants as active agents in the construction of their own 

experiences. Glaser and Strauss did not, however, reposition the researcher as an agent in 

the construction of knowledge, maintaining that the researcher remains an objective 

observer. This insistence on an objective observer aligned with GT’s positivist 

assumption that emerging concepts are generalizable, objective variables (Bryant & 

Charmaz, 2007). As qualitative and philosophical methodologies and frameworks 

developed, researchers challenged the assumption that an observer could be either 

external to the exploration or completely objective. GT was thus pushed beyond its 

positivist roots by important scholars who positioned themselves across a widening 

spectrum (See: Charmaz, 2006, 2014; Clarke, 2005; Corbin & Strauss, 1998). 

From among these theory innovators, the work of Kathy Charmaz stands out and 

informs this study more than any other. Insisting that any notion of an objective 

researcher is fallacious, Charmaz is credited with adding the constructivist sub-field to 

GT inquiry. Armed with a constructivist stance, Charmaz is able to wrestle with the 

tensions between objectivity and relativity (Bryant & Charmaz, 2007; Charmaz, 2000; 
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Charmaz, 2006; Clarke & Friese, 2007). Charmaz’s (2006) integration of a 

constructionist perspective, supposes that knowledge and reality are constructed jointly 

among individuals in a society. 

As noted, social constructionism, according to Segre (2016) is rooted in symbolic 

interactionism (See Herbert Blumer, 1969 and George Herbert Mead, 1934) and social 

phenomenology (See Alfred Schütz (Schütz & Weber, 1967/1972)). The social 

constructivist perspective argues that “the sociology of knowledge must first of all 

concern itself with what people ‘know’ as ‘reality’ in their everyday” (Berger & 

Luckmann, 1967, p. 15). The implied meaning here is that reality can only be known as a 

symbolically interpreted experience explicated by the interpreter, through the use of 

symbols, as a representation of their subjective world. Subjective worlds are thus 

constructed through the use of symbols which have been imbued with meanings, that are 

derived through social interactions. Symbolic interactionism is fundamentally concerned 

with how reciprocal interpretation, actions, and meanings interact with individuals and 

environments to construct subjective worlds. These reciprocal relationships, actions and 

meaning are the social features that Charmaz (2006) was interested in having integrated 

into GT. Charmaz believes: 

this perspective recognizes that we act in response to how we view our situations. 

In turn, our actions and those of other people affect these situations, and 

subsequently, we may alter our interpretation of what is, was, or will be 

happening. (Charmaz, 2014, p. 262). 

CGT fleshed out GT by taking an even more relativist stance and brooking greater 

respect for subjectivity, stressing the “social contexts, interactions, sharing viewpoints 
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and interpretive understanding…constructivist views knowing and learning as embedded 

in social life” (Charmaz, 2014, p. 14). Positioning GT within the constructionist 

framework has been a crucial methodological step because knowledge construction 

according to constructionism is a cultural project. Though culturally transmitted, 

knowledge is constructed through experience within a particular context and is imbued 

with the interpretive nuances and assumptions accepted by and associated with that 

culture, positioning CGT as “an interpretive portrayal of the studied world” (Charmaz, 

2006, p. 10). Integrating a constructionist perspective into GT requires researchers to 

engage in rigorous and continuous reflexivity. To that end, HI was integrated as my 

reflexive position within this CGT exploration of the meaning of being a creative 

individual. 

3.2 Heuristic Inquiry 

HI was developed by psychologist Clark Moustakas and has emerged as a 

rigorous method of self-study “launched with the publication Loneliness (1961)” 

(Moustakas, 1990, p. 9). Moustakas built a systematic method of self-inquiry using 

concepts such as self-disclosure (see Sidney Jourard, 1971), tacit knowing (see Michael 

Polanyi, 1958, 1966/1983, 1969), and the meaning of experiences (see Eugene Gendlin, 

1962). HI is fundamentally undergirded by phenomenology, in particular, the works of 

Edmund Husserl (Husserl, 1931/2012), and is concerned with “life experience,” 

according to Moustakas (1994, p. 19). Moustakas (1994) goes on to claim that HI “is not 

a text to be read or interpreted, but a comprehensive story that is portrayed in vivid, alive, 

accurate, and meaningful language and that is further elucidated through poems, songs, 

artwork, and other personal documents and creations” (p. 19). Explicating personal 
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experience is the fundamental work of HI and helped unpack my relationship with this 

area of exploration and the research process itself. Using HI as a reflective research 

position provided insight into my relationship with the meaning of being a creative 

individual, constructing a lens which provided insight into decisions influencing the 

direction of the inquiry (i.e., methodological decisions, question choices, pursued lines of 

inquiry, analysis and theory construction). Though, as noted, practitioners of CGT are by 

inclination likely to engage in reflexive exercises, no formal strategies for doing so are 

explicit in the method. HI formalizes practices for academically rigorous reflexivity. 

3.3 Constructivist Grounded Theory-Heuristic Inquiry Integration 

CGT and HI are individually rigorous research methodologies. Integrating CGT 

and HI created a powerful tool for exploring an emergent socially constructed 

phenomenon as experienced by the participants, while acknowledging my participation in 

the construction of that knowledge through the research process. Using CGT and HI 

together establishes a rigorously reflexive position for me within this qualitative 

exploration, which proceeded in four phases: (I) inquiry initiation, (II) immersive data 

collection, (III) analysis and illumination, and finally (IV) theory synthesis. 

3.3.1 Phase I: inquiry initiation. Inquiry began by determining the subject and 

areas of inquiry. HI outlines criteria for what is called the initial engagement. According 

to HI, the initial engagement is an exploration meant to discover a passionate concern, or 

an intense interest in a particular phenomenon that engages or compels the researcher 

(Hiles, 2008; Moustakas, 1990). During the initial inquiry researchers must encounter 

their autobiography through self-dialogue, examining significant relationships within 

their social context (Moustakas, 1990). Carrying out the initial engagement process helps 
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researchers narrow the area of inquiry and direct the development of the research 

question. CGT has no formal procedures for determining the area of inquiry. Figure 3 

provides a visual representation of the interactions that occurred during question 

development. 

 

Figure 3. Phase I: Inquiry Initiation—potential interactions between the initial 

engagement (HI) and the area of inquiry (CGT) interact with question development. Once 

the phenomenon of interest has been established question development can begin. 

3.3.2 Phase II: immersive data collection. During the second phase researchers 

immerse themselves in the research phenomenon (HI) and collect participant data (CGT). 

In accordance with HI, immersion requires the researcher to generate self-data, 

investigating deeply “everything connected with the question” (Hiles, 2008, p. 392). 

Immersion can include self-dialogue and “virtually anything connected with the research 

question becomes raw material for immersion” (Moustakas, 1990, p. 28). In other words, 

the researcher lives the phenomenon under study. CGT protocol focuses on gathering 

rich data. Charmaz (2014) describes rich data as “detailed, focused and full” (p. 23). Rich 

data describe participants’ views, feelings, interactions and actions in addition to the 

structures and contexts of their lives and can include interviews, fieldnotes, participant 

responses, written accounts, relevant documents and narratives (Charmaz, 2014). Figure 
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4 provides a visual representation of the interactions that occurred between data 

collection and immersion. 

 

Figure 4. Phase II: Immersive data collection—potential interactions between question 

development, immersion (HI) and data collection (CGT). 

During this phase CGT and HI interact. The generation of self-data changes the 

researcher’s relationship with the subject under study in a constant, co-construction cycle. 

In short, self-reflection prompts one to ask new and different questions in relation to new 

information revealed by the data. The research may well remain in this iterative 

interaction for some time, probing the self and allowing tacit knowledge and self-

discovery to inform the CGT research thereby sharpening the inquiry focus and allowing 

the researcher to flexibly construct and hone their investigation of the phenomenon of 

interest. The process of immersion may additionally help to stimulate and support data 

collection through: question generation, the identification of co-researchers, uncovering 

curiosities that require further explication, and exposing experiences with the 

phenomenon of interest that requires external corroboration from people who may 

additionally have similar experiences. The interaction between immersion and data 

collection allows the researcher to engage deeply with the data and probe areas of 

association that may not have initially presented themselves prior to immersion.  
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3.3.3 Phase III: CGT/HI integration. The third phase of the CGT-HI integration 

includes memo writing and analysis within the CGT framework and illumination and 

incubation and explication as part of the HI inquiry. Figure 5 provides a visual 

representation of the interactions that occurred during data collection, memo writing and 

analysis on the CGT side of this exploration, in addition to the immersion, 

incubation/illumination and explication on the HI side of this exploration. It should be 

noted that the CGT and the HI informed each other during this phase.  

 

 

Figure 5. Phase III: CGT/HI integration—potential interactions between data collection, 

memo writing and analysis (CGT) and immersion, incubation and explication (HI). These 

interactions generated data within and across each method. Together these processes 

interact to generate data within and across each methodology. 

3.3.3.1 HI: Incubation, illumination, explication. Illumination, incubation, and 

explication are processes within HI methodology that also share a circular relationship. 

Incubation requires that the researcher “retreats from the intense concentrated focus on 

the question” (Moustakas, 1990, p. 28). In other words, the research shifts focus, 

allowing other things to preoccupy the mind. Incubation is followed by illumination, “a 

process that naturally occurs when the researcher is open and receptive to tacit 
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knowledge and intuition” (Moustakas, 1990, p. 29). Moustakas (1990) describes this 

experience as a “breakthrough into conscious awareness” (p. 29), where the researcher 

may have been aware of the components but not yet able to articulate their relationships 

until an understanding of the relationships between concepts breakthrough. These two HI 

phases accompany explication, the phase where the researcher is meant to “fully examine 

what has been awakened in consciousness, in order to understand its various layers of 

meaning” (Moustakas, 1990 p 31). Working towards understanding an illuminative 

breakthrough can help the researcher with the CGT process because the process of 

explication can develop a more complete realization of the phenomenon, much like the 

process of memo writing and analysis. 

3.3.3.2 CGT: Memo writing and data analysis. Memo writing is an integral 

method of exploration and documentation within CGT. Memo writing helps the 

researcher develop theoretical directions and questions that guide the research. Memo 

writing is an ongoing step that occurs between data collection and manuscript writing. 

Memos are an analytic device aimed at catching thoughts, comparisons and connections; 

they are an “interactive space for conversing with yourself” (Charmaz, 2014, p. 163). 

In addition to memo writing this phase of the CGT also includes data analysis. In 

CGT data collection and analysis occur simultaneously. Data analysis in CGT requires 

the researcher to code the collected qualitative data using a verb form that functions as a 

noun known as a gerund. Gerunds move data analysis forward helping “the researcher to 

define what is happening in the data, identify the theoretical direction implicit or explicit 

in the code, and discern lines of an emerging story in the data” (Charmaz & Bryant, 2011, 

p. 301). From these processes “researchers develop inductive theoretical analyses from 
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their collected data and subsequently gather further data to check these analyses” 

(Charmaz & Bryant, 2011, p. 290). This process continues until theoretical saturation is 

achieved. Within the CGT dimension of this phase memo writing, analysis and data 

collection continue in a circuitous relationship until theoretical saturation has been 

achieved. 

The processes involved in each of these methodologies strengthened the other 

respectively. The relationship between data collection, memo writing and analysis 

generated new information for me to immerse myself in and subsequently incubate. The 

incubation phase of HI helped me experience illumination, allowing “fresh eyes” and 

new perspectives to bring to bear on the CGT data analysis. 

3.3.4 Phase IV: Creative synthesis and theory development. The final phase in 

this dual methodological construction included creative synthesis and theory 

development. Figure 6 provides a visual representation of the final phase, where the 

analysed data (CGT) and explication (HI) informed the construction of the theory and the 

creative synthesis within this exploration. 

 

Figure 6. Phase IV: Creative synthesis and theory development—potential interactions 

between analysis (CGT) and explication (HI), theory development (CGT) and creative 

synthesis (HI). 
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Creative synthesis involves producing an “original integration of the material that 

reflects my intuition, imagination and personal knowledge of meanings and essences of 

the experience” (Moustakas, 1990, p. 50). According to Moustakas (1990), the creative 

synthesis can be formulated in a variety of ways including poetry, songs, narrative 

description, stories or metaphoric tales. The goal of the creative synthesis is to express 

the data as a whole where the individual and experience remains intact (Moustakas, 

1990). 

Theory Development within CGT emerges from the analytic data analysis and 

memo writing. Codes are constructed and reconstructed elevating substantive code with 

the greatest theoretical reach until saturation and theoretical categories coalesce, closing 

the inquiry spiral. Once the theoretical categories have been fully developed the 

researcher can begin to write the manuscript. 

The processes presented in this methodological integration interacted, each 

building upon the other as I explored and interacted with the co-construction process. 

Each level of integration strengthened my understanding of the phenomenon as the 

methodologies interacted. Figure 7—the final figure presented in this section—shows a 

complete overview of the methodological interactions in both circuitous and linear 

organizations. The relative simplicity conveyed by figure 7 belies the complex experience 

of engaging this methodological integration. Constructing this methodological approach 

for this inquiry was necessary because of my entanglements with the phenomenon under 

investigation and the participants. 
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Figure 7. Integrated CGT and HI methodology: The self informs the study; the study 

informs the self. The iterative processes of these integrated methodologies are shown 

above. 

  



 

24 

 

Chapter 4 

Methods 

CGT (Charmaz, 2006, 2014) in conjunction with HI (Moustakas, 1990) is used as 

a combined methodology for exploring the meaning of being a creative individual, 

among people who perceive themselves to be creative. This chapter will detail the 

methodological step taken in this exploration. 

4.1 CGT-HI Framework 

CGT is a set of systematic yet flexible guidelines for collecting and analyzing 

qualitative data in order to construct a theory (Charmaz, 2014). CGT was selected due to 

the flexible nature of its constituent parts, making it a good fit for exploring the abstract 

nature of the meaning of being a creative individual. The combination of this methods 

with HI, detailed in the previous chapter, resulted in a four-stage multilayered structure. 

4.2 Participants 

This study used purposeful sampling to recruit a pool of information-rich 

participants. A mixed group of professional artists and individuals who have a passion for 

creative endeavours were recruited to this study through direct contact via my social and 

professional networks. These participants were recruited because these people identify as 

being creative and have direct experience with creativity. Potential participants were 

contacted via email and Facebook messages. They were provided with a description of 

the study and the potential time commitment required. Individuals who responded to the 

initial email were sent a letter of information and informed consent (LOI) (Appendix A) 

which explained the research, their rights as participants, and the various levels of 

participation from which they could choose, as well as an outline of any personal risk 
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they might encounter. Participants who returned a signed LOI were initially asked a 

single question: Do you consider yourself to be a creative individual? Individuals who 

responded affirmatively to this question were included in the exploration and proceeded 

to the interview stage of this research. In total five individuals met the recruitment criteria 

and became participants in this exploration. 

Noted earlier was the role culture plays in knowledge construction (Berger and 

Luckmann, 1966). Consequently, culture of origin also became part of the inclusion 

criteria. All participants in this exploration of the meaning of being a creative individual 

were first language English speakers who were born in Canada and continue to reside in 

Canada. Although some of the participants of this study had travelled abroad, none of the 

participants had prolonged expatriate experiences. 

4.3 Data Collection 

Ethical approval for this study was sought and gained through the Queen’s 

University Research Ethics Board (Appendix B). Data collection began once the research 

ethics board cleared the proposed research.  

Using a semi-structured interview protocol, data were collected from the five 

participants who met the inclusion criteria (Charmaz, 2014; Patton, 2015). All 

participants were provided the interview questions prior to the interview, to allow time 

for reflection and introspection on the part of the participant. Initially two questions were 

posed to the participants. The first question sought to explore the meaning of being a 

creative individual, asking: What does it mean to be a creative individual? The second 

question aimed at exploring creative process and asked participants: How do you engage 

in your creative process? Participants who asked for clarification regarding the questions 
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were not provided with any further clarification. Participants were told that answering 

their questions would narrow and limit their interpretations of the question. 

No time limit was set for the interviews, which ranged in length from 12 minutes 

to 139 minutes. Three of the five participants reported difficulty in answering the 

questions. Two interviews were conducted in person, while the other three were 

conducted using Skype or Facetime due to geographical constraints. The interviews were 

audio recorded only using QuickTime for in-person interviews and Ecamm recorder for 

Facetime and Skype interviews. The collected interviews were transcribed verbatim, as 

suggested by Johnny Saldaña (2018). The interviews were transcribed by me to avoid 

transcriber dependent interpretation (Hepburn & Bolden, 2017). Once transcription was 

complete, the interview transcripts were returned to the respective participant for their 

review. Member checking (Denzin & Lincoln, 2018; Guba and Lincoln, 1985) was 

conducted as part of the internal validation process. Member checking included 

participants reviewing transcripts and the interpretations. 

The transcribed interviews were returned to the respective participants providing 

each participant with the opportunity to review and clarify their intended message. 

During the member check procedure, participants were reminded that they could correct, 

clarify, add or delete information from their transcripts. They were also reminded of their 

right to withdraw from the study. One participant made a clarification which was sent in 

writing. After these data had been approved by the participants and returned to me, 

analysis of the data began. There was no participant attrition in this study. In addition to 

interviews, participants were allowed to submit artifacts as part of data collection. Two 
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participants submitted artifacts; four images from one participant and two audio files 

from another were submitted upon request. 

4.4 Data Analysis 

Data analysis followed Charmaz’s (2014) CGT protocol, beginning with initial 

(open) coding, followed by focused coding and ending with theoretical coding and theory 

construction. Interview transcripts were coded using standard word processing software. 

The codes and their corresponding interview segments were manually extracted from the 

text and placed into another word processing document; this document was printed and 

the codes were iteratively reviewed. The data collected from the participants were 

sufficient for theoretical satiation to be achieved. In CGT, data are said to be theoretically 

saturated when the analysis no longer yields novel aspects of the phenomenon under 

investigation (Charmaz, 2014). 

4.4.1 Initial (open) coding. Initial codes, according to Charmaz (2014) CGT 

protocol, should be constructed using gerunds, a method of coding also referred to as 

process coding (Saldaña, 2009). According to Charmaz, gerund coding is a: 

heuristic device to bring the researcher into the data, interact with them, 

and study each fragment of them. This type of coding helps to define 

implicit meanings and actions, gives researchers directions to explore, 

spurs making comparisons between data, and suggests emergent links 

between processes in the data to pursue and check. (Charmaz, 2014, p. 

121) 

Gerund coding sensitizes the researcher to examine the data for the processes rather than 

“labeling structures and topics” (Charmaz, 2014). 
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When I followed the gerund coding protocol I found this type of coding to be 

difficult; it felt like an unnatural way of structuring the data. Charmaz (2014) 

acknowledges a difficulty in gerund coding, stating, “In my view, the English language 

favors thinking in structures, topics and themes rather than thinking in actions and 

processes” (p. 124). Nevertheless, the collected data were coded line by line using gerund 

codes in accordance with CGT protocol. Initial coding generated over a hundred codes, 

which were reduced in later stages. Axial coding, relating categories to subcategories that 

specify the properties and dimension of the categories, is often part of the CGT process, 

initiated after the initial coding is complete (Charmaz, 2014). Axial coding was not 

conducted as a part of this investigation. According to Charmaz (2014), “those who 

prefer simple, flexible guidelines—and can tolerate ambiguity—do not need to do axial 

coding” (p. 148). 

4.4.2 Focused (selective) coding. Focused coding, according to Charmaz (2014), 

entails “using the most significant and/or frequent earlier codes to sift through and 

analyze large amounts of data. Focused coding requires decisions about which initial 

codes make the most analytic sense to categorize your data incisively and completely” (p. 

140). During focused coding, initial codes were re-examined, compared and contrasted 

within and across interviews. Where appropriate codes were collapsed, capturing a 

number of initial codes. The most frequent initial codes and the most substantive codes 

were elevated to the level of focused codes (Thornberg & Charmaz, 2014). This stage of 

analysis ended with 16 construction or elevation-focused codes. Once the focused codes 

were established a theoretical examination of the data began. 
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4.4.3 Theoretical coding. Theoretical codes help the researcher conceptualize the 

relationships between codes. There is some debate as to whether theoretical codes are 

emergent or an application of various analytical lenses used to conceptualize code 

relationships (Charmaz, 2014). According to Charmaz (2014), “Theoretical codes are 

meant to be integrative; they lend form and focus to the codes you have collected” (p. 

150). These codes account for all codes created by the researcher, like an umbrella. 

Theoretical codes “consist of ideas and perspectives that researchers import to the 

research process as analytic tools and lenses from outside” (Thornberg & Charmaz, 2014, 

p. 160). The experience of constructing theoretical codes was both emergent and applied, 

as per Charmaz’s (2014) description of this experience. Heuristic devices were used to 

help theorize the data, including extensive memo writing and iterative conceptual map 

construction. During the process of theoretical code construction, literature on perception, 

imagination, knowledge, risk-taking, self-efficacy, play, role models and becoming were 

examined. 

4.5 Theory Formulation 

Interpretive theorizing was assumed in this exploration because this perspective 

“gives abstract understanding greater priority than explanation” and “aims to understand 

meaning and actions and how people construct them” (Charmaz, 2014, p. 231). Theory 

formulation within this study integrated theoretical codes, themes, and memos in addition 

to HI reflections. Through this process these constructions were conceptualized into a 

theory of the meaning of being a creative individual as described by the participants of 

this study. Various analytical tools including constant comparison, memo writing and 

diagraming were used to explain the meaning of being a creative individual and its 
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associated processes for these participants who consider themselves creative. 

Additionally, re-immersion with the raw data occurred, in order to ensure the fitness of 

the theory as well as to identify salient representative quotes. The final theory accounts 

for the substantive codes and the relationship among them. 

4.6 Heuristic Inquiry 

HI aims to “obtain qualitative depictions that are at the heart and depth of a 

person’s experience—depictions of situations, events, conversations, relationships, 

feelings, thoughts, values and beliefs” (Moustakas, 1990, p. 38). HI emphasizes 

connectedness and relationships making it a well-structured method for exploring my 

relationship to the meaning of being a creative individual. This HI did not directly 

include first-hand accounts of the meaning of being a creative individual provided by 

research participants but focused this inquiry on my relationship to the meaning of being 

a creative individual and how that relationship influenced this study. My relationship to 

this phenomenon required examination because I identify as a creative individual in 

addition to having formal education, training and experiences with creativity while 

studying design. These experiences ultimately primed my interpretation, analysis, and 

construction of this grounded theory and required exploration. 

4.7 Question Development 

This HI began with question development. Two questions were developed and 

used for both the HI and the CGT exploration. In developing the questions for this 

exploration, HI protocols were followed as described by Moustakas (1990, p. 42). The 

questions that were developed aligned with qualitative goals of illuminating the nature 

and meaning of a phenomenon. These questions sought to understand the meaning and 
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process of creativity: What does it mean to be a creative individual; and, how do you 

engage in your creative process? These questions meet the standards for HI because 

together they elucidate the meaning and experience of being a creative individual through 

examining the meaning and processes of individuals who perceive themselves to be 

creative. 

4.8 Immersion 

Once the questions were formulated the immersive inquiry began. Immersion was 

accomplished by engaging in various activities, including the research process itself. I 

had many conversations about creativity with individuals who work in the Arts (these 

individuals were not connected to the study); engaged in creative self-expression such as 

illustration, sculpture, throwing pots, and cooking; and read literary works, journal 

articles and books about creativity. Immersion into creativity was balanced with periods 

of rest; Moustakas (1990) refers to these periods of rest as incubation. 

4.9 Incubation and Illumination 

Incubation and illumination were tandem temporal experiences. Sometimes 

incubation would lead to immediate illumination—ideas and new awareness would 

spring into consciousness—while other times the incubation period seemed to drag 

without any new insight gained. Incubation and illumination were also iterative and 

relationally associated with immersion. When new ideas sprang forward new immersive 

and subsequent incubation experiences were necessary in order to fully understand and 

incorporate new insights. This circuitous relationship continued until experiences of 

illumination no longer presented themselves. 
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4.10 Explication 

The purpose of the explication phase of an HI exploration is to “fully examine 

what has awakened in consciousness, in order to understand its various layers of 

meaning” (Moustakas, 1990, p. 31). In order to fully examine what has awakened, the 

researcher engages with “indwelling” and focusing. Indwelling is a process requiring the 

researcher to return to the illumination again and again, until the insight can be depicted 

in its wholeness, while self-dialogue is the experience of entering a phenomenon and 

seeking to understand the fullness of the phenomenon. Indwelling requires reflective 

moments balanced with self-dialogue writing. Additionally, focusing is concerned with 

the inner attention and sustained focus necessary to understand the central meaning of the 

experience. During this exploration, explication took the form self-dialogues focused on 

the central meaning of being a creative individual. These reflections were recorded in 

notebooks and illustrations and were subsequently synthesized.  

4.11 Creative Synthesis 

Creative Synthesis is the final phase in an HI. In this phase the researcher gathers 

all of the data generated and explicated during the HI exploration. According to 

Moustakas (1990) by the time the researcher reaches the creative synthesis phase of the 

inquiry, they are “thoroughly familiar with all the data” (p. 31). Creative synthesis can 

only be achieved through tacit and intuitive powers. Once the researcher has “mastered 

the knowledge…they are challenged to put the components and core themes into a 

creative synthesis” (Moustakas, 1990, p. 31-32). The creative synthesis can be expressed 

in a number of ways. Creative synthesis can take the form of a poem, story, drawing, 
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painting or some other form of creative expression. In this exploration of the meaning of 

being a creative individual the creative synthesis is presented as a narrative of experience. 

4.12 Trustworthiness 

Trustworthiness in qualitative research has always been the subject of great 

debate among researchers (Lather, 1993). Since the postmodern turn, researchers have 

been challenging positivist perceptions of validity in research (Lather, 1993). 

Postmodernism rejects a positivist epistemology, instead favouring indeterminacy, 

multiplicity, and difference (Kellner & Best, 1991), consequently expanding the notion of 

valid research after the postmodern turn. Grounded in Deleuze’s notion of becoming 

(Deleuze, 1994; Deleuze & Guattari, 1987, May, 2003), this study is incompatible with 

positivist and neo-positivist conceptualizations of validity because the latter perceive 

knowledge to be universally enduring. This position has been explained by Patti Lather in 

her paper “Fertile Obsession: Validity after poststructuralism.” In this exposition, 

Lather’s anti-foundationalist approach ruptures “validity as a regime of truth” (Lather, 

1993, p. 674), displacing its historically contrived authority which legitimatizes and 

authorizes voice.  

Lather (1993) points out how knowledge, largely authorized through scientific 

positivism, dismisses personal knowledge. In this exploration I argue for a reimagining of 

this sort of knowledge authorization and focus on temporal resonance. Temporal 

resonance authorizes the individuals to determine what knowledge is salient to their 

unique experiences. This shift in perception emancipates knowledge from the tyranny of 

scientific positivism and authorizes the experiencer to determine the degree of resonance 

with their personal knowledge as they individually and culturally become, in a Deleuzian 
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sense. Relocating the authorization of constructed knowledge allows for a greater number 

of knowledge contributors as well as a greater variety of voice. This construction of 

validity moves the locus of power away from positivistic science, relocating it within 

individual and cultural becoming. 

Indeed, Bergson reminded readers over one hundred years ago that change is the 

true wellspring of validity. “I say indeed that I change,” he wrote in 1913, “but the 

change seems to me to reside in the passage from one state to the next” (Bergson, 1913). 

Change is an essential quality of being, moving from one state into another, from one 

perspective to another; as beings we are never static, we are always living forward, 

integrating new experience and perspectives, in essence, becoming: 

I find, first of all, that I pass from state to state. I am warm or cold, I am 

merry or sad, I work or I do nothing, I look at what is around me or I think 

of something else. Sensations, feelings, volitions, ideas–such are the 

changes into which my existence is divided and which colour it in turns. I 

change, then, without ceasing…Nevertheless, a slight effort of attention 

would reveal to me that there is no feeling, no idea, no volition which is 

not undergoing change every moment: if a mental state ceased to vary, its 

duration would cease to flow. (Bergson, 1913) 

Our experiences influence becoming and colour perspective for an indeterminate 

duration. As we become, we encounter new experiences and construct new knowledge 

that ruptures our perceptions of enduring knowing. The rupturing of enduring knowledge 

allows it and individuals to become. As a result, knowledge will resonate with individuals 

and cultures differently and at different times during their becoming.  
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Because temporal resonance cannot be traditionally measured, I argue that its 

validity lies within the magnitude of resonance reported by individual. In order for 

experiences to resonate researchers must attempt to capture the fullest and most complete 

expression of the phenomenon possible—continuously returning and reconnecting with 

the data, in addition to working with the research contributors to capture and articulate 

the experience in its fullest available expression.  

Within the context of this research, I have attempted to achieve temporal 

resonance by providing rich descriptions of the phenomenon under inquiry, in addition to 

working with participants to ensure that the descriptions interpreted by me accurately 

reflect the truest expression of the participants’ experiences. 

In addition to efforts directed towards temporal resonance, this exploration of 

creative identity endeavours towards rigour through strict use of established 

methodologies. Strict adherence to the methods used in CGT and HI methodologies 

respectively were documented and articulated throughout this exploration. 
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Chapter 5 

Reflexivity 

HI was used to explore my relationship with creativity. Specifically, I sought to 

make overt and gain insight into how the data were perceived and interpreted, leading to 

the construction of the grounded theory. I examined my relationship with creativity in 

order to orient myself to the data, and interrogate my understanding and experience of 

creativity. In other words, this HI was a meta-exploration of my own creativity within a 

grounded theory exploration of the meaning and process of creativity among individuals 

who perceive themselves to be creative. 

In order to achieve this goal, I followed the methodological steps outlined by 

Moustakas (1990), producing three reflective accounts and an experiential composition 

about my experiences with creativity. First, I constructed an account of my personal 

experiences of creativity—I composed two accounts about times in my life when I 

remember feeling most connected to creative pursuits. Second, I composed responses to 

the same questions I posed to the participants. Third, I reflected on how my experiences 

and understanding of creativity influenced the development of emergent categories and 

themes. Finally, I wrote a composition about my experience of being a creative 

individual. 

5.1 My Personal Experiences of Creativity 

I know creativity is a phenomenon with which I have a great deal of experience. I 

also know that I need to create because the experience of creating gives me a profound 

sense of joy. Times of creative expression have been some of the most deeply engaging 

and fulfilling experiences of my life and creative experiences are amongst the only 
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experiences where I have truly experienced flow (Csikszentmihalyi, 1990). While I am 

able to connect and understand the performance of my own creativity, I have never fully 

understood what it meant to be a creative individual. I have never understood why people 

are so willing to make sacrifices for the creative experience.  

I have never been much of a rule follower, nor have I been particularly interested 

in learning about things. I have never wanted to follow a set of steps leading to a known 

end. I have always been more interested in the how of things, learning through 

exploration and experimentation. I do not mind failure. I prefer the thrill of 

experimentation, figuring out the relatedness of things on my own terms. I love 

discovery. Uncovering the secrets my environment had to offer me through 

experimentation and observation was and still is my preferred method of learning and I’m 

certain it contributes to my understanding-of and relationship-to creativity.  

As a child, I was always imagining and playing. I had a never-ending supply of 

crayons, paints, cardboard boxes, blocks and tinker toys. I would imagine worlds and 

then build them. I was a daydreamer. Creativity was about endless possibilities. My 

imagination and I were the best of friends. Using my imagination, I would often take 

cardboard box adventures, taking my trusted co-pilot Bear and our family dog on 

journeys across the universe. Sometimes I would grow bored of my travels with Bear, 

and would retreat with my blocks to build towers and cities for legions of Playmobil 

people. My world was as rich as I could imagine and my imagination had no restrictions. 

Restrictions however began to encroach upon my imaginative world once I entered 

elementary school. It was at Ecole Dieppe where I learned that I would have to leave my 

imaginary worlds behind for culturally authorized knowledge.  
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Fortunately, my parents were very invested in a well-rounded education. As a 

result, I was regularly enrolled in a variety of extra-curricular activities including music, 

art, science and athletics. I remember most fondly participating in sculpting lessons at the 

Winnipeg Art Gallery and a science exploration program held at my community club. It 

was the constructivist nature of these lessons that resonated with me and provided me 

with an opportunity to excel. I can remember clearly being given the freedom to 

experiment, take risks, and to see what happens. My risk taking did not always work out 

but it didn’t matter. I was allowed to dream of something wild and experimental; failure 

was not punitive. It was during those lessons that I learned to appreciate the relatedness 

of things and with that understanding coupled with my imagination and thirst for 

experimentation, I began to create. 

Although my relationship with creativity had weakened during my years of 

compulsory education, I reconnected with my desire for creative expression as an adult. 

After quitting my undergraduate program, I enrolled in Design Studies at the local 

college. During my time in design studies I gained an intellectual appreciation for 

creative activities, the history of art and design, and the creative process. I learned a great 

deal about the principles of art and design and I was once again encouraged to 

experiment. With my knowledge of the principles of art and design, I experimented with 

value, colour, line, shape, texture, form, and space and was given the opportunity to 

explore creative communication devices like focal point, balance, harmony, contrast, 

direction, and rhythm. Allowing myself to become intrigued by the things I often took for 

granted, I began to reconnect with my curiosity. I was able to explore and become 

reenchanted by light and shadow, or the rhythms inherent to bicycle gears and chandelier 
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windows. Despite having learned and experienced so much, I was not able to fully 

connect with the intuitive lessons being taught. 

The knowledge we were being asked to learn and explore was meant to support 

our intuition, to help us listen to our guts, to see the difference between things as they 

were and how we believed things should be. I can distinctly remember professors in 

various drawing and technique classes asking us to see and feel; we were being asked to 

use all of our senses. I struggled to connect with intuitive skills, which made drawing and 

technique classes difficult. I unfortunately lacked the self-confidence that would allow 

me to take the necessary risks to connect my knowledge and intuition. 

In addition to the required curriculum knowledge, I learned a great deal about 

collaborative work and remember one professor telling our class to never “design in a 

vacuum.” That is to say, we should always seek input from our peers during the design 

process because it helps structure and edit our ideas and experimentations. In 

collaboration, we challenged each other to strengthen concepts through critique and 

generated new outlandish ideas through play and laughter. Working collaboratively often 

resulted in ideas that better fit the design brief that were playfully generated, yet there 

were times when we sought solitude in order to explore and refine them. Overall, design 

school taught me that there is no single solution and everything we experience and 

understand is subject to interpretation and perspective. 

5.2 What Creativity Means to Me 

While conducting this research, I have spent a lot of time reflecting on my 

relationship and experiences with creativity; thinking about why I find the experience of 

creating so compelling; wondering why I willingly neglect all other activities in order to 
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experience creativity. I wondered if it is avoidance that motivates me to engage with 

creativity. Or, maybe, the allure of being a creative individual is being able to explore 

ideas, tinkering with components until the desired outcome is achieved, or being free to 

imagine possibilities. 

All of these activities contribute to my desire to be creative. Yet, for me, the 

experience is more complex and often bound to my frustration with ideals and normality. 

For me, being a creative individual means liberation. Creativity liberates me from an utter 

reliance on the conventional, it frees me from the mundane patterns and perceived 

dullness I attribute to normal. When being creative, I feel as though I am no longer bound 

by the cultural rules that frame normal. Creativity offers me the opportunity to express 

my knowledge on my terms; I am not obligated to communicate my knowledge using a 

singular socially sanctioned symbolic system. I am liberated to share my understanding in 

the manner I deem best suited for sharing. I can imagine and explore all possibilities and 

express those feelings in a way that is meaningful to me. Creativity allows me to be an 

authentic rebel, breaking all the rules and making no apologies in pursuit of my passions 

and whims with no regrets.  

In addition to my disdain for the cult of normal, I also really hate being bored. 

Creativity liberates me from feeling trapped inside Pandora’s box of mechanical memes. 

In creativity, I am free to be inspired and inspire others. I have the opportunity to become 

fascinated and surprised by the people and world that surround me. I am liberated to 

explore, experience, feel, and express all the complexities available to me in this life. 

Creativity permits a break with convention and exploration of a world of possibility. 
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5.3 My Creative Process 

I do not have a specific creative process. For me creative processes meet the 

needs of the project; it is not necessarily a set of steps that I move through to reach a goal. 

This process has been the most challenging part of being a creative individual because I 

frequently experience imposter syndrome, which limits my ability to take risks because I 

lack confidence. When pursuing creativity, I become aware of the people around me, 

because performing creativity makes me feel vulnerable. Consequently, I often seek 

solitude during the preliminary stages of my creative process. I will isolate myself or 

choose to share space with people I feel comfortable being around. I do this so I can be 

alone with my ideas and to feel comfortable exploring ridiculous and outlandish creative 

directions. During the early stages of my creative process, I will often read and do 

research. I may explore and experiment with initial ideas. When I feel that I have taken 

the initial exploration as far as I can go, I will seek collaborators for critique, to help 

develop and refine my ideas. 

Collaboration is another important aspect of my creative process. Collaboration 

can cause me anxiety, so I prefer to collaborate in comfortable spaces and work with 

people I trust. For me, collaboration needs to be experienced as a relaxed and playful 

meeting of the minds, where a mutual respect for ideas and experience is well 

established. 

5.4 Where My Experience and Research Intersect 

In conducting this research my understanding of creativity has evolved. I 

understand creativity to be more complex than I initially thought. Owing to my new 

understanding of creativity I believe it is important to expand the conceptual frame and 
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re-evaluate how we define creativity. We can empirically study the individual and their 

environment, as discrete or even united units of analysis and still fail to operationalize the 

findings in a meaningful way because they do not account for temporal variations in the 

individual and their environment. 

I believe this difficulty can be conceptually overcome by incorporating the 

temporal concept of becoming. Becoming can account for emergent manifest differences 

in the individuals as well as their social and cultural context, meaning that creativity can 

be perceived as an expanding and contracting set of social and psychological conditions 

that are shaped by culture, emerging over time.  

In addition to complicating creativity with the addition of a temporal dimension, 

researchers need to also address the methods by which researchers measure creativity. 

Reconceptualizing the means by which we measure creativity many lend insight to the 

conceptual constriction of creativity and lead to new ways understandings. 

5.5 Creative Synthesis 

For me, the meaning of being a creative individual reflects the becoming of an 

identity. It is my creative history coming to bear on my creative present. Creative identity 

is a reckoning of the self. It is learning to become strong and comfortable in one’s 

individuality. This identity gains strength through strong social bonds and support, which 

can nurture this identity if there is a desire to claim it (Jackson & Hogg, 2010).  
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Chapter 6 

Results 

6.1 Introduction 

The results of this exploration are reported through 3 emergent core categories: 

(a) identity, (b) conditions, and (c) creative performance. The category “identity” was 

generated from responses from the first question about the meaning of being a creative 

individual. It includes two subcategories: (i) Zeitgeist and role models, and (ii) self-

efficacy, risk and reward. The category “conditions,” which subsumes three 

subcategories—isolation, collaboration and constraints—emerged from the question 

regarding process. The category “creative performance” contains five subcategories: 

knowledge seeking, perceiving/seeing, imagining, intuiting and playing which; it 

emerged from responses to both questions.  

6.2 Identity 

The core category, identity, was discussed directly, while two additional 

subcategories, (a) role models and Zeitgeist and, (b) self-efficacy and risk-taking, 

contributed to its construction. Three participants directly discussed their identity, while 

two of the three participants also discussed the influence of the Zeitgeist, and one of these 

three participants additionally discussed the inspiring influence of their role models.  

When participants were asked how their identity influenced their creativity, 

participant NP offered the following: 

Um, I guess it influences my creativity by its being. By my work, by my 

creative work, being the crux of my contentment and satisfaction almost 
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every single day. So, my identity, a lot of the time, I feel that my identity 

is my creative output and has almost everything to do with my creative 

output. (NP) 

NP described creativity as the “crux” of their contentment and satisfaction, noting 

that their identity reflects their creativity. This sentiment was shared by BN who, 

reflecting on the meaning of being a creative individual, reported needing creativity and 

that this need is entangled with their identity. 

Through and through it’s me, and I've only really realized that, in the last 

year, that everything I do has something creative in it and it’s intertwined. 

I don't think I could, I can't picture my life without being a creative, like, I 

need it. It's like being, it's kind of like being a junkie in a way, where you 

have a fix and rather than putting something into yourself you’re letting it 

out, and that’s like survival . . . Every person who is a creative has their 

own, their own life and their own process, and their own way of seeing or 

hearing or absorbing… whether it be designing or music it’s always, all of 

them, everything has a common thread and it all ties into who I am. (BN) 

BN described their creative experience as inextricably entwined with their highly 

individualized identity. Another statement made by this participant highlights the 

ongoing making of their identity. BN explained that the experience of being creative is 

entangled with their identity and shapes how they perceive and communicate their 

experiences. 

If you look at my earlier work, in art and design, it’s very, like, scattered. 

It's very scattered and chaotic looking. On the flip side to that is the other 
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stuff I do. It is very minimal and organized and very, um, to the point, I 

guess, and that is all based on the person that I am. . . . Creativity 

definitely helps me mature, I would say and feel, I just have a better sense 

of myself and my identity, self-identity, and a lot of my work in the past 

has probably been searching for that identity in a way. . . . Um, creativity 

affects my daily life because it's how I see the world, and how I look at the 

world and then how I communicate ideas for others through visual means, 

all that is translated through my art because . . . everything I do, and 

everything I like ends up coming through my art somehow in my interests. 

(BN) 

A third participant, AK, noted that for them being a creative individual reflects a 

dynamic and curious mindset, a continuous desire to explore and a way of being in the 

world. 

I think creativity is in the way that I approach work so, the, the idea that 

I’m not necessarily just learning how things are done and then doing it the 

same way that I’ve been taught but the creativity comes in, in, um, looking 

for new ways to do it… but just the mindset I guess of um, always being 

curious… that’s something that I think is kind of the key feature of 

creativity, that it’s not static. (AK) 

NP offered a similar insight, noting that creativity is a way of thinking that is 

implemented over a lifetime. This statement of NP’s shares the same sentiment that AK 

communicated, claiming that approach and perspective are salient features of creativity: 

“I think it’s to do with a way of thinking that you implement, over the course of your life, 
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in thoughts or actions” (NP). This quotation indicates that creativity is the application of 

an individual’s thoughts and actions as they develop over the course of a lifetime.  

The quotes selected for this section illustrate the interconnectedness of identity 

and creativity. They show how creativity is an integral feature of these individuals’ sense 

of self and how their creativity contributes to their life satisfaction. 

6.2.1 Zeitgeist and role models. The influence of the Zeitgeist and role models 

were discussed by two participants. These two participants indicated that role models 

inspire and the Zeitgeist shapes their creative experiences. Being able to locate yourself 

in relation to the Zeitgeist is an important ability for creative individuals. 

NP identified the importance of locating oneself in relation to the Zeitgeist for 

being an independent thinker. Independence, NP continues, is signalled by challenging 

group thinking and a willingness to act on one’s own accord. 

…also, from the patterns that you see in people’s behaviour and the group 

that’s surrounding you. That would be an act of independence to show, 

okay well, I’m going to follow my own instinct and like let’s just say 

something as simple as like taste. I’m going to follow my instinct, I’m 

going to listen to the things that I know that I, as an individual, like . . . 

That like acting on your own . . . to be critical of the world around you in 

your mind. To really try to look… distance or separate yourself as much as 

you can. Also, maybe like be objective about what, about what is going on 

outside of you, and actually think about what’s going on outside of you. 

That might be something that an independent might do. It’s hard to say, 

it’s like a really, it’s not that it’s so general that it makes it tough, it’s that 
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it’s, like it really, I feel that it is really a philosophical question. What truly 

is an independent and what is an intellectually independent person. I guess 

it’s just not someone who relies, who relies on the popular group thinking 

to come to certain conclusions about their own life. (NP) 

For NP, then, an independent person is someone who can separate themselves 

from group thinking, someone who follows their instincts and has independent 

preferences. Being an independent person therefore requires an individual to have a deep 

understanding of their culture and the associated norms. 

Awareness of the Zeitgeist is important to creative individuals and often shapes 

the direction of creative endeavours. The following quotation demonstrates how 

knowledge of the Zeitgeist influenced and shaped the design of this participant’s album 

artwork:  

NP is very forward thinking and much about now and the future. And I'm 

very much about reminding people of the past and what's, you know, 

significant movement in art and design. Or significant. You know, we 

were working on our album packaging about a month ago and she is very 

much with download cards and how people can access it and let’s say, you 

know, like let’s say relative merch, merch item or whatever. And I’m 

always thinking of, you know, Peter Saville who designed all the album 

packaging for factory records. (BN) 

In discussing this successful collaboration, BN demonstrates how their cultural 

awareness allowed them to locate themselves in the Zeitgeist, in order to create unique 

album packaging and merchandise. Knowing and being able to reflect on Peter Saville’s 
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design legacy and combining that knowledge with current trends allowed the participant 

to construct album packaging for a music download card. Combining tradition with 

current trends reflects these creative individuals’ knowledge and their ability to read and 

contextualize the current spirit of the age.  

Role models are additionally important to creative individuals, as BN’s above 

acknowledgement of Peter Saville’s influence on design and development of album 

packaging makes clear. BN continued to discuss the inspirational influence of role 

models and noted three other individuals BN drew inspiration from for work. 

Inspiration definitely plays a role. In my creative process I like over the 

years I've definitely been influenced and inspired. I kind of have it all 

figured out now: it's David Lynch, David Bowie and the Bauhaus 

architecture and design movement. Um, and then you throw in occasional 

cute stuff which plays on the nostalgic stuff too, but I'm always… I'm not 

inspired by today. I’m inspired... um. I'm much more inspired by the past 

and what's already happened. And then I usually play off that, i.e., the 

Bauhaus mostly, in terms of design and music. (BN) 

A few of these influences became apparent when analyzing the submitted 

artefacts. The first poster seen here in figure 8, a merchandising poster, highlights notable 

buildings that have an architectural and social significance to the city of Kingston.  
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Figure 8. Merchandising poster Figure 9. Concert poster 

The second poster, a concert poster, figure 9, focuses on an historical skyline of Toronto 

featuring the Toronto Dominion Centre. BN chose to illustrate a Toronto skyline that 

highlights the Toronto Dominion Centre because, as noted earlier, the Bauhaus both 

inspires and influences BN creative projects. The Toronto Dominion Centre is significant 

in this illustration because the project had been overseen by Ludwig Mies van der Rohe, 

who was the last director of the famed Bauhaus school of art and design. These posters 

show that this artist integrated their influences with their contextualized knowledge of the 

environment and its history to communicate with their audience. 

6.2.2 Self-efficacy, risk taking and reward. In addition to role models, most 

participants of this study indicated that a strong sense of self-belief is essential to their 

creative identity. Four of the five participants of this study indicated that creativity was 

associated with their sense of self-confidence, self-belief and/or faith in their abilities and 

was associated with their ability to take creative risks.  

Researcher: I'm curious, you've spoken now twice about, self-belief. How 

does that contribute to being a creative individual?  

JM: It [self-belief] allows you to continue to press forward when solutions 

in whatever forum solution has to take are not forthcoming. . . . Design 



 

50 

 

process is like mentally chewing tin foil. [both laugh] . . . there's 

something about the confidence in self. . . . And the mentally chewing 

tinfoil thing is like mental anomia where there’s a thing and it’s there, it’s 

your, you close your eyes and, and it’s, it starts, starts out through a very, 

very deep haze, you know, and uh, um, and you’ve got, you’ve done your 

research to try to figure out, all right, I gotta set off through this haze and 

what direction do I have to go. This is the direction that makes sense. And 

then, you know, based on your faith in your, in your understanding of 

things you set off in that direction and it is going to take some amount of 

time, uh, before anything about moving in that direction feels right or 

good. And, uh, and that’s the chewing tin foil part…Yes. Faith and 

understanding and feeling the faith was like faith itself. I think when I was 

talking about like, uh, whatever the term was that you went over for 

discussing about that, that makes it, um, the lack of faith makes it, makes 

it difficult to, uh, to pursue and explore an idea. (JM) 

In this quotation, JM notes the importance of self-belief and how that belief 

enables the necessary creative risk. Additionally, it’s JM’s self-belief that allows them to 

persevere in the face of uncertainty, suggesting that self-belief helps creative individuals 

push through failure and times of uncertainty. 

NP made statements that agreed with JM, stating, for example: 

I think it’s important for creatives to problem solve and have faith in their ability 

to problem solve as well as those two things completely lie together in tandem um 

the faith in finding the solution. Because if you can solve a problem then I feel 
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like you can say you are a problem solver. You are thinking that you know, you 

can be proud of yourself. (NP) 

Grappling with uncertainty during a creative project is a common experience for 

creative individuals; having a strong sense of self-belief helps creative people push 

forward and take risk. In this quote, NP claims that sometimes creativity needs to be 

pursued by any means necessary, articulating confidence in their ability to overcome 

obstacles and a deep desire for creative expression: 

Sometimes you have to do it by any means necessary, in the moment, 

when it’s right for you, you just have to follow the moment. Being a 

creative individual, you kind of have to be okay with doing and carrying 

out the implausible. . . . They will also think that what you are doing is too 

implausible for you, or for them, to do. It’s not that it’s always impossible 

for you to do anything, it’s that you are surrounded by the notion that the 

implausible is not worth the effort. (NP) 

An individual’s sense of self-confidence can help them to pursue their creativity 

by all means necessary and contribute to their ability to trust their instincts. As JM noted 

earlier it was faith or self-belief that enabled their intuitive progress. This sentiment was 

echoed by BN who claimed: “I think being a creative individual you do rely on your 

gut—I know that I do, and now that I'm aware of my gut feelings, I'm planning on 

trusting that more in the moment rather than in hindsight.” (BN) 

In addition to supporting persistence and intuitive decision-making in creativity, 

self-belief enables creative people to take risks. These risks are often social in nature, for 
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example risking failure or risking social exclusion. This next quote illustrates the failure 

creative people are likely to encounter when performing creatively: 

you are not always going to find the best way to do something from the 

first moment that you start your work. You are not always gonna, I don’t 

know, you’re just not always gonna find the thing that makes you feel 

most proud from the first light you are not always, you can’t expect that 

the first try is going to get you what you want, you can’t do that to 

yourself. (NP) 

NP reflects on how the creative process is essentially a quest for solutions, which, 

implicitly, invites failure—both necessary parts of the creative experience. While failure 

is an inevitable creative experience, it is not the only obstacle creative individuals face. 

The perception that creative people are conventionally thought of as “weird” and 

“difficult” can limit the degree of vulnerability creative individuals are willing to endure. 

Without a strong sense of self, creative people may lack the confidence to expose 

themselves to normative judgement. 

I just love to do art. A lot, but I don't show all. I don't really show all of it 

to people because I think that sometimes it’s hard to know, like you’re, 

you’re, you’re like giving somebody evidence that you’re insane. (NP) 

In this quote NP described how they are aware of normative judgements and remain 

guarded from that scrutiny as a result. 

Because risking in creativity requires exposure, creative individuals find ways to 

make themselves and the people they work with more comfortable. NP described their 
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attempt to ameliorate the discomfort experienced during creative activities by creating a 

safe space for creative work.  

I always like to have food on the table, snacks, like I'm very concerned 

with whether or not there’s coffee and water and food because they think 

that, you know, it really does make a difference. Like it’s really good to 

feed people. Um, and like, people tend to, it’s just a bit more 

comfortable… I like to have a comfortable workplace when I'm doing 

anything creative with people, um, because they feel more free if they're 

comfortable… I like, I can, I can dish out a critique without it hitting 

someone personally and they can do that right to me and I will completely 

understand. (NP) 

Participants often discussed space and the need for comfort because safe spaces serve to 

mitigate the discomfort of taking social risks that is involved in creative work. 

Reward is also relationally associated with risk and self-efficacy. Participants 

explained that self-belief was essential for taking risk and that reward reinforces their 

sense of self-belief. When discussing rewards, participants claimed that reward could 

include enjoyment, accomplishments, peer veneration and remuneration. 

This quote provided by CP highlights how enjoyment was the primary reward 

sought for their creative efforts: “Fun is always important. If I'm not going to have fun 

while I'm doing it, or lose myself in what I'm doing, then there's no point in doing it” 

(CP). 
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In addition to enjoyment, personally-defined accomplishment was also identified 

as a primary motivator of creative activities. This next quote provided by NP shows that a 

job well done is a reward in itself.  

I wrote over a hundred pages in the months for this show, like everything 

had to do with the show . . . being really, really focused on that work, as I 

wanted to be . . . It’s so nice to do it. It’s so nice to apply yourself to 

something that feels really good. (NP) 

NP explained that the intrinsic reward felt by applying themselves to a task completely 

felt good. This perspective was shared by BN who stated that a sense of accomplishment 

and pride in their work makes them feel good. 

I hate being disappointed, so reward can come in financial means or can 

come in, for me, the biggest reward is the, I guess, feeling of 

accomplishment… I like the feeling of finishing something and feeling 

good about it rather than feeling like I didn’t come through for myself as a 

creative person, or like I let my client down by being a slacker. (BN) 

BN was sincerely motivated by a sense of accomplishment and pride in their 

work. From these excerpts it is apparent that these self-identified creative individuals 

were motivated by the intrinsic rewards inherent to their creative activities. Alongside 

enjoyment and accomplishment, participants were also concerned with the perception of 

others.  

BN, whose creative works are often visible in the public sphere, mentioned the 

importance of peer accolades. In this final quote, BN states that peer veneration 

contributes to their sense of self-worth and belonging within a community. 
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If I finish a project—and in the fields that I work in, all are in the public 

[eye]—so when people come to you and complement you, or even like 

your stuff on the Internet, ah, it really gives, you know, the feeling of self-

worth and that you belong, and that you’re, and you have a reason to get 

up in the morning, you know. (BN) 

This quote suggests that peer admiration and community is an important reward that 

nourishes a creative individual’s self-efficacy. 

6.3 Creative Conditions 

The second question posed to the participants asked about their creative process. 

Three core categories emerged from the aforementioned question. These categories are 

(a) isolation, (b) collaboration and (c) constraints. 

6.3.1 Isolation. Three of the five participants identified isolation as an important 

condition for their creative process. Participants sought isolation because these safe 

spaces, as noted earlier in this chapter, are places participants felt comfortable taking 

risks, could achieve a state of deep focus and protect themselves from the consequences 

of group thinking. 

In this first excerpt, BN discusses having very particular needs with respect to 

their creative space. BN described needing a space where they were able to make 

physical and mental messes. 

I'm very tidy and OCD a little bit, and as a designer I like things in their 

place. And I’m an archivist—I run a museum of 20th century bullshit and I 

love it. And… you need a place to go and have… you need a place to just 

make a mess, that’s what I need, that’s what I learned in my last 
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apartment. I was struggling with my office. I would spend no time in there 

until I was, like, oh this is the room I could make a mess in! And that, you 

know, making a mess is not just physically making a mess with paper and 

stuff, it’s, oh! I can make a mess in my brain in this room. And making a 

mess, I also mean letting go and separating yourself from your daily life… 

you need a functional environment like that with all your tools and all 

your materials. Especially for me because I’m a visual person having that 

order but, I’m allowed to make chaos in this space, um, it only helps my 

process. You know, like art schools, they have spaces like that, I just 

haven’t been to the school where I felt like I could be free like that. (BN) 

In this quote BN is very clear about requiring a space where they are able to make a 

mess. BN claims that they need to be separated from daily life in a space where they are 

able to freely explore in pursuit of creativity.  

CP shared a similar sentiment, describing a strong desire to have a studio space 

where they were able to intensely focus on their work. 

You just forget about everything else. Yesterday I spent four and a half 

hours on one, one web page, one page, and I didn't get up for drinking 

water. My feet were frozen because my basement is cold and they were 

numb, but I didn't notice it until I was done. So that’s kind of what I mean, 

like time just disappears. So, I kind of, I guess that’s part of my process is 

that I have to make sure nobody’s around…. I need a big table with lots of 

openness, so that I can throw stuff and move it out of my way and bring it 

back when I need to and I would like a whole studio but I don’t have that, 
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I have a dining room table. So yeah, space, it just makes it easier to bring 

things back, you know? If you can get them out of the way and you can 

bring them back to where they belong in your mind. (CP) 

For CP an isolated space would allow them to achieve an intense focus. 

For NP, isolation is important because it enables them to pursue their own ideas 

and intuitions without interference from other individuals. 

…to do what I want to do I need to be isolated a lot of the time. . . . Um, 

distance is a great thing. Distance from, from people as well can be good 

because it’s good to sort of, it’s nice to sort of sit and, you know, just like, 

just work on it by yourself. Just follow yourself for a minute, then spend a 

little bit of time alone, like that's I think really important. (NP) 

6.3.2 Collaboration. Superficially, it may appear that isolation is anathema to 

collaboration. However, creative individuals strike a conscious (albeit evolving) balance 

between isolating their work processes and fostering appropriate collaborative 

interactions. Ultimately, collaboration is a useful condition for creativity. It draws in 

differing perspectives, knowledge bases, and experience to a creative project.  

Collaboration, described by the participants, reflected the negotiation and critique 

of ideas. In this excerpt NP described how collaboration, entailing honest dialogue and 

shared critique, can nurture creative thinking. 

it was really great because we really kind of, like, kind of faced stuff 

together. We faced ideas together. . . . Um, well back and forth is 

obviously really important and people have to be completely comfortable 

in the back and forth; they have to be open to being honest. They have to 
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be honest with themselves and, ideally, they’re honest with you as well 

because if you don’t have that then it’s really, it’s really hard to trust 

people’s opinions. So, you have to know that they’re being honest about 

what’s happening. Um, because it’s not really conducive to an actual 

process. If nobody’s really contributing more than a compliment, like it’s 

great, but . . . there’s (a) there’s a potential that it's a lie, (b), there’s, 

there’s nothing like moving from it. . . . Um, compliments are good as 

well because they, they help nurture the creative. Um, there’s just so much 

merit to dialogue itself. (NP) 

NP explains that in collaboration creative individuals are able to face ideas 

together. Facing ideas together towards strengthening ideas is the essence of creative 

collaboration. Another notable feature of collaboration highlighted by NP was honest 

tactful critique, used to strengthen ideas while not undermining the individual’s sense of 

self-belief. 

Like NP, this next quotation from BN highlights how knowledge and perspective 

can be used during collaboration to shape a creative outcome. Collaboration brings new 

ideas and perspectives to bear on projects, sometimes reorienting its original trajectory.  

We work in pretty different ways in terms of creatives but we overlap 

really nicely. NP likes to explore all the options, construct and deconstruct 

and I like to, as the Bauhaus would say, design stone on stone, which is 

not building the entire building and taking away from it but building the 

building to the point where you need to, or in order for it to, you know, 

function. . . . I hate excess and I hate the feeling of extra stuff... by being 
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in this band and working with NP in other art fields I was shown that 

exploration was a good thing because in the end you’ll get the best result, 

which can be, you know, a tough thing in a collaborative multi-person 

environment because a lot of ideas can get muddled and people’s feelings 

can get hurt. (BN) 

Collaboration as described by BN refers to being open to feedback and other people’s 

creative processes. BN explains that collaboration is often used to get the best result 

despite the risks of muddied ideas and/or hurt feelings. 

Collaboration is also a time when creative individuals can get together to play, as 

noted by NP in the following excerpt 

It’s not something that I do always, but I really like to do it and, like, 

things just grow because of the influence of people that, yeah, because of 

the influence of um, people who are working with, you know, like it’s just 

fun to work together on stuff. (NP) 

Collaboration can be an exceptionally fun growth activity for creative individuals. 

The influence of other people on the creative development of a project can be a fun 

experience when individuals approach collaboration with honest dialogue, and tactful 

critiques. 

6.3.3 Creative constraints. In addition to isolation and collaboration, creative 

constraints are an important condition for shaping and inspiring creative solutions. The 

value of constraints is explained in the following quote provided by AK. 

I think that for me they are essential. I think that if I had no boundaries, or 

nothing to kind of hem me in I probably wouldn’t do a lot of stuff. Like to 
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me, the boundaries give me a little more freedom because I don’t get 

paralyzed by that like, you know: if it’s too wide open then I can’t make 

any decisions, I need to have some sort of structure. So like as an example 

for cooking usually where it all starts is I have something I need to use. 

You know, like I’ve got a vegetable that I want to cook or I’ve something, 

you know, in the cupboard that needs to get used up, and that’s the starting 

point. And so that, I think, it actually makes me more creative because 

now I’m forced to do something new with something that is existing and 

that, yeah, I think that that’s a lot of times the boundary may be the end 

point . . . so yeah I think the boundaries for me are essential because they, 

I don’t know, it’s hard to explain. But they’re like the genesis a lot of the 

time for me of the creativity. (AK) 

AK’s description of constraints as a departure point for creative genesis denotes a 

positive and playful perspective of the difficulty encountered. Perceiving that constraint 

as an exciting challenge is reflected in this next quotation provided by NP.  

sometimes the best way to solve a problem is to not see the problem as 

being so—it’s seeing it as a puzzle or seeing it as a challenge. If you go 

into it thinking instantly, this is a problem, then it might be harder for you, 

it might be harder for me to think of how to solve it. So to play with it a 

little bit and like, maybe enjoy it, maybe you might enjoy it, maybe you 

might get frustrated with it, very easy to get frustrated, it’s a puzzle. But if 

you play with the puzzle until you solve the puzzle then ultimately you 

might get pretty, you might be satisfied. It’s nice to feel satisfied. (NP). 
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6.4 Performance Attributes 

Performance attributes refers to the actions undertaken by creative individuals 

during creative activities. Discussions of these attributes were distributed amongst 

responses to both questions respectively. The five performance attributes articulated by 

participants are: knowledge seeking, seeing/perceiving, imagining, intuiting and playing. 

6.4.1 Knowledge seeking. Creative individuals seek knowledge. NP explained 

some of the actions they take when seeking knowledge and the benefits to their creative 

work as a result in this next quote. 

So, I have a lot of notes. I have a lot of, um, just like research related 

documents. Um like notes, that, just like little books and um like old, like 

friends . . . and then reading at leisure, that helps with the creative process 

because in doing that I find out about things that I never would necessarily 

have thought of; it opens my mind. Um, I don't really read fiction, I read 

mostly nonfiction. I read a lot of, um, like Facebook news, right? I read a 

lot of that. So, like, I'll go on a total, like awful, um like, I might go on a 

really pop culture heavy, sort of, this is terrible, celebrity gossip. I'll 

follow that line or I'll follow the news. I'll do that for a little bit, a lot of 

the time. And then I start, I tend to start reading philosophy, philosophical 

stuff or like things about math and um. . . I like to read about science or 

non-science and philosophy, philosophy of science I guess or just 

metaphysics, so like that, that really helps with the perspective. (NP) 

In this quote NP demonstrates the wide variety of knowledge being sought, from 

Facebook news to philosophy and maths, for NP, knowledge seeking supports creativity. 
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Creative individuals often do a lot of research when beginning a new creative 

project. In this next segment JM discussed how they prepare for doing their creative 

work. 

So, I have, I have researched and I have client interviews and I have a 

brief of some kind and I have this problem that I’ve identified and um, and 

then I will start to roll it around in my mind and that is the first stage of 

exploration where I’m just considering what are conceivable directions 

that this might go. (JM) 

JM explains that in order to begin a new creative project knowledge needs to be 

gathered before solutions can be explored. By expanding their knowledge, JM is able to 

make new conceptual connections. 

Seeking knowledge can include experiential knowing. It is not always research 

and academic study. In the following quotation, BN, a self-proclaimed archivist, 

discussed walking around their urban environment observing and making connections 

with prior knowledge. 

I just find myself looking at things in the same way I would design something or 

make art. Where I see it for its [pause], say it’s a building or something, I see it 

for its design and its beauty, but I also see it for its historical significance either in 

the city that it’s in or um the like historical prominence. That is if it’s, you know, 

any shit moving forward, type architecture or art or whatever. (BN) 

Knowledge seeking can also be personal experimentation. AK explains that they 

enjoy at-home experimentations in the culinary arts. AK is able to test new idea because 

they are able to use their prior knowledge to order to seek new knowledge.  
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I know the rules of cooking so I know how, or have a pretty good idea of how it’s 

going to turn out, ah, even before it’s finished, you know, because I’m familiar 

with all the component parts. (AK) 

AK uses their prior knowledge to make predictions and help guide the outcomes of their 

experimentations, developing new knowledge through this process. 

6.4.2 Seeing/perceiving. Participants described seeing and perceiving as 

enchanting experiences with the natural environment—moments that were charming, 

fascinating, and emotionally appealing. The tacit nature of these moments makes them 

extremely difficult to characterize, yet the creative individuals in this study often find 

enchanting experiences inspiring. This first quotation provided by NP emphasizes the 

transient and temporal nature of enchanting experiences. “…like that thing where you’re 

in the moment, like you can know, you can just sort of like appreciate the moment for 

what it is and kind of sit in it and just like be in this realness or whatever” (NP). In this 

passage NP describes the fleeting temporality of an enchanting experience. Being able to 

“sit in” a moment suggests that the experience of time slows or stops during these 

selective experiences. 

In this next exchange between BN and I, BN explained that enchanting 

experiences are lived every day, linking enchanting experiences with encounters in their 

natural environment where BN has to learn to recognize and appreciate these moments. 

Every day I engage in my creative process, whether I'm aware of it or not. 

(BN) 

How so? (Researcher) 
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Just by looking at things, I like spending… you know, I walk a lot if I 

have to go places, and I know I’m happy when I’m doing that, when I’m 

looking at things and appreciating them, whether it be a blue jay or a 

cardinal, or whether it be two kittens in a window, whether it be just 

looking at a nice building and documenting it and putting it on Instagram, 

or whatever. (BN) 

This exchange highlights how ordinary enchanting experiences can be; yet, in 

noticing them they become extraordinary. BN also notes the affective nature of these 

moments, explaining that in these moments BN knows they are happy. We can 

additionally infer from BN’s comments that these moments can become inspiring. In 

addition to their interview BN submitted these two additional images. The first, figure 10, 

capturing an enchanting experience and the other, figure 11, a design inspired by the first.  

    

 Figure 10. Enchanting experience Figure 11. Inspired design 

 

Capturing the experience in the first image inspired the beer label design shown in 

the second image. BN documented this enchanting experience and was coincidentally 

contracted to develop the label for Cardinal Truth Ale by Wild Card Brewing Company 

three days later. 
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As noted, enchanting experiences are ordinary experiences that become 

extraordinary upon being noticed, and finding beauty within them. NP echoes that 

statement claiming: 

I like looking at like little things in everyday objects. Um, everyday beauty 

every day. A beautiful lighting schemes. I like to gaze. Um, yeah, as much 

as possible I guess I, I like to have like a moment, I guess where I'm just 

like walking and listening or sitting and watching. . . . And I don’t do that 

as often as I would like, but I find that it’s really an important thing 

because if you can notice these details of something that’s like completely, 

it’s real, it’s not, it’s not something that’s being constructed. It’s might be 

made of, of constructs. The way that it is. Maybe just in that moment is 

something that like when I see it, it’s like this is real, like this is, it’s not 

like a movie I can and see…when I appreciate those little things in my 

everyday I’m, I find that I’m a lot. I can try to be a lot more open with the 

creativity. (NP) 

Through seeking everyday beauty every day, NP is able to negotiate their 

relationship to these objects in their environment, thereby seeing these things in a new 

light. 

In this excerpt, NP share one final story about enchanting experiences they 

encountered in everyday life.  

I had just been at a shoot for my music video and we were walking down 

the street and it’s really snowy outside and there were these balls of snow . 

. . we were going by and we were, like kicking the balls of snow. . . . So, 
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we were kicking these balls of snow and they were, like, bursting into 

powder and stuff and I started listening to them. I started actually listening 

to them, and I realized that they, um, the sound of snow is so good. . . . 

Um, it sounds really cool, it sounds like you are, like ah, it sounds like you 

could probably edit that sound so that it sounds like a machine and 

interference. It sounds like it could be a really great interference pattern or 

like a radio wave, like you could, you could make it sound like a wave 

frequency and it would probably be pretty nice. Um, so I heard that and I 

recorded it on my phone. . . . I listened to the first one and then I went 

around and I tested and I listened to it in all these other balls of snow and 

it’s pretty neat. . . . I just like, in that moment, you just kind of like let 

things fall away for a minute. You kind of let the things that, like you 

know, that you have all of these things to do, and you know that it’s very 

stressful but let just like, let’s just like play. Let’s just like follow the 

moment for a minute and like see what happens, because you have no idea 

what might be right, what might be hiding in plain sight. (NP) 

The above quotation is an excellent illustration of enchanting experiences. This 

description begins with the everyday activity of walking home when NP notices the 

ordinary sounds of snow. With their interest piqued, NP goes on to say that because they 

enjoy the sound of snow and begin to imagine the possibilities of using those sounds as 

an interference pattern in future work. The participant then documented the experience 

and translated it, producing the following before and after audio tracks. (Please click on 

the links below to hear web archives of the sounds.) 
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Snow- Original Recording  Snow – Remix Recording 

 

6.4.3 Imagining. Participants who described using their imagination for their 

creative pursuits explained that they would project images in their mind’s eye. AK used 

imagination to predict what their yard space would look like after ten years of vegetation 

growth. Using the imagined image, the participant was able to make creative decisions in 

the present that would impact the look of the space years into the future. 

I knew what kind of feeling I wanted the yard to have, you know, in ten 

years. I knew where I wanted big trees and big bushes and where I wanted 

small things, so in that there was a lot of planning but again it was 

iterative, you know, like I’d plan once and then I took some better 

measurements and got out into the yard and said what would this actually 

look like if it was, to be, if I were to do it exactly like this, ah and then I 

went back and changed it, and changed it again, and changed it again. 

(AK) 

AK explained the use of their imagination to forecast outcomes in order to make 

better creative decisions in the present. Imagining helped AK plan projects, envision 

variations, and predict outcomes. In this situation, imagining is essential because AK had 

no other immediate method of seeing the project outcomes.  

In addition to making predictions and planning project outcomes, imagining 

allows the creative people to experience pure possibility. NP remarked that when 

https://soundcloud.com/runner-five/snow-winter-2018/s-kexts
https://soundcloud.com/runner-five/wifi-vs-delta-waves/s-VoPOg
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imagining they can do anything with their mind—constructing images and manifesting 

potential ideas and creative directions. 

You can do anything with your mind. So, like you walk around, you just 

let your, let your mind go to the place that is so far beyond where you are 

right now and like, yeah, just let it happen… I’m just like letting myself 

think about stuff. Um, you know, and then you’ll see, like you’ll see a tree 

in a certain way and you’ll get an idea. Um, you’ll like hear the, you’ll 

hear a bird, you’ll be like, oh I just figured out the meaning of life, you 

know, just whatever, just let yourself think stuff and then if anything rises 

to the surface. Like I, because that’s the thing, is like some things do sort 

of rise in your thoughts to the top and become a fixture of your thoughts 

until you do something about it . . . And like maybe dwell on it, maybe 

you asked questions about the thought that you had, maybe move onto a 

different thought but either way you know, just like, yeah, just like a 

daydream, like picturing stuff in your head or, um, picturing a situation or 

picturing a what it would look like if this certain light over here in this 

park would be really nice for, like, a dance sequence. (NP) 

The description provided by NP denotes the power of imagination. NP described 

how they use their imagination to prefigure ideas, and construct and explore possibilities 

without being bound by physical reality. Through imagination, creative individuals can 

explore the improbable, transforming those explorations into reality. In addition to 

exploring pure possibility, NP suggested that imagining and allowing their mind to 

wander or to daydream helped subconscious ideas manifest in their mind’s eye. 
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The descriptions provided by the participants demonstrate that constructing 

worlds is a complex assemblage of public and private knowledge that interact to facilitate 

creative ideation, exploration and experimentation. 

6.4.4 Intuiting. Intuition was frequently discussed by participants of this 

exploration. Four of the five participants discussed using intuition to guide their ideation, 

experimentations and decision making. 

When I talk about something feeling right, as in a design application. It means in 

my experience, it seems like that thing is going to have the kind of appeal that I 

have identified as being a good thing for it to have. It’s going to appeal to the 

right people. It’s going to suggest the right qualities. (JM) 

In this instance, JM describes their intuition as a “feeling.” JM uses this “feeling” 

to help them make judgments about the direction of their creative project.  

Intuition was additionally described as gut instinct. BN claims that they often trust 

their gut. “That's the main thing too, I have always trusted my gut” (BN). This sentiment 

was echoed by NP who claims that instinct is essential to their creative experience. 

instinct is incredibly important for me . . . when I'm making stuff. . . . It’s, you 

know, you just have to follow an instinct, um, with your tools, the tools you have, 

and it can lead to some really interesting stuff. (NP) 

As indicated by participants, creative people use their intuition to direct and make 

decisions about creative projects, making sure that creative projects have the appropriate 

fit and feel.  
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6.4.5 Playing. Playing is the final performance attribute discerned from the data. 

This first quote from NP describes a time when they were professionally playing during a 

studio session, explaining that play has been an important feature of their creativity. 

Play has been really important for me professionally, like I went to the 

States this year to work with writers and producers . . . when I went to the 

States to write with these producers I made a significant, I made a proper 

impression on them because they were all strangers who I had never met 

and I was expected to write a song with them in like a nine-hour recording 

session. So, their impression of what that meeting was supposed to be was 

that I would walk into the room, they would write for me, I would sing 

and we would be done but I am not a puppet. So, I knew that walking into 

those rooms I wouldn’t act like a puppet and I wouldn’t force myself to be 

one either. I’m gonna walk into the room and I’m gonna not be shy and 

I’m gonna show them who and what I am so in the first recording session 

that I did (I did like seven or eight in total) . . . Um, the first recording 

session I did I started to make suggestions with the traditional instruments 

and then there was a certain point where I was like, okay, I am going to 

look for other sounds. So I asked for a couple of soft mallets and I started 

to bang on the floors, the walls, the drums, I started piling drums on top of 

each other started looking for other sounds and other ways I could make 

music and I started trying to find beats in my heart just following, yeah I 

was just following an instinct. And I did play around and I had a great 

time and they ended up having a great time too. They ended up being in a 
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pretty good mood because I was contributing to the song and I wrote all 

the lyrics, you know, and I did all the vocals and like all that stuff but if I 

hadn’t really just allowed myself to play in front of these people and get 

creative, then I wouldn’t have had such a good professional experience. 

So, it helps, play helps, in work, um, and in discipline because it also 

revitalizes you. If you can just play with a given medium for like 40 

minutes then you are like sitting down with it and you can daydream and 

you can find things that you never thought you would. (NP) 

In this quote NP illustrated one of the ways in which creative individuals play. NP 

explained that by tinkering with various objects in the room, they were able to find the 

sound that worked best for the song that was written. 

AK made a similar remark about play. In the following quote AK describes 

experimenting as a form or play. 

I like to try new things that I’ve never tried before, and I don’t necessarily, 

um, I don’t often use a recipe. Like I’ll look at recipes for inspiration and 

then think, um, I’m going to do this differently, or I’ll do that differently, 

and so I’m taking what I know already—like the skills I’ve learned and 

cooking and the experience I have in the past—and looking for new 

inspiration but not just replicating something that I’ve done before or seen 

somebody else do or replicating a recipe just the way it’s written. So that’s 

kind of the experimentation piece. (AK) 

AK described the gathering of information and subsequent experimentation that 

characterizes the way they play in the culinary arts. 
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JM also discussed play as experimentation. In this quote JM describes playing 

with a variety of ideas, testing them out physically and deciding whether or not those 

ideas will work for the particular project.  

Ah, and then, um, as much as um, a number of those might seem like good 

ideas until I begin to put them down on a, put them down on paper and 

begin to look at physically what those, uh, uh, ideas. This is a really poorly 

worded sentence until I am able to evaluate what they actually look like… 

(JM) 

JM’s description of writing down all their idea is an example of thumbnailing. 

Thumbnailing is a means of visually representing ideas that can be tinkered with and 

developed further into a more complete solution. 

And in this final quote BN sums up the experience of being a professional 

creative, claiming that they are able to play for a living: “You know, I get to play for a 

living, and if I took it more seriously I would be a successful player” (BN). 
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Chapter 7 

Constructing the Theory 

7.1 The Meaning of Being a Creative 

Meanings codify significance, that is, the significance that individuals or groups 

attribute to a concept such as being (Gecas, 1982, Burke & Reitzes, 1981). Being, as a 

social construct, is reflective of an individual’s sense of self or identity. 

Identities have been conceptualized in a variety of ways. For example, identity 

theory (Burke & Stets, 2009) posits that an identity is constructed through a social 

process, comparing our behaviour to the normal identity role standard, resulting in a 

socially authored identity, while the concept of possible selves (Markus & Nurius, 1986) 

connects “enduring goals, aspirations, motives, fears, and threat,” (p. 954) linking self-

concept and motivation. Provisional selves are temporary selves used to bridge the gap 

between current role identities and desired role identities (Ibarra, 1999). While these 

theories consider the socially constructed nature of identities, they assume that core 

identities endure to a large extent. The theory developed in this exploration advances the 

dynamic perspective of identity by taking seriously the extent to which the individuals 

desire, construct, and claim their identities, through social interactions and personal 

becoming. 

This exploration contends that desired identities are (a) claimed (Mozère, 2006), 

(b) a self-regulated, interpreted collection of role identities that develop within dynamic 

and temporal social conditions, and (c) are subject to a magnitude of strength. In other 

words, an individual’s desired identity is constructed by claiming multiple dynamic role 
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identities, such as a creative identity, that fluctuate and integrate uniquely as a result of 

personal experiences and social environments. 

The first question in this exploration asked participants about the meaning they 

attribute to being a creative individual. Analysis of the data collected resulted in a single 

core category revealing that for participants of this exploration, the meaning of being a 

creative individual referred to an individually constructed identity. 

Participants discussed their identities directly and indirectly. Direct discussions of 

their identities revealed that participants believed that creativity was a fundamental need 

and contributed to their sense of life satisfaction. Indirect discussions revealed the 

performative activities through which those identities were constructed and validated. 

Indirect discussions revealed three sub-processes that contributed to participants’ 

construction of creative identities. The three subprocesses that emerged from the data 

were: (a) role repertoire (b) role performance and (c) self-efficacy. 

7.1.1 Role repertoires. An individual’s role repertoire is an inventory of 

potentially available identities, towards which that person strives by performing the 

attributes within that repertoire (Ibarra, 1999; Markus & Nurius, 1986). Role repertoires 

are constructed by integrating knowledge of socially authorized role identity standards 

(Burke & Stets, 2009). Individually constructed role model repertoires (Ibarra, 1999) then 

attach to a broader, socially authorized role identity standard. Participants developed 

identity repertoire through the identification and/or construction of a compositional role 

model prototype (Ibarra, 1999), from within the Zeitgeist that reflected their 

developmental period (Simonton, 1978). For example, one participant noted the influence 
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of David Bowie, David Lynch and Peter Saville, all eminent creatives whose influence 

within the Zeitgeist occurred during that participant’s developmental period. 

Most research exploring role models and identity has been conducted in the area 

of organizational leadership, where professional identities were the identity of interest. 

Participants of this study did not differentiate between professional identity and their 

sense of self. For example, one participant said “through and through it’s me” in 

reference to how their creativity role identity is valued and contributes to their sense of 

self. For participants, even those who are creative professionals, believed that their 

creative identities are intrinsically linked to their sense of self. 

7.1.1.1 Role models. Gibson (2004) states that role models are “cognitive 

construction[s] based on the attributes of people in social roles that an individual 

perceives to be similar to . . . to some extent and desires to increase perceived similarity 

by emulating those attributes” (p. 136). Role models are essential to the development of 

professional identities as evidenced by the number of studies investigating it (e.g., Foster, 

2011; Ibarra, 1999; Marcus & Nurius, 1986; Scanlon, 2011; Sealy & Singh, 2008). 

Through observing role models, individuals learn tacit rules and signaling that are 

important to a particular role identity (Ibarra, 1999). Research exploring role model 

selection and construction shows that role model selection tends to organize itself by 

gender, where men tend to construct composite role models, selecting desirable traits 

from a number of individuals, while women tend to search for a single holistic role model 

(Ibarra, 1999). Role models have been shown to influence an individual’s role 

performance (Csikszentmihalyi, 2014; Collins & Cooke, 2013; Simonton, 1978), in 
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addition to contributing to identity construction through motivation (Pratt, Rockmann & 

Kaufmann, 2006). 

7.1.1.2 Zeitgeist. Participants of this exploration indicated that the Zeitgeist 

influenced the development of their creative role identities. Research into the interactions 

between Zeitgeist and creativity shows that Zeitgeist influences creativity through role 

model availability. Research exploring role model availability shows that “the number of 

eminent creators in one generation is largely a function of the number of eminent creators 

in the previous generation” (Simonton, 1978, p. 189). 

Role model availability, according to Simonton (1978), is essential during an 

individual’s developmental period, a time when an individual is most creatively 

precocious (Simonton, 1977), meaning that creative individuals are behind, not ahead, of 

their time (Simonton, 1976, 1978). Zeitgeist, then, effects role model availability and has 

been seen to influence creative production across history (Simonton, 1976). 

7.1.2 Role performance. Role performance is the enactment of an identity 

(Fisher, 1997; Petkus, 1996) and has been linked to role identity through its shared 

frames of meanings (Burke & Reitzes, 1981). Role identities are reflexive social 

constructions (Burke & Reitzes, 1981) that utilize feedback to validate that role (Burke & 

Reitzes, 1981; Burke & Stets, 2009; Ibarra, 1999). 

As reported earlier, role models and socially authorized role identity standards, 

such as a creative role identity, are used to construct role repertoires. These role 

repertoires reflect potential identities (Ibarra, 1999; Markus & Nurius, 1986) towards 

which an individual can strive, through the role performance of the attributes that 

constitute the role repertoire. Participants of this exploration discussed their identities 
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through a number of role performance attributes. These attributes will be discussed in a 

subsequent section. 

7.1.3 Self-efficacy. The final subprocess that emerged from the data deals with 

personal and social feedback for identity validation. Identity validation links identity 

repertories and role performance through self-efficacy. Self-efficacy is an individual’s 

belief in their ability to perform a task, and reflects “a more complex and generative 

process involving the construction and orchestration of adaptive performance to find 

changing circumstances” (Bandura, personal communication, 1989, cited in Gist and 

Mitchell, 1992, p. 185). An individual’s sense of self-efficacy is essential to the 

development and strength of the desired creative role identity. 

In the case of creative identity, the creative role performance—the enactment of 

the attributions associated with a creative role identity—are guided by an individual’s 

creative role repertoire; the interpretive efficacy of the performance of these interactions 

either strengthens or weakens an individual’s claim to a creative role identity. In other 

words, as the creative individual becomes more efficacious in their creative role 

performance, which is aligned with their creative role repertoire, their identity in that role 

is strengthened or weakened based on their self-efficacy. 

7.1.3.1 Risking and being rewarded. Risking and being rewarded reflects an 

individual’s willingness to take the necessary social and emotional risks required to put 

forth and actualize one’s ideas and creative identity. Participants explained their risk-

taking behaviour through discussions of self-confidence, independent thinking, and 

confrontations with normalization. Participants experienced rewards as a result of the 

corresponding risk taken. They explained that risk and rewards contributed to their 
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overall sense of self-efficacy in the role of creative individual. For example, participants 

who felt self-confident and safe in their environment were comfortable taking risks in 

pursuit of creativity, bearing out e. e. cummings’ supposition that “once we believe in 

ourselves, we can risk curiosity, wonder, spontaneous delight, or any experience that 

reveals the human spirit.”2 (Cumming, n.d.). Participants of this exploration agreed, 

indicating that they relied on their sense of self-confidence in order to take creative risks. 

Successful risk-taking within a creative performance contributed to that individual’s 

sense of self-belief, in the role of a creative individual, reinforcing and strengthening 

their creative identity. 

There is a general agreement among creativity scholars that risk-taking is an 

important creative attribute (Erbas & Bas, 2015; Runco, 2015; Steele, McIntosh & Higgs, 

2016; Sternburg 1997; Sternberg & Lubart, 1995; Tyagi Hanoch, Hall, Runco & 

Denham, 2017), though there has been limited empirical evidence to support this 

position. Studies examining risk taking among creative individuals have largely focused 

on social risk-taking.  

Recently, Tyagi, Hanoch, Hall, Runco and Denham (2017) conducted an 

empirical investigation of creativity and risk, which concluded that individuals with a 

“creative personality and mind-set” (p. 145) were more likely to take social risks, such as 

the willingness to risk being rejected from your chosen in-group. A willingness to risk 

their creative identity is enabled by the associated willingness to take social risks. For 

example, when an individual performs creatively in a way that is not validated, it impacts 

 

2 This quotation is widely attributed to e.e. cummings without any reference to a 

published work. 
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the strength of their creative identity. Individuals with a strong creative identity are then 

more likely to take greater creative risk, than those individuals with a weak creative 

identity. However, it should be noted that this relationship is likely dependent on the 

value or desire each individual holds for their claim to a creative identity. 

In addition to risk, participants also expressed their need for reward as part of 

their complete creative experience. Rewards contributed to participants’ sense of self-

efficacy, thereby validating and strengthening their claim to a creative identity. 

Participants explained that reward was not necessarily monetary but was also experienced 

as peer veneration and recognition. Research into the development of creative identities 

among scientists makes a strikingly similar point, firming this presupposition in scientific 

domains. Mansfield and Busse (1981) assert, “personal recognition is an important 

motivating force for most creative scientists. They are careful to establish priority of 

discovery and are delighted when their contributions are honored” (Mansfield & Busse, 

1981, cited in Eisenberger & Shanock, 2003, p. 121). Reward, for example personal 

recognition, has also been seen to augment a creative individual’s intrinsic task 

motivation (Hennessey, 2015). An analysis of literature by Eisenberger, Pierce & 

Cameron shows that intrinsic motivation examined through a general interest theory lens 

supports contention that reward increase intrinsic motivation when “task performance 

helps satisfy needs, wants, or desires” (Eisenberger, Pierce & Cameron, 1999, p. 687). 

Additionally, research shows that “reward contingent on high performance increases 

intrinsic task interest, as measured by expressed task enjoyment” (Eisenberger & 

Shanock, 2003 p. 123).  
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By contrast, research also shows “decremental effects of reward on intrinsic 

motivation occurs when reward was offered (a) independently of performance; (b) for 

carrying out a trivial or tedious task, or (c) for meeting a vague performance criterion” 

(Eisenberger & Shanock, 2003 p. 124). Participants’ reflections on their experiences with 

critique align with these findings. Participants indicated that compliments, although nice, 

were unproductive contributions because they did not help move their work forward. 

Rewards contribute to the development of a creative identity by strengthening that 

individual’s self-efficacy thereby validating their claim to a creative identity. 

7.2 Creative Performance 

The second question explored in this research asked participants about their 

creative process. Creative processes are the cognitive, social and environmental 

interactions an individual engages with during a creative experience. Participant 

discussions of their creative process resulted in the construction of two core categories: 

(a) conditions and (b) creative performance. Creative conditions denoted participants’ 

perceptions of the optimal conditions for creative success and their creative performance 

referred to the operationalization of the attributional meaning they used in the 

construction of a creative identity. 

Creative conditions refer to the environmental and social conditions that support 

the participants’ creative pursuits. These creative conditions additionally contributed to 

positive creative experiences that served to strengthen creative identities. This core 

category was further delineated into three subcategories: (a) isolation and (b) 

collaboration and (c) creative constraints. The second core category, creative 
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performance, reflects the performance of the attributional meanings that contribute to a 

creative individual’s construction of a creative identity. 

7.2.1 Isolation, collaboration and constraints. Collaborative and isolated 

conditions allowed for participants to take the necessary risks towards claiming their 

identity. Participants oscillated between social feedback and an individual’s evaluation of 

their performance. In order to do these activities, participants would alternate between 

periods of isolation and collaboration, where ideas are shared and evaluated with peers 

who were able to validate each other’s creative performance. 

7.2.1.1 Isolating. Environment has been shown to have both a supportive as well 

as damaging effect on creativity (Csikzentmihalyi, 1996/1997; Harrington, 2011; 

Hennessey, 2015 ). Autonomous creative individuals have been reported to seek 

protected and designated work spaces (Csikzentmihalyi, 1996/1997; Harrington, 2011). 

Creative individuals seek and/or create these spaces or conditions because they offer (a) 

an opportunity to experience uninterrupted work, (b) a safe space, that can help mitigate 

fears and feelings of anxieties that emerge as a result of the uncertainty associated with 

creativity, and (c) a space where in-progress work can be safely left undisturbed 

(Harrington, 2011).  

For many people, the most valuable aspect of such spaces is the fact that they 

provide the physical and psychological space needed to engage in the uninterrupted and 

undistracted periods of absorbed, concentrated, and sometimes meditative thought which 

are so often crucial to their creative work. Such settings also function as psychologically 

“safe” spaces in which it is possible to engage in the frequently unsuccessful 

experiments, explorations, and partially guided trials-and-errors so often characteristic of 
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creative work without fear of having others witness these many small “failures” 

(Harrington, 2011).  

For participants, an isolated space met their need for a safe and designated 

working space. Participants explained that having a safe and comfortable space, where 

they could experiment and make a mess, was essential to their process.  

Safe work spaces contribute to the development of creative projects. They can 

additionally be implicated in identity development. Safe spaces, where small failures are 

not subject to criticism or judgement, support a creative individual’s sense of self-

efficacy and the subsequent strength of their creative identity. 

Isolation further serves creative individuals’ needs because it creates an insular 

environment that can help creative individuals evade the trapping of group thinking. 

Mitigating groupthink is important to the creative process because groupthink can be 

“quite antithetical to creativity” (Montuori, 2011, p. 2:347). Groups often converge on a 

solution before fully exploring all possible permutations, thus prematurely closing the 

exploration process because of the “pressure to conform, and go along with the group 

consensus” (Montuori, 2011, p. 2:347). Isolation inoculates the individual from the 

consequences of groupthink, giving the creative individual the opportunity to find their 

own voice among the choir. Participants indicated that isolation was needed to protect 

them from culturally entrenched normative thinking. 

7.2.1.2 Collaborating. Collaboration, as well as the vigorous exchanges of ideas, 

are also necessary experiences during the creative process (Montrori, 2011). Little 

“attention has been given to the collaborative aspects of creative processes” (Hultén, 

Artman & House, 2018, p. 452). Participants talked about dialogue and critical feedback 
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and its effect on idea development, explaining that these were the types of collaboration 

with which they were most familiar. 

Current literature exploring critique confirms that it is a form of creative 

collaboration (Forlano & Smith, 2018), while research exploring dialogue notes that 

discussions are supportive during the design ideation phase of the creative process 

(Artman, House & Hultén, 2015). Collaboration in creative endeavours requires the 

construction of a community of likeminded individuals, because a creative individual’s 

social environment has been shown to be the most important environmental factor 

impacting creativity (Bottella, et al., 2013). 

In addition to facilitating creative process, collaboration contributes to the 

affirmation of an individual’s creative identity. As discussed earlier, feedback contributes 

to the strength of an individual’s sense of self-efficacy. In collaboration, creative 

individuals can receive immediate feedback regarding their creative performance. 

7.2.1.3 Creative constraints. Creative individuals use constraints to shape and 

promote their creative ideation (Hargadon & Sutton, 1996; Rosso, 2014; Stokes, 2016). 

Boundaries support the creative processes because these impositions require creative 

individuals to imagine and construct obscure paths towards an end goal. For example, 

film maker Lars von Trier experimented with boundaries in his film The Five 

Obstructions (2003), where he imposed a number of different boundaries on a single 

creative project, with each of the five obstructions given resulting in the creation of a new 

and unique product.  

Constraints have been traditionally perceived as negative and controlling 

influences on creative experiences. However, participants of this exploration explained 
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that constraints were important to their creative process. Participants often claimed that 

constraints were sources of creative inspiration, rather than an obstacle they were meant 

to overcome. Davis, Sumara and Luce-Kapler (2008) believe that enabling constraints are 

a “necessary condition for complex emergence” (Davis, Sumara & Luce-Kapler, 2008, p. 

219). Additional research on creative constraints shows that they exist paradoxically and 

have been frequently observed to have a curvilinear relationship on multiple measurable 

dimensions such as time, knowledge and routinization (Baer & Oldham, 2006; Batey & 

Furnham, 2006, Hennessey & Amabile, 2010; Ohly, Sonnentag & Pluntke 2006; West, 

2002), meaning that there is an optimal point where constraints enable creativity.  

Research focusing on constraints can be divided into two groups, process 

constraints and product constraints. Process constraints can include: time constraints 

(Amabile, Hadley & Kramer, 2002; Andrews & Farris, 1972; Baer & Oldham, 2006; 

Ohly, et al., 2006) and resource constraints (Csikszentmihalyi, 1997; Baker & Nelson, 

2005; Garud & Karnøe, 2003; Shalley & Gilson, 2004). Product constraints arose due to 

product requirements, business needs, customer and intellectual property (Rosso, 2014). 

An exploration of the role of constraints in creative processes of research and 

development teams has revealed that process and product constraints operate (a) 

differently based on the way the constraint is interpreted and (b) contextually based on 

the social situation. Process constraints were shown to be most inhibitory, however the 

impact of process constraints related to how the constraint was interpreted (Rosso, 2014).  

Perceptions of constraints can be influenced by enabling dynamics (Rosso, 2014). 

Enabling dynamics have been described as a safe collaborative environment with clear 

goals, where collaborators shared mutual respect, connectedness and enjoyment of each 



 

85 

 

other and ideas, while working towards a singular goal (Rosso, 2014). Rosso (2014) 

suggests that constraints enhanced the team’s creativity when they were “aware and 

accepting” of the paradoxical nature of constraint. When teams recognized and 

understood that constrains were necessary for success, “they embraced constraints, 

making them endogenous to the team process” (Rosso, 2014, pp. 578-579). 

Creative constraints have also been examined through a motivational lens. 

Roskes’ (2015) explored approach and avoidance motivation and its impact on creativity 

and the perception of constraints within a creative experience. Approach motivation is 

“the direction of behaviour toward, positive stimuli (objects, events, possibilities) . . . 

whereas avoidance motivation is the direction of behaviour away from negative stimuli 

(objects, events, possibilities)” (Elliot, 2006, p. 111). Avoidance motivation has been 

associated with diminished creativity (Friedman & Förster, 2000; Litchenfeld, Elliot, 

Maier, & Pekrun, 2012), although this diminishment can be compensated for through 

persistence and effortful processing (Roskes, De Drue, & Nijstad, 2012). Alternatively, 

approach motivation has been associated with explorative processing styles and higher 

risk tolerance (Friedman & Förster, 2001). Roskes (2015) shows that individuals who are 

avoidance motivated are less likely to perceive constraints positively. As seen earlier in 

Rosso (2014), perception of a constraint influences the effect of that constraint. Process 

constraints that are perceived to impact empowerment can have an inhibiting effect on 

creativity (Rosso, 2014). However, constraints that are perceived to be a positive 

challenge can increase intrinsic motivation (Roskes, 2015).  

The combined findings of these studies indicate that creativity emerges under 

enabling dynamics (Rosso, 2014) and approach motivation (Roskes, 2015). These 
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combined results align with participants’ accounts of necessary creative conditions and 

the use of constraints. 

7.2.2 Attributional meanings and the operationalization of creative identity. 

Creative performance can be conceptualized as the operationalization of a creative 

identity. Participants of this exploration addressed identity performance through an 

articulation of the attributional meanings they performed. The relative performance of 

these attributes contributed to their individual sense of self-efficacy, which was used to 

validate their claim to a creative identity. The attributes participants discussed during 

their interviews regarding identity included: knowledge seeking, imagining, 

seeing/perceiving, intuiting and playing. Participants believed that the performance of 

these activities is central to their construction of creative role identities. 

7.2.2.1 Seeing and perceiving. Seeing or perceiving refers to the way in which 

each individual becomes aware of and interprets their environment by means of their 

senses. Our individual perceptions or ways of seeing are shaped by our personalities 

(Partos, Cropper & Rawlings, 2016; Segall, Campbell & Herskovits, 1966), environments 

(Segall, et al., 1966) and enculturation (Hennessey, 2015; Koestler, 1975; Segall, et al., 

1966). Koestler (1975) states that seeing and perception are part innate and part acquired 

actions of “transforming the raw-material of vision into the ‘finished product’” (Koestler, 

1975, p. 528).  

In addition to expressing their perception as a way of seeing, participants also 

explained their encounters with enchanting experiences, described as “encounters that 

temporarily transform our connection with the social/natural world” (Bhatti, Church, 

Claremont & Stenner, 2009, p. 63). Enchanting experiences reflect a perceptual “eruption 
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of the real into consciousness” (Fisher, 1996/2010, p. 86) making these experiences the 

antithesis of imagining. Enchanting experiences are meaningful, spellbinding 

perceptional experience that have limited representation in scientific literature. 

7.2.2.2 Imagining. We are all “irrepressible imaginers in everyday life, where we 

indulge in imaginative activities persistently and not merely as an occasional 

divertissement,” according to Edward Casey (2000, p. 3). Casey goes on to explain that 

imagining is not an activity exclusive to creative individuals and that imagination is 

universal experience. Thomas (2004) believes that “Imagination is what makes our 

sensory experience meaningful, enabling us to interpret and make sense of it, whether 

from a conventional perspective or from a fresh, original, individual one” (Thomas, 2004, 

para. 2). In other words, our imagination is the tableau upon which we interpret 

environment and make meaning. Imagination represents an unrestricted mainframe, 

where sensory information can be manipulated and reconfigured. Our imaginations 

enable us to  

think outside the confines of our present perceptual reality, to consider memories 

of the past and possibilities for the future, and to weigh alternatives against one 

another… imagination makes possible all our thinking about what is, what has 

been, and, perhaps most important, what might be. (Thomas, 2004) 

Imagining “involves creating, interpreting, and transforming visual internal 

representations” (Thompson, Hsiao & Kosslyn, 2011, p. 256). Much research has been 

conducted examining and measuring creative and mental imagery (Finke, 1985, 1986, 

1996; Finke, Ward & Smith, 1992; Jankowska & Karwowski, 2015; Palmiero, Nori, 
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Aloisi, Ferrara & Piccardi, 2015) and has focused primarily on the cognitive aspects of 

imagination and its measurements. 

Other researchers have explored imagination as a complex of cognitive and 

affective processes (Lindqvust, 2003; Polanyi, 1967; Vygotsky, 1930/2004). Lindqvust 

(2003) asserts that “Imagination is based upon elements taken from reality” (p. 249). This 

interpretation of imagination more closely resembled participants’ depicted experiences 

of imagination. Participants in this study described imagining as an interplay of 

perception and possibility. Participants described oscillating between perceived realities 

and potential outcomes, in addition to using imagination to manipulate invented or 

remembered mental images in order to explore possibilities. A philosophical exposition 

on imagination additionally reflects this conception, suggesting that imagination is a 

voluntary, non-truth-bound state that interacts with affective and motivational systems 

(Stokes, 2014). 

7.2.2.3 Knowledge seeking. According to participants, knowledge seeking reflects 

an individual’s curious desire to construct and utilize explicit and intuitive knowledge. 

Much of the research on creativity and knowledge has focused on creative thinking rather 

than processes and practice (Budge, 2016). Newer research explores the intersection of 

scientific knowledge and traditional knowledge (Borkenhagen, 2017) as well as the 

impact of intercultural experiences that challenge our own culturally shaped knowledge 

schema (Fee & Grey, 2012).  

Research exploring creativity and knowledge integration stresses the importance 

of both types of knowledge and shows that creative individuals utilize both explicit and 

tacit knowledge during their creative pursuits (Borkenhagen, 2017). For example, recent 
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research exploring the practices of chefs working within the modernist culinary 

movement, shows that these individuals are integrating scientific knowledge from 

biology and chemistry into the field of culinary arts that has been dominated by 

traditional culinary knowledge and practices (Borkenhagen, 2017). This research shows 

how these chefs juxtapose traditional culinary knowledge with evidence based 

scientifically driven culinary methodologies, explaining how the co-existence of 

traditionally and scientific based methodologies “reveals the complex and nuanced ways 

in which creative producers incorporate formalized, scientific knowledge and practices 

into fields dominated by subjectivity and intuition-based judgement” (Borkenhagen, 

2017, p. 631). 

 A longitudinal study exploring creativity among expatriated individuals reveals 

that there is an overall increase in creative abilities among expatriates attributed to an 

increase in cognitive flexibility. The “results suggest that it is the deculturation stage of 

adaptation, during which the expatriate struggles to achieve equilibrium by challenging 

and manipulating existing schemas, that has the major impact on expatriates’ creative 

development” (Fee & Grey, 2012, p. 1529). In other words, by challenging their existing 

culturally shaped knowledge, expatriates were able to improve the flexibility of their 

thinking which subsequently resulted in improved creativity as measured by the 

researchers. 

7.2.2.4 Intuiting. According to Emma Policastro, “Creative intuition can be 

defined as a vague anticipatory perception that orients creative work in a promising 

direction” (Policastro, 1995, p. 99). Intuition is a rapid and unconscious process (Brock, 

2015). Literature exploring creativity and intuition has noted the importance of 
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unconscious processes, and in particular, the use of unconscious processes during idea 

generation selection activities (Ritter, van Baaren & Dijksterhuis, 2012; Zhu, Ritter, 

Müller and Dijksterhuis, 2017). In general, examinations of intuition and creativity have 

focused on either (a) the idea evaluation phase of creative exploration (Eling, Langerak & 

Griffin, 2015; Magnusson, Netz & Wästlund, 2014; Pétervári, Osman & Bhattacharya, 

2016; Stierand & Dörfler, 2016) or (b) the idea generation phases of creative exploration 

(Dörfler & Eden, 2014; Eubanks, Murphy & Mumford, 2010; Raidl & Lubart, 2001; 

Stierand & Döfler 2016).  

According to Pétervári, Osman & Bhattacharya (2016), intuition reflects the 

“gradual accumulation of clues to coherence” (p. 8) underlying the generation and 

recognition of creative ideas. The gradual accumulation of clues towards coherence 

aligns with Mednick’s (1962) conception of associative processes. This conception 

underpins the remote associated test used to evaluate intuitive processes within a creative 

experience.  

Idea selection, closely related to idea evaluation, is relatively understudied in 

comparison (Zhu et al., 2017). Research examining idea selection and intuition shows 

that idea selection improves after a period of unconscious thought (Ritter et al., 2012) 

despite difficulties in improving idea selection (Zhu et al., 2017). Closely related to idea 

selection and evaluation is the notion of intuitive processing, what was discussed at 

length by participants of this study. They often explained that they would follow their 

instincts and trust their gut, when generating and selecting ideas. Research on intuitive 

processing and idea selection corroborates participant assertions and shows that intuitive 

processes are important to creative performance. Again, intuitive processes are also 
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essential for idea generation (Marton, Fensham, & Chaiklin, 1994; Stierand & Dörfler, 

2016). When intuition is used, the resultant solutions are more elegant and of higher 

quality when intuitively generated (Eubanks, et al., 2010). 

7.2.2.5 Playing. Play involves novel combinations of actions or thoughts (Bateson 

& Martin, 2013) and requires a combination of curiosity, imagination and 

experimentation (Resnick, 2017). Play should be distinguished from playfulness, where 

play is a “passing outward manifestation” and playfulness reflects an “attitude of mind” 

(Resnick, 2017, p. 127). Researchers agree that playfulness is an important creative 

quality and that playfulness reflects a lighthearted attitude (Csikszentmihalyi, 

1996/1997). Alternatively, mood may support divergent thinking (Bateson & Martin, 

2013). Playfulness had been defined as an “individual differences variable that allows 

people to frame or reframe everyday situations in a way such that they experience them 

as entertaining, and/or intellectually stimulating, and/or personally interesting” (Proyer, 

2017, p. 114). 

While scholars differentiate between play and playfulness, the qualitative method 

used in this research did not yield such a distinction. Participants did not themselves 

differentiate between playfulness and play. Participants told stories about playing with 

instruments, playing in the snow, playing with ingredients, all in service of creativity. 

These stories reflect the playful attitudes of self-identified creative individuals, like the 

participants of this exploration. These stories not only highlight their playfulness, but also 

denotes tinkering as experimentation. 

7.2.2.5.1 Tinkering as experimentation. According to Resnick (2017), all good 

tinkerers take advantage of the unexpected, draw on personal experience, use familiar 
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materials in unfamiliar ways, and understand how to improvise, adapt, and iterate. All of 

these qualities were reflected in one participant’s story about playing in the snow and 

rediscovering the unique sound snow makes when it is compressed by boots in really cold 

weather. Tinkering lives at the intersection of playing and making, and denotes a bottom-

up approach, the antithesis of planning (Resnick, 2017). Although tinkering is often 

perceived as a waste of time, Resnick (2017) argues that what tinkers “lose in efficiency 

they gain in creativity and agility” (p. 136). Additionally, tinkerers are in a better position 

to capitalize on new opportunities when unexpected things happen (Resnick, 2017). 

Tinkering would characterize NP’s account of sound exploration when song writing. NP 

explained that they wanted to find a new sound, as traditional percussion instruments 

were not generating the sound they desired, so they began to tinker with alternative 

percussive sounds. 

7.3 Becoming a Creative Individual 

Becoming a creative individual occurs as a result of the oscillation between the 

social conception of what a creative individual should be, identified through role models 

and the Zeitgeist, and the performance of the self-constructed role repertoire. The self-

efficacious reinforcement determines the strength of the individual’s claim on that 

identity. It is the difference between these two standards and repetition that reinforces and 

strengthens that individual’s claim to a creative identity. 
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Chapter 8 

Discussion 

8.1 Introduction 

Creative identity has been largely neglected by researchers. The previous chapter 

presented a grounded theory of the meaning of being a creative individual among 

individuals who perceive themselves to be creative. This chapter will answer the research 

questions, discuss some of the implications for education, outline some suggestions for 

future research and explicate the limitations of this study. 

8.2 Purpose Revisited 

The purpose of the research was to investigate the meaning of being a creative 

individual and the processes through which creative artefacts emerge. A CGT-HI 

methodology was utilized, drawing on data from semi-structured interviews of five 

individuals who self-identify as creative. The data were analyzed in order to answer two 

research questions: (a) What does it mean to be a creative individual? and (b) How do 

you engage in your creative process? From this research process, a grounded theory of 

the meaning of being a creative individual was developed. 

8.3 Answering the Research Questions 

This CGT-HI exploration of creativity produced a theory of the meaning of being 

a creative individual, as perceived by participants of this exploration. This theory 

explains that for participants of this study, the meaning of being a creative individual is 

the becoming of a creative identity. While the becoming of a creative identity denoted the 

meaning of creativity, responses to the questions inquiring about participants’ creative 

processes indicate that participants’ creative processes reflect the operationalization of 
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their creative identities. The processes that participants undertook in that 

operationalization were either (a) directly related to their creative identities (e.g., 

attributional meaning performance: knowledge seeking, seeing/perceiving, imagining, 

intuiting and playing) or (b) a condition that supported the development and/or 

maintenance of that creative identity (e.g. isolation, collaboration and constraints). 

8.4 Limitations 

There are a number of limitations associated with this exploration of the meaning 

of being a creative individual such as generalizability and participant recruitment. 

Although this study cannot be generalized beyond the social and cultural 

boundaries of the participants, generalizability is often one of the aims of a constructed 

grounded theory exploration. I prefer to present this theory of creative identity and allow 

individuals to determine if they see themselves within the data and feel generalization is 

warranted for themselves. Participant recruitment, which directly implicates 

generalizability from a traditional research perspective, subsumes additional limitation 

such as the small, homogeneous sample with purposeful participant selection of self-

identified individuals. These limitations will impact the breadth of people who could 

potentially see themselves in that data as this story of creative identity is narrow and 

incomplete. 

Selecting a culturally homogeneous sample was intentional as knowledge and 

creativity are culturally bound phenomena. By selecting a homogeneous sample, the data 

were less likely to be subject to variations which could have impacted the analysis. 

Purposeful sampling was employed to ensure all participants of this exploration had been 

involved or educated in either visual or performance art. Individuals from this community 
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were selected because it was presumed that these people would be better able to explicate 

the meaning of being a creative individual. Lastly, the final limitation identified in this 

exploration is sample size. Five participants were recruited to this exploration 

representing a very limited amount of data. In order to confirm the finding of this 

exploration a larger sample size would need to be examined. 

8.5 Implications for Education 

Developing creativity is one of the mandates of the elementary and secondary 

Arts curriculum in Ontario (Ontario Ministry of Education and Training, 2009; 2010a; 

2010b). Currently, the performance of creative activities is a focus of the Ontario 

curriculum. However, because meanings and performance share a frame of reference 

(Burke & Reitzes, 1981) it becomes important to address the development of a creative 

identity among students. 

Findings from this research suggest that in order to develop a creative identity, 

students need to be (a) exposed to a variety of potential role models so students can 

develop a role repertoire, and (b) be provided the opportunity to experience success while 

performing the attributional meanings associated with a creative identity in order to 

develop a strong sense of creative self-efficacy. Developing these features of the creative 

identity will allow students the opportunity to claim their creative identity. 

Developing a creative identity in a public education setting can be difficult. 

According to Csikszentmihalyi (2014), in general schools appear to be “inimical to the 

development of creativity” (p. 161). He goes on to note Getzels and Jackson (1962) who 

claim that students who perform well on tests of creativity are “generally disliked by 

teachers” (p. 161).  
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In addition to the social barriers that exist in the education system, the curriculum 

presents a barrier due to its focus on process. While creative processes are important, 

Resnick, (2017) notes that schools value planning over playing (e.g., tinkering). Resnick 

(2017) claims: 

Planning seems more organized, more direct, more efficient. Planners take a top-

down approach: They analyze a situation, identify needs, develop a clear plan, 

then execute it. Do it once and do it right. What could be better than that? The 

tinkering process is messier. Tinkerers take a bottom-up approach: They start 

small, try out simple ideas, react to what happens, adjust, and refine their plans. 

They often take a meandering, circuitous path to get to a solution. But what they 

lose in efficiency they gain in creativity and agility. (p. 136)  

Schools focus on efficient processes, and so students are not given the opportunity to 

practice the less efficient processes associated with creativity.  

Developing a creative identity is also hampered by focusing on STEM subjects, 

subjugating the arts. Currently there is no curriculum devoted to the history of art and 

design, course work that would expose students to potentially relevant role models that 

could be used to develop a creative identity. 

Research exploring science identities and their influence on entering a science 

occupation reveal that “productive science learning identities are crucial for students 

choosing to pursue science academically” (Bevan, Petrich & Wilkinson, 2014, p. 28). 

While other researchers have found that having a science identity “positively impacts the 

likelihood of entering a science occupation” (Stets, Brenner, Burke & Serpe, 2017, p. 1). 
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Although it is presumptuous to assume that the same would hold true for creative 

identities, future research is needed to explore this possibility.  

In addition to supporting the development of a creative identity, educators should 

focus on the conditions for creativity. Educators can support students in (a) finding safe 

isolated spaces for creative exploration (b) supporting creative collaboration and (c) 

developing positive mindset arounds creative constraints. 

8.6 Future Research 

As noted earlier, further research needs to be conducted in the area of creative 

identity. As reported by Glăveanu & Tanggaard (2014), currently there are a limited 

number of studies that report on creative identities. Further research needs to be 

conducted which investigates the strength of the relationship between performance 

attributes and the magnitude of the identity that is claimed. In other words, does a causal 

relationship exist between successful performance and strength of a creative identity 

exist, and if so how can creative identities be strengthened? 

8.7 Final Words 

This research has creatively explored creative identity and was intended to disrupt 

normative perspective associated with current research practices. I aimed to responsibly 

interpret the stories, responses and artifacts collected from participants in a way that 

honours their contributions to furthering my understanding of creative identity and 

represent their stories in a way that may resonate with other creative individuals and their 

understanding of their own creative identities. 

Within an educational context, I hope this research represents the initiation of 

further work into exploring creative identities. I believe that the impact of the social 
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construction of identities is largely overlooked in an educational context. Yet, identity 

construction impacts an individual's self-concept and contributes to their becoming. 

Currently, I believe that the largest student barrier to creativity is a lack of opportunity to 

construct a creative identity. Although further research is necessary for identification and 

confirmation of attributes that contribute to the construction of a creative identity, this 

exploration offers a place to begin addressing the identity construction needs of students 

who wish to claim a creative identity.  

Finally, it is my great hope that this research offers, for only a moment, a unique 

perspective for consideration along the interpreters own becoming, because it is within 

that reflective moment that new pathways for understanding can be considered. 
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Appendix A 

Letter of Information and Informed Consent 

 

Queen’s University, Faculty of Education, Duncan McArthur Hall, Kingston, Ontario, Canada K7M 5R7

Letter of Information and Informed Consent 

Study Title: What does it mean to be a creative individual?

Name of Student Researcher: Jill Kovacs, Faculty of Education, Queen’s University

Name of Supervisor: Dr. Benjamin Bolden, Faculty of Education, Queen’s University

I am Jill Kovacs, a master’s student in the Faculty of Education at Queen’s University, working under the 
supervision of Dr. Benjamin Bolden. I am asking professionals in the creative arts to take part in a research 
study exploring creative individuals’ experiences of creativity and creative production. If you agree to take part, 
I will interview you for one hour at my of ce at Queen’s University. If in-person interviews are not practicable, 
interviews will be conducted online using one of three communication interfaces: FaceTime, Skype, or Google 
products. T e interview will be audio-recorded and later transcribed. In addition to the interviews, I will 
request other artefact data, including journals, photographs, sketchbooks, and other creative products from you 
that help demonstrate your creative processes. Artefact data will be used as follows: photographs will be used as 
is; written products including journals will be quoted verbatim. Other concrete materials will be photographed. 
All original artefacts will be returned to you. T ere are no known risks for taking part in this study. While 
there are no direct benef ts to you as a participant, the information will be used to inform teaching practices for 
creativity in secondary schools.

T ere is no obligation for you to take part in this study. You may choose to participate in the interview, 
without providing artefact data. During the interview you don’t have to answer any questions you don’t want 
to. You can stop participating at any time during the interview by stopping. You may also withdraw from the 
study up until three months after the interview by contacting me at 13jdk1@queensu.ca or 1-780-695-0378. 
If you choose to withdraw, your data will be destroyed by securely shredding copies of artefacts, deleting all 
digital information, and returning to the participant all original artefacts that had been collected.

I will digitize all interviews and artefacts and keep your data securely stored on a password protected 
hard drive for f ve years after which time it will be destroyed securely. T e code list linking real names with 
pseudonyms will be stored separately and securely from the data. Other than me, only my supervisor, Dr. 
Benjamin Bolden, will have access to any of the data.

You will be given the option of either being identif ed or having yourself referred to by a pseudonym. Even if 
you choose a pseudonym, the information about you and/or the artefacts collected could reveal your identity to 
those people involved in your f eld.

I hope to publish the results of this study in my master’s thesis and academic journals and present them 
at conferences. If you have requested a pseudonym, I will not include your real name with quotes, and I will 
do my best to make sure quotes do not include information that could indirectly identify you. During the 
interview, please let me know if you say anything you do not want me to quote.

If you have any ethics concerns please contact the General Research Ethics Board (GREB) at 1-844-535-2988 
(Toll free in North America) or chair.GREB@queensu.ca.

If you have any questions about the research, please contact me, Jill Kovacs, at 13jdk1@queensu.ca or  
1-780-695-0378 or my supervisor, Dr. Benjamin Bolden, at ben.bolden@queensu.ca or 613-533-6000 ext. 77762.
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File No: 6020807 

PI: Kovacs Jill(Faculty of Education\Faculty of Education\Unit REB Education)  

Project Title: GEDUC-853-17 What does it mean to be a creative individual?  

Submitted: N/A 

Submitted by: N/A 

 

Event Info 

 

Event No: 6020807-Ref No : 45787 

Notes: General Research Ethics Renewal  
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1. Project status update

 

 
#  Question  Answer

1.1

Do any co-investigators need to be added

or dropped? New Project Team Members

must self-register in TRAQ to be added to

the file. All Queen’s University non-faculty

researchers must complete CORE, and a

copy of the CORE certificate must be

attached to the file.

YES

1.2

If, YES above, please identify new

personnel added by their name, status,

department and email address or if any co-

investigator need to be dropped, just

indicate their name.

John Freeman passed away and Benjamin

Bolden is now my supervisor. Theodore

Christou is my new committee member.

(Don't know if they qualify as new team

members)

1.3
Are you submitting this form on or before

the annual renewal due date?
YES

1.4

If NO to 1.3, please indicate the reason for

this delay, and outline how you intend to

avoid such a lapse of ethics clearance in

the future.

1.5 Status of the protocol/study Continuing

1.6
If the project has been abandoned, indicate

why.
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1.7

If continuing, please indicate total number

of participants STILL sought for the

research project.

emergent design 6 hopefully

1.8
If continuing, please indicate total number

of participants completed to date.
5

1.9

Have there been any previously

unidentified and unreported risks or

benefits to participants?

NO

1.10 If YES above, please explain

1.11

Have there been any changes to your

project (e.g., study design, changes in

method of subject/informant recruitment,

procedures, etc.) that have not yet received

amendment approval?

NO

1.12 If YES above, please explain

1.13

Have there been any adverse events that

have not been previously identified and

reported to GREB?

NO

1.14 If YES above, please explain

1.15

If you need to make any changes to any of

your materials, please select from the list

below and attach to this renewal form

through Attachments tab
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