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Creativity has been measured in various ways: for example, by testing the degree to which people
think divergently, and explore ideas freely, generating many solutions, or convergently, and follow
a set of steps which appear to converge on one correct solution to a problem. The more uses they
can think of for common objects such as a brick the more divergent or creative they are said to be.

We know that creativity is present at an early age: that young children can use familiar
concepts in new and imaginative ways, and that environments that foster independent thinking in
a safe way produce creative people. Creativity is not only important in the arts, but also in science,
at home (especially in the kitchen), and in the office, and it may even confer adaptive advantages,
by fostering an inventiveness which can be needed in constantly changing conditions. Creativity
requires flexibility of thinking and an ability to step over boundaries, and, surprisingly to some
people, it is only weakly correlated with intelligence. Characteristics such as nonconformity,
confidence, curiosity, and persistence are at least as important as intelligence in determining

creativity.

&) brick: L v D7y 2
be correlated with: ~ & #HBIEA{%2 % 2
intelligence: %14E
nonconformity: JFERIFHM:

H L © Freda McManus & Gillian Butler. Psychology: A Very Short Introduction. Oxford University Press,1998,
pp. 50-51. (—&FckZs)
From Psychology: A Very Short Introduction by Freda McManus & Gillian Butler Copyright © 1998 Oxford

University Press. Reproduced with permission of the Licensor through PLSclear.
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12 ROXEZFEAT, TROMVICEZLEIL,

The point is that musical change, viewed broadly, is a highly complex phenomenon. In order to

organize this complicated picture a bit, let’s consider (1) several types or perhaps level of change,

all of them assuming that there will be continuity in some element of musical culture against which
change in others can be gauged.
First, for the case of the most complete kind of change, a population that shares and

maintains one musical system abandons it for another. For this, (2) I can’t find examples of the most

extreme manifestation, for even those societies that have moved from a traditional to a totally

Western form of music have kept some small vestige of the earlier practice. Certain groups of
Australian aborigines may have experienced something close to this kind of musical change—may
have been forced, upon moving from tribal lands to cities, ( a ) abandon the older tradition and
experience the complete substitution of another, Western-based system of music. The descendants
of these peoples—and similar groups, such as certain Native American populations in North
America and West Slavic minorities in eastern Germany—have tried with some success ( b )
recover and reinstate their older traditions, which, it turned out, had not been totally expunged. But
in this most extreme form of “change,” theoretically there is change but no continuity.

Second, radical change in a system of music whose new form can definitively still be
traced in some way to the old is more easily illustrated. There is not only a constant population but
also at least some stable element of the music to establish the continuity. In Europe the change
(¢ ) the essentially tonal music of Strauss and Mahler to the tonally quite different music of
Schoenberg and Webern might be an example. There are plenty of elements with continuity—the
orchestra, the chromatic tempered scale, and others—but the difference between old and new is
easily perceived by even lay members of Western musical society. Parallel illustrations from other
cultures might include the change from traditional West African to Hispanic-influenced Caribbean
music among black populations in the New World.

Third, while the juxtaposition of “continuity” and “change” is still around, it is clear that
any musical system is likely to contain, or require, a certain amount of change as part of its essential
character. Most societies expect of their artists a minimum of innovation, and some demand a great
deal. In contemporary urban Western society, composers are valued if they depart from the norm
very considerably, staying, of course, within certain—though often very liberal—limits that define
the music system, or departing from these only ( d ) very exceptional cases. Doing something
considered new is in itself good, and in Western academic music culture, doing something that has

been done before is bad, (3) though it be done well. But even in societies that do not value

innovation as greatly, a certain amount of change is required. In European folk traditions, a singer

might be expected to change her rendition of a folk song throughout her life. An absolutely static
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musical culture is actually ( 4 ), and so it seems safe to hypothesize that every musical system
has inherent in it a certain amount of constant change as one of its core elements, required simply

to hold the system intact and to keep it from becoming an artificially preserved museum. ( 5 ).

Hi88  Bruno Nettl. The Study of Ethnomusicology: Thirty-One Issues and Concepts. Urbana: University of
Ilinois Press, 2005, pp. 276-278. (—#kik%)
From The Study of Ethnomusicology: Thirty-One Issues and Concepts . Copyright 1983, 2005 by the

Board of Trustees of the University of Illinois. Used with permission of the University of Illinois Press.

(1) T#riEB(1) several types or perhaps level of change 237R TR ICD T, AL OH % F v 7228
O HARGETHIHL &2 3 v,

(2) THEH(2) Lean’t find examples of the most extreme manifestation @ X 5 ICEFH 3BT 3
Bl 2 HAGE CRIRICHIL 2 3 v,

Q) Aoz a )~( d )CAZHIEFZRETEHEE 2RI 0,

(4) THEE3) though it be done well D D it DNE % HAGETHIH L 72 X W,

(5) ZEH( 4 2D Z2DICmROBEY LB ZUT L OER, TALTZ7 7y P TEZ LRI,
(A) conceptual (B) plausible (C) inconceivable (D) likely

©6)( 5 )AZDICELELALEUTPLER, TALTZ 7y FTEZRI L,

(A) Continuity is considered as a key function of musical culture.

(B) Balancing old and new traditions would be a good start.
(C) Old values are exceptionally important to the preservation of music.

(D) Change is the norm, more than continuity.
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13 ROXEZFEA T, TROMVICEZLEIL,

The sense of high art’s “removal from the world” is often intentionally acute. You can feel it if you
walk round a museum or sit in a hushed concert hall. There is often only artificial light, there will
be as much soundproofing as possible, and minimal distraction from the works you are
experiencing (when did you last see patterned wallpaper on a museum wall)?

Most of all, you will be an observer, not a participant. Touch the sculptures and you
will be hissed at; sing along with a Mozart concerto and the same thing will happen. The first will
come from employees; the second, from your fellow audience members, who now realize that
you’re not one of them because you either don’t know the rules, or you refuse to obey them. There
is, then, an etiquette to concert-going or museum-visiting, and it is a quasi-religious one. You are
supposed to revere the vast majority of these works even though you might enjoy them, too. The
moment you go in you are expected to conform, and if you do not want to conform or if you feel
out of place more generally, you may find yourself deciding that the whole set of traditions, the art

included, is not for you.

i) high art: &AM, [EEARb D] & LTRTIANL LT 5=

H{#L : Katharine Ellis. “The Sociology of Music.” In An Introduction to Music Studies. (Eds.) J. P. E.Harper-
Scott and Jim Samson, Cambridge University Press, 2009, p. 48. (—#ek%)
From "The Sociology of Music" , by Katharine Ellis, In An Introduction to Music Studies. Copyright © 2009

Cambridge University Press. Reproduced with permission of the Licensor through PLSclear.
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