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English summary 


From a theoretical perspective, expertise is in general considered a precondition for creativity. The 
 assumption is that an individual needs to master the common and accepted rules and techniques 
 within a certain knowledge-domain in order to create something new and valuable. Plenty of 
 empirical documentation supports this hypothesis. However, real life cases demonstrate that this 
 assumption may be too simple. Thus, occasionally people achieve great success as creative 


individuals without much expertise. Furthermore, empirical studies show that expertise sometimes 
 inhibits creativity instead of promoting it.  


Within the fields of music, digital technology, and young people, the implications of expertise are 
 further disputed. First of all, it is a widespread notion that technology might obviate the need for 
 basic skills. Naturally, such notions seem a bit simplistic. However, several studies indicate that 
 novices, by the use of digital technology, are able to produce products that are considered highly 
 creative. Furthermore, some studies conducted within the field of music and digital technology 
 indicate that inexperience might sometimes entail explorative behaviour, whereas expertise entails 
 less experimentation or even conventional thinking. 


In the thesis the ambition is to investigate the ambiguities outlined in the above. Thus, the main 
 question addressed is: What is the relation between expertise and creativity within the context of 
 music, technology, and young people? 


In the thesis, the relation between expertise and creativity is explored through a number of semi-
 experimental case studies within which musical novices and experts composed music by the use of 
 computers. The final musical outcomes were evaluated among different groups of people. The study 
 included two flexible phases within which hypotheses and design were developed and a third fixed 
 phase within which the design and procedures were kept constant in order to secure comparability. 


The participants were recruited from University College Zealand, Little School of Holbæk, School 
of Rhythmic Music, and the Royal Academy of Music. The case studies were supplemented with 
field work and a design-based research project in order to investigate the main question within other 
substantive areas. These studies were conducted in a primary school and a secondary school in the 



(4)School of Tuse and the School of Vemmelev. Further, formal and informal interviews with 
 professional composers and producers were conducted. 


In the semi-experimental case studies the relation between creativity and expertise is investigated 
 deductively and inductively. On the one hand, the ambition is to isolate expertise as a somewhat 
 independent variable and test different hypotheses. On the other hand, the ambition is to study the 
 field in an explorative way. Thus, the methodological approach in this thesis is essentially mixed 
 and includes strategies derived from grounded theory, actor-network theory, design-based research, 
 and experimental methodology.     


The object of the research entails a number of complex questions related to culture, learning, 
 intentionality, autonomy, consciousness, materiality, aesthetics, etc. Such issues are addressed 
 through a theoretical framework based upon three main topics; creativity, expertise, and technology. 


Creativity is defined and demarked with reference to Mihaly Csikszentmihalyi, Margaret Boden, 
 and Teresa Amabile, among others. Big-C and little-c creativity are discussed and it is argued that 
 creativity essentially must be understood as individual and social constructions. Furthermore, 
 different forms of creative processes are investigated and a distinction between blinded and sighted 
 actions is constructed with references to scholars such as Robert Weisberg and Keith Simonton. 


Expertise is defined from an individual and a social perspective. Intuition, reflexion, and the 
 dichotomy of mind and body are outlined and debated with inclusion of key theoretical terms such 
 as reflection-in-action, tacit knowledge, and automated knowledge. References are made to Richard 
 Sennett, Hubert Dreyfus, Donald Schön, Maurice Merleau-Ponty, and Michael Polanyi. Further, a 
 social perspective on learning is outlined, mainly with reference to Etienne Wenger and the theory 
 of communities of practise. The implications of technology are examined with the inclusion of 
 actor-network theory, materiality, and the theory of affordance. It is suggested that creativity must 
 essentially be understood as a phenomenon distributed in networks. Furthermore, a seeming affinity 
 between theories of creativity and the design of digital interfaces are identified, primarily with 
 respect to Koestler’s theory of bisociation and Donald Campbell’s theory of blind-variation and 
 selective-retention.       


The analysis is based upon the theoretical framework outlined in the sense that creativity is 
investigated as an individual as well as a social phenomenon. Thus, on the one hand the 



(5)participants’ idiosyncratic perspective on products and processes is examined. On the other hand, 
 the evaluation-groups’ assessments of the musical products are investigated. The empirical material 
 includes video-observations, screen-recordings, screen-shots, individual interviews, group 


interviews, questionnaires and the produced music. The comprehensive amount of empirical data 
 enables a detailed investigation of creativity as well as a subtle examination of individual and social 
 constructions of concepts such as originality, quality, intention, and autonomy.      


Generally, the analysis indicates that novices and experts are all equally capable of making music 
 that is considered creative. Moreover, the study shows that the music of the novices often breaks 
 with musical norms whereas the music of the experts is more in line with musical traditions. 


However, the study also demonstrates that expertise is important in a creative process for several 
 reasons. First of all expertise provides a comprehensive amount of knowledge and knowhow that 
 may be combined or developed in many different ways leading to many different results. Secondly, 
 expertise provides the tools by which specific goals can be reached. Thirdly, expertise provides 
 techniques that may help meeting acquirements of value and craftsmanship. Finally, expertise 
 provides competences in order to form a creative product according to the codes and signs within 
 specific knowledge domains. However, expertise might also lead to an entrenched perspective, in 
 the sense that knowledge and experience may work as a path into the well-known rather than into 
 the unknown. This limited perspective may be caused by sighted reflective processes, including 
 master plans, strategies, choices of musical form and genre, etc. Further, intuitive thinking and tacit 
 knowledge connected to routines, former knowledge, and automated skills may reinforce this 
 limited perspective. Finally, communities of practice might promote reproduction instead of 
 production.  


In line with the above, the thesis demonstrates that creative processes rely on some degree of 
 blindness. Thus, mistakes seem to occupy a crucial place in the investigated case studies. This 
 finding may result in provocative conclusions regarding the relation between creativity and 


expertise: Most importantly, the expert’s total control in the form of technical skills seems to be an 
 obstacle in the sense that control limits the chances of mistakes. Thus, lack of expertise may 


promote creativity in the sense that lack of skills and knowledge entails lack of control. In line with 
this argument, the study indicates that experts often intentionally put themselves in situations within 



(6)which their control is minimized in order to promote blindness. In such cases reflective thinking 
 seems to be the main dynamo rather than intuition.   


Creative processes are addressed in the thesis partly as an individual phenomenon and partly as a 
phenomenon unfolded in networks. According to the last mentioned perspective, the autonomy of 
the subject engaged in creative processes may be questioned in the sense that the subject is 
influenced by other subjects (i.e. other human actors) and material (i.e. non-human actors). Thus, 
the creative subjects depend on digital technology as well as musical instruments. However, the 
thesis demonstrates that this relation is not stable: Sometimes, the subject seems much influenced 
by non-human actors and at other occasions the subject seems to act more autonomously. From the 
perspective of the composers, the reliance on musical software is in general associated with lack of 
autonomy whereas the reliance on musical instruments is associated with high autonomy. Hence, 
even though digital software allows the novices to produce music considered creative by social 
groups, the novices themselves do not necessarily agree in the sense that they do not feel as though 
they are the genuine autonomous creators. However, this notion about different levels of autonomy 
might not be appropriate in the sense that the use of traditional musical instruments also entails a 
reliance on different human and non-human actors. Thus, the main research question cannot be 
answered unambiguously, but depending upon how the interrelation between the subject and the 
surrounding world is interpreted and classified.  
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Dansk resumé


Ifølge hovedparten af kreativitetsteoretikere er ekspertise en forudsætning for kreativitet. Tanken er, 
 at det kreative individ må kende samt mestre teknikkerne og koderne inden for et kundskabsområde 
 for at kunne skabe noget nyt. Argumentationen understøttes af omfattende mængder af empirisk 
 dokumentation. Ikke desto mindre er forestillingen udfordret fra flere kanter. For det første viser 
 real life cases, at novicer til tider skaber noget, der opfattes som kreativt i sociale fora. For det andet 
 demonstrerer en række studier, at ekspertise kan begrænse kreativitet.  


Den generelle forestilling om ekspertise og kreativitet er yderligere udfordret i en ungdomskulturel 
 kontekst indenfor feltet musik og digital teknologi. Først og fremmest er det en udbredt opfattelse, 
 at digital teknologi i nogen grad kan overflødiggøre traditionel viden og færdigheder. Naturligvis 
 forekommer sådanne ideer forenklede. Dog peger en række studier på, at novicer er i stand til at 
 skabe anerkendte kreative produkter ved hjælp af digital teknologi. Yderligere, viser studier 
 indenfor området musik og digital teknologi, at uerfarenhed kan medføre eksperimenterende 
 adfærd, hvorimod ekspertise kan føre til et indsnævret perspektiv domineret af konventionel 
 tænkning. 


Med udgangspunkt i det beskrevne problemfelt er omdrejningspunktet for afhandlingen følgende 
 spørgsmål: Hvad er relationen mellem ekspertise og kreativitet inden for området unge, musik og 
 teknologi?  


Relationen mellem ekspertise og kreativitet er undersøgt via en række semi-eksperimentelle 


casestudier, hvor novicer og eksperter komponerer musik ved computere. De færdige kompositioner 
 vurderes af en række evalueringsgrupper. Undersøgelsen inkluderer to fleksible faser, hvorunder 
 hypoteser og design udvikles, samt en afsluttende stabil fase, hvor procedure og design fastholdes 
 uforandret med henblik på at understøtte muligheden for sammenligning. Deltagerne er rekrutteret 
 fra University College Sjælland, Holbæk Lilleskole, Den Rytmiske Højskole i Vig og 


Musikkonservatoriet. Casestudierne suppleres med feltarbejde og et enkelt design-based research 
projekt med henblik på at undersøge det centrale spørgsmål indenfor forskellige områder. Disse 



(8)studier udføres i indskolingen og i mellemtrinet i Tuse Skole og Vemmelev Skole. Yderligere 
 interviewes en række professionelle komponister og producere.  


I de semi-eksperimentelle studier er relationen mellem kreativitet og ekspertise undersøgt deduktivt 
 så vel som induktivt. På den ene side er ambitionen at isolere ekspertise som en slags uafhængig 
 variabel og således teste hypoteser og årsagssammenhænge. På den anden side er ambitionen at 
 undersøge spørgsmålet eksplorativt. Således er det metodologiske udgangspunkt eklektisk med 
 inklusion af forskellige traditioner, først og fremmest grounded theory, design-based research, 
 aktør-netværk teori og eksperimentel metodologi.      


Afhandlingens hovedspørgsmål er knyttet til en række temaer såsom kultur, læring, intention, 
 autonomi, bevidsthed, materialitet, æstetik mm. Disse temaer adresseres med baggrund i tre 
 nøglekategorier; kreativitet, ekspertise og teknologi. Disse nøglekategorier udgør afhandlingens 
 teoretiske ramme. Kreativitet defineres og demarkeres med udgangspunkt i tænkere som Mihaly 
 Csikszentmihalyi, Margaret Boden og Teresa Amabile. I denne sammenhæng diskuteres begreberne 
 big-C creativity og little-c creativity og der argumenteres for, at kreativitet først og fremmest må ses 
 som en individuel og som en social konstruktion. Endvidere adresseres forskellige typer af kreative 
 processer og der oprettes en distinktion mellem seende (’sighted’) og blinde (’blinded’) handlinger 
 med henvisning til forskere såsom Rober Weisberg og Keith Simonton. Ekspertise defineres fra et 
 individuelt såvel som et socialt perspektiv. Intuition, refleksion og krop diskuteres med inddragelse 
 af nøglebegreber såsom refleksion-i-praksis, tavs viden og automatiseret viden. Der refereres først 
 og fremmest til Richard Sennett, Hubert Dreyfus, Donald Schön, Maurice Merleau-Ponty og 
 Michael Polanyi. Et socialt perspektiv på ekspertise anlægges med udgangspunkt i Etienne Wenger 
 og teorien om situeret læring og praksisfællesskaber. Betydningen af digital teknologi diskuteres 
 med udgangspunkt i aktør-netværk teori, materialitet og affordance. Hermed argumenteres der i 
 afhandlingen for at kreativitet er spredt i netværk snarere end isoleret hos enkeltindivider. 


Endvidere identificeres en tilsyneladende affinitet mellem kreativitetsteorier og digitale interfaces, 
 blandt andet med reference til Koestler’s teori om bisociation og Donald Campbell’s darwinistiske 
 kreativitetsteori (teorien om ’blind-variation and selective-retention’).       


I analysen tages afsæt i den skitserede teoretiske ramme i den forstand at kreativitet undersøges som 
et individuelt såvel som et socialt fænomen. Således undersøges på den en side deltagernes eget 



(9)perspektiv på proces og produkt og på den anden side undersøges evalueringsgruppernes vurdering 
 og opfattelse af de musikalske produkter. Det empiriske materiale udgøres primært af 


videoobservationer, screen-recordings, screen-shots, enkeltinterviews, gruppeinterviews, 


spørgeskemaer og den producerede musik. Den omfattende empiri giver mulighed for at undersøge 
 kreative processer på et detaljeret niveau samt sammenholde individuelle og sociale konstruktioner 
 og forestillinger vedr. originalitet, kvalitet, intention og autonomi.    


Med udgangspunkt i analysen peger studiet overordnet på, at novicer er i stand til at lave musik på 
 lige fod med eksperter, når der anvendes digital teknologi. Endvidere peger analysen på, at novicer 
 ofte bryder musikalske normer, hvorimod eksperter i højere grad følger almene traditioner. 


Imidlertid demonstrerer studiet også, at ekspertise er væsentligt af flere årsager. For det første er 
 eksperter udstyret med en omfattende beholdning af erfaringer, der kan kombineres og varieres på 
 nye måder. For det andet giver ekspertise de nødvendige teknikker, hvormed specifikke mål kan 
 opnås. For det tredje giver ekspertise mulighed for at skabe produkter, der er relateret til koder og 
 tegn indenfor et bestemt kundskabsdomæne. Dog kan ekspertise også føre til et indsnævret 
 perspektiv. Dette snævre perspektiv kan bero på seende aktioner i form af planer, strategier og a 
 priori bestemmelse af musikalsk genre og form. Ligeledes kan et sådant perspektiv forårsages af 
 intuition og tavs viden forbundet med rutiner, erfaringer og automatiseret viden. Yderligere kan 
 praksisfælleskaber understøtte reproduktion frem for produktion.      


I tråd med ovenstående indikerer studiet, at kreative processer indeholder et element af blindhed. 


Således er fejl tilsyneladende en vigtig kilde til kreativitet i de undersøgte casestudier. Sådanne 
 resultater kan potentielt føre til provokerende og overraskende konklusioner i forhold til 


sammenhængen mellem kreativitet og teknologi. Først og fremmest kan ekspertens totale kontrol i 
 form af teknisk kunnen være et problem i den forstand, at fejl ikke naturligt opstår. Således kan 
 mangel på ekspertise fremme kreativitet i den forstand, at mangel på ekspertise indebærer mangel 
 på kontrol. I sammenhæng med dette peger studiet på, at eksperter ofte intentionelt forsøger at 
 minimere graden af egen kontrol ved at bevæge sig ud på ukendt territorium.      


I afhandlingen er kreative processer adresseret dels som et individuelt fænomen og dels som et 
netværksbaseret fænomen. Ifølge det sidstnævnte perspektiv kan der stilles spørgsmål ved graden af 
subjektets autonomi i kreative processer i den forstand, at subjektet er forbundet med andre 



(10)subjekter (humane aktører) og materialer (ikke-humane aktører). Således er deltagerne i 
 casestudierne afhængige af og forbundet med forskellige former for digital teknologi, 


musikinstrumenter osv. Imidlertid viser studiet, at denne relation ikke er stabil. Nogle gange er 
subjektet i høj grad under indflydelse af non-humane aktører og til andre tider forekommer 
subjektet mere autonomt. Fra det kreative subjekts perspektiv associeres afhængighed af digitalt 
software ofte med lav grad af autonomi, hvorimod benyttelse af traditionelle instrumenter 
associeres med høj grad af autonomi. Derfor opfatter novicerne ikke nødvendigvis arbejdet ved 
computeren som et udtryk for kreativitet på trods af, at de skabte produkter anerkendes som 
værende kreative af andre. Med andre ord, novicerne oplever ikke nødvendigvis sig selv som 
autentiske og autonome kreatører af de færdige produkter. I afhandlingen stilles spørgsmål ved 
sådanne opfattelser og kategoriseringer af autonomi i den forstand at brugen af musikinstrumenter 
ligeledes indebærer indflydelse fra humane og ikke-humane aktører. Således kan afhandlingens 
centrale spørgsmål ikke besvares entydigt, men afhænger af, hvorledes forholdet mellem subjekt og 
omverden er fortolket og udlagt.      
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Chapter One: Introduction   



1.1 The research question 


In this thesis the ambition is to explore the relationship between expertise and creativity. Naturally, 
 this question is too broad, abstract, general, and simplistically articulated. Further, the question in 
 this form might indicate that an unambiguous and universal causal relationship is suggested to exist 
 between these two factors. This is not the intention. Rather, the aim is to explore the implications of 
 expertise in a specific context within which creativity unfolds. Accordingly, the question calls for a 
 specific context, frame, and situatedness.  


The question is addressed explicitly within the domain of technology, music, and youth culture. 


There are several reasons for this. Firstly, I have personal and professional experience within that 
 specific domain. Secondly, the role of expertise seems more uncertain and disputed within the 
 context of aesthetics, technology, and youth culture (Folkestad, 1996; Sefton-Green, 1999, 2011; 


Manovich, 2001; Buhl & Hemmingsen, 2004; Bærendsen, Jessen & Nielsen, 2009; Banaji, 2011; 


Pennycook, 2011). However, even though a specific domain is chosen, I must still confess that my 
 interests go beyond a limited investigation of single cases, and that I hope that the outcome of this 
 thesis might also be relevant within other domains. Therefore, it is reasonable to say that the 


question is born with a particular as well as a general perspective, and that the thesis is consequently 
 stretched out between these two positions and objectives. In other words, I am exploring specific 
 situated cases, but I am still connecting these cases to general discussions on expertise and 
 creativity. Thus, the main question is:       


What is the relationship between expertise and creativity within the context of music, technology, 
 and youth culture? 


The question contains an infinite amount of problems: What is expertise? What is creativity? Can it 
 be measured? Is it reasonable to assume a relationship between these two phenomena? All these 
 questions will not be answered in this chapter. However, in the following sections I will seek to 
 unfold the personally, theoretically and empirically derived motivations for that specific question. 


Further, I will discuss the question’s relatedness to trends and discourses in contemporary times. 
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Finally, I will breifly present and discuss the applied methodological approach, research position, 
 chosen design, and structure of the thesis.      



1.2 Personal background and motivation for the research 


Since the notion of truly objective science lost its privileged position, at least within the fields of 
 sociology and the humanities, it has been a common suggestion that the researcher must explicate 
 and reflect upon their own subjective role and interests as a researcher (Haraway, 1991; Bourdieu, 
 1994; Clarke, 2005; Latour, 2005). In this thesis, this very principle is taken quite seriously. Thus, 
 my own personal approach to the field will be treated as an important resource rather than an 
 unpleasant bias. Consequently, the personal background behind the research objectives is placed in 
 the first section of this chapter instead of the end.  


Naturally, a story about the researcher’s personal background might be a construction designed to 
 fit the thesis in a suitable way. I remember I once heard a man saying something like ‘even when I 
 am truly honest I get discovered’. To me such a statement indicates that the border between truth 
 and untruth is rather blurred. In my narrative about myself as a researcher, I naturally present a 
 construction. You cannot just ‘tell the truth’. The truth is formed by the purpose, the circumstances, 
 the intention, the strategy, the form, the media, etc. of the way in which it is told (Denzin, 1999, pp. 


312-313). However, you can still try to be as reflective and honest as possible. In other words, 
 science might be a construction, but there still might be a difference between a good construction 
 and a bad one (Latour, 2005, p. 146). 



1.2.1 The story about myself and the construction of the research  question 


When I was a boy, I was a dreamer. I was dreaming about becoming a famous star. I took guitar 
 lessons from the age of nine. I seldom practised. Instead I made songs. I recorded the songs with a 
 cheap tape recorder. When the music didn’t sound like it did inside my head, I blamed the 


equipment. I listened to Davie Bowie, the Cure, Prince, Michael Jackson, Duran Duran, etc. To me, 
such stars were not only extremely talented and gifted. Rather, they were like demi-gods. They 
somehow had the ability to create magic; songs, which would last forever; invisible musical 
metaphysical stuff that could not be broken; the gold of the gods. I played in several bands and I 
created music 24/7, always chasing the brilliant idea.  
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In high school I studied music as well. Besides playing guitar I now sang and played the piano, 
 classical music as well as popular. I practised a lot, but had no real talent for the instruments. I had 
 problems acquiring comprehensive technical skills. However, I still made songs. I was working on 
 new songs effortlessly, constantly, at every possible opportunity. I was constantly chasing the 
 magical musical gold. I wrote several choral pieces. The music was sung by the local high school 
 choir. I remember particularly a specific piece of choral music I composed in only thirty minutes. I 
 felt confident, that I had a special talent that somehow enabled me to pick up extraordinary ideas 
 from the world beyond, like Mozart, or Handel.     


After high school I studied at a music academy full-time for one year. On one occasion the music 
 teacher was not present, so my fellow students and I decided to play some of my songs. Later, when 
 he returned, he told me that the bass had to be played simultaneously with the kick drum. I was 
 choked by this rule-based approach to music. At the academy I met other students that were more 
 technically accomplished on their instruments than me. I found it frustrating. I considered myself to 
 be the most talented student without question. However, it was not easy to occupy this position. In 
 the ordinary music lessons, I was an average student, on a good day. Still, when working with 
 composition and songs I gained reasonable success. I developed an ambivalent relation to skills and 
 teaching. On the one hand, it was rather obvious that skills could help me gain the proper position 
 and recognition in the community and also help me to communicate my musical ideas in a 


reasonable way. On the other hand, I felt that the focus on skills was demotivating: first of all, 
 because my talent for instruments was limited; second of all, because I felt that skills led to 
 imitation rather than originality.  


Next, I studied music at the university. I practised for many hours every day. I found sight singing 
 and piano-playing difficult. Apart from rhythmic tasks, I felt that I had no talent for basic musical 
 exercises. Instead I received a lot of credit for my talent as a conductor. As an absolute leader in 
 control, I succeeded. At the university my fellow students and I learned a lot. We were taught music 
 history, piano-playing, singing, conducting, composition, music analysis, research methodologies, 
 and so on. However, in general I did not feel that my time at the university promoted my creative 
 ability. Furthermore, when I looked at my fellow students it seemed sometimes as if the 


environment at the university was almost counterproductive. Quite a lot of my university friends 
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continuously scaled down the level of their ambition. Students that initially had had great personal 
 ambitions became increasingly humble with respect to the tradition and the recognized masters. ‘I 
 can never be as good as him’, they suddenly reasoned. They became solid imitations, but lost their 
 dreams of contributing to the world in an original way.  


During university I played in several bands. We only played my music. I wrote down rather 


specifically what I expected them to play. From my perspective, the result would obviously be most 
 successful if they followed my instructions in every detail. According to myself, the materialisation 
 of my inner vision was the main criteria of success. We played concerts primarily in Copenhagen. 


Eventually the bands and I broke up. I think they grew tired of my constant attempts to control. And 
 I grew tired of trying to persuade the members of the bands that I ought to be in control. Instead I 
 started working with computers. I could control every musical detail and I could work with endless 
 musical instruments and musical layers. Accordingly, my creativity – so I reasoned – didn’t have to 
 be limited by a specific band orchestration. I could now truly materialize my inner musical vision. 


The music I composed and produced was played on the radio and I was interviewed on several 
 occasions. To me this proved that the materialisation of my inner visions was the true key to 
 genuine creativity. However, I also discovered that unexpected interactions with the computer 
 sometimes led to the birth of interesting and unforeseen musical ideas.       


After university I conducted choirs for many years. At first, I fitted quite well into this environment. 


In classical choirs it is quite common that the members of the choir follow the conductor’s 
 instructions in every aspect. Furthermore, the singers generally expect the conductor to be 


absolutely despotic. Thus, the members admired me for my despotic and uncompromising nature. 


However, eventually I grew tired of the position of the absolute master in control. What if some of 
 the members of the choir had a better idea than I? Couldn’t we share some of the power and 


control? It was a constant pressure to uphold the dominating position and hide possible weaknesses.   


Subsequently, I began to teach music at the Social Education (University College Zealand). 


Gradually I became more interested in pedagogical issues. Thus, eventually, I studied learning and 
 sociology at the Danish University of Pedagogy and began teaching pedagogics, learning theory, 
 and sociology. However, in the music lessons I was rather preoccupied by how to facilitate 


creativity among my students. I introduced computers and music software and began working with 
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composition in different ways. This choice was of course promoted by my former experience within 
 this field. However, another reason was the fact that the number of music lessons was constantly 
 reduced. Hence, it was not really possible to teach the students instrumental skills (Boysen 2010d). 


If I wanted to help the students create music, I had to use digital technology.  


Most of my students had no prior experiences within the field of music in the sense that they did not 
 know how to play any musical instruments. However, in most semesters there were always a minor 
 group of students that had been playing music for many years. This gave me an opportunity to 
 compare the creative strategies of novices and experts. I was rather fascinated by what I saw. 


Firstly, I found that many of the experienced students were trying to use the computer as a tool to 
 materialize a specific musical idea (in the same way that I had in the past). Quite often this attempt 
 failed in the sense that the composer could not find the specific sound that she or he had in mind. 


They also seemed resistant in terms of moving in new directions and experimenting with the 
 computer software. Secondly, I found that many of the novices did not have any specific musical 
 plan or idea. Instead it seemed like they were experimenting and interacting more explicitly with the 
 computer. For instance, they did not look for a specific sound in the same way as the experts did. 


However, the novices’ compositions were quite often evaluated more positively than the music 
 composed by the experts.      



1.2.2 The point of the story 


Now, this is the story about my musical ‘career’ as I chose to present it. There are several points I 
 find important in regard to the present investigation. First of all, the story tells something about my 
 own approach to skills and practising. I seldom made a positive connection between skills and 
 creativity. To me, acquiring skills was just an annoying necessity that had to be dealt with. 


Primarily, skills became something of an enemy in terms of my own creativity. People with 


substantial skills appeared sometimes conservative and non-creative. Teachers in general taught me 
rules I felt were counterproductive in regard to creativity. I felt that my fellow students became less 
creative because of their increasing humbleness towards the ‘masters’. Finally, my own lack of 
skills prevented me from materialising my inner musical visions. Thus, my approach to skills was 
rather ambivalent. You might say that I was even a bit angry at skills.       
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The story also tells us something about shifting approaches to the nature of creativity. As a young 
 boy I was influenced by romantic notions of creativity, according to which a creative person has 
 some extraordinary contact to the world of the gods, the world of ideas, the world of truth, etc. (see 
 also Boysen 2009a, 2009b, 2009c, 2009d, 2010a). The romantic artist is first of all a medium. Thus, 
 according to the romantic philosopher Schopenhauer, the composer ‘reveals the innermost nature of 
 the world, and expresses the profoundest wisdom in a language that his reasoning faculty does not 
 understand’ (Schopenhauer, 1818/1966, p. 260). First, this means that the notion of creativity is 
 highly bound to the individual. In other words, creativity is something that takes place inside a 
 single person. Secondly, it means that questions of skills are once more suspended. The romantic 
 artist grasps something that is ‘out there’. Skills may be acquired by anyone. Accordingly, skills do 
 not play the essential role in regard to the establishment of the extraordinary genius.  


Later in my life my approach to creativity changed. The focus on the isolated individual was 
 replaced with notions of coincidence and networking. I began to understand creativity as the result 
 of interaction between people and machines and unexpected events. Suddenly creativity was not 
 something that was necessarily embedded in one individual. Creativity had no obvious centre. 


Creativity was equally the result of coincidence and unexpected interactions.  


Finally, the story expresses something about a person who was ambitious and wished to make a 
 footprint in the world. This might also influence on the present research in a more general way. 


Naturally, most researchers hope to make some interesting new discoveries. In this research I 
 explore the relationship between expertise and creativity. Accordingly, one of my motivations to 
 follow this question is that the majority of researchers within this field claim that expertise is an 
 important precondition for creativity. Thus, if I can question such statement, I can contribute with 
 something novel. Naturally, such a finding is not guaranteed. Actually, there might be a reasonable 
 chance that the result will be a confirmation of previous assumptions. Accordingly, during the 
 process of research I left behind my ambition of coming up with some new and extraordinary 
 results rather early on. In other words, I continuously try to discipline myself not to let personal 
 ambition drag my investigation in the wrong direction.       


   


To sum up, the present investigation is intertwined with my personal experiences, values, 


reflections, competencies, etc. Such a background forms my perspective on the world and some of 
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the working hypotheses in the investigation. In the present research, the aim is to use such a 
 platform and still be able to move in new directions. Thus, I might have developed hypotheses 
 about expertise and its relation to creativity, but that doesn’t mean that I can’t be pushed in new 
 directions during the present investigation. Skills might have been my enemy in some phases of my 
 life, but that doesn’t mean that skills are the enemy in this thesis.        



1.3 Theoretical and empirical ambiguities  


As demonstrated above, there are personal reasons behind the construction of the research question. 


However, the question addressed is equally intriguing and relevant because there seem to be a 
 number of contrasting positions and results in the field. In other words, whilst most researchers 
 agree that expertise is a necessary and important part of creative processes, some findings and 
 indicators point in other directions. Further, theoretical suggestions about creativity seem to contain 
 some ambiguities concerning the role of expertise.    



1.3.1 Expertise and creativity: You have to practice for at least ten  years… 


A person cannot be creative in a domain to which he or she is not exposed. No 
 matter how enormous mathematical gifts a child may have, he or she will not 
 be able to contribute to mathematics without learning its rules. 


(Csikszentmihalyi, 1996, p. 29)    


In the majority of creativity theory, expertise and practise is considered essential for creative 
 expression (e.g., Gardner, 1993; Csikszentmihalyi, 1999; Sternberg, 1999). Empirical implications 
 supporting this assumption are substantial and can, for example, be found in Howard Gardner's 
 biographical study of recognized creative individuals, such as Freud, Einstein, Picasso, Stravinsky, 
 etc. (Gardner, 1993). Furthermore, it is a predominant notion that the individual must practice for at 
 least ten years before being able to produce anything truly original and valuable (Ericsson, 1996). 


For instance, Gardner and Policastro argue that even Mozart, ‘who was a child prodigy from an 
early age, had been composing for at least a decade before he could regularly produce works that 
are considered worthy of inclusion in the repertoire’ (Gardner & Policastro, 1999, p. 216). A similar 
conclusion is found in Robert W. Weisberg’s biographical study of Mozart and the Beatles etc. 
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(Weisberg, 1999). Researchers and theorists preoccupied by creativity from an everyday 


perspective (little-c creativity, see Chapter Four) adopt a similar approach to expertise. Not in the 
 sense that the individual need ten years of practise, but in the sense that creativity relies heavily on 
 expertise. Researchers like Amabile (1996) and Craft (2005) represent such a perspective.    


[T]he domain provides a knowledge context within which to be creative. This 
 means that teachers need to be sufficiently knowledgeable of the subject 
 domain to bring learners to the edge of their knowledge, and to enable pupil 
 creativity within the domain. (Craft, 2005, p. xx)    


Further, pedagogical literature, preoccupied by questions of aesthetics and creativity, present the 
 same basic understanding of the crucial role of expertise (Ankerstjerne, 2004; Austring & Sørensen, 
 2006; Fredens, 2006). For instance Malcolm Ross points out that: 


[The children] need the craftsmanship that will enable them to manipulate media and 
 associated technology with ease and precision; without such skills they must feel 
 themselves inhibited rather than liberated by media. Lacking effective control, they 
 will never be carefree enough to play with media imaginatively or to improvise; both 
 these activities are achieved only after the groundwork has been properly done. (Ross, 
 1978, p. 69)   



1.3.2 The general viewpoint challenged  


This general and well-documented viewpoint, presented in the above, is however challenged in a 
 number of ways. Hence, according to some findings there sometimes seem to exist a reverse 
 relation between creativity and expertise. Accordingly, some researchers propose that expertise 
 might also inhibit creativity.  


Concerning knowledge, on the one hand, one needs to know enough about a 
 field to move it forward […]. On the other hand, knowledge about a field can 
 result in a closed and entrenched perspective, confining a person to the way in 
 which he or she has seen problems in the past. (Sternberg, 2003, p. 107)   


Several studies imply that expertise sometimes inhibits creativity and flexible thinking. In a 
statistical investigation conducted by Simonton, the correlation between creativity and formal 
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education is examined (1984). Simonton concludes that people, regarded as creative within a 
 specific domain, are neither highly educated nor un-educated, but rather something in between. 


Further, French and Sternberg examine relationships between expertise and flexibility and conclude 
 that expertise might, in a certain context, inhibit flexible thinking (Frensch and Sternberg, 1989). 


Naturally, both of these investigations can be criticized in a number of ways. Simonton might be 
 confusing cause and effect, and the suggestion that flexible thinking indicates creative thinking 
 might be questioned. Still, such investigations imply that the relation between expertise and 
 creativity is not simple or straightforward.  


The relation between expertise and creativity seems even more unpredictable when it comes to the 
 field of music and the field of aesthetics in general. A number of studies have been conducted to 
 examine children's long-term development in terms of creative competence within a variety of 
 aesthetic domains. Some of these studies indicate that development of creativity is not a linear 
 process related straightforwardly to the development of expertise. Instead, such studies imply a sort 
 of U-graph, according to which the young children demonstrate a comprehensive amount of 


creative skills whereas the children in primary and secondary school demonstrate a reduced amount 
 of creative skills. Finally, a comprenhensive amount of creative skills are detected among adults 
 who engage regularly in creative processes. According to these studies, the early years are 
 characterized by play and freedom whereas the school years are characterized by conformity 
 (Gardner & Winner, 1982; Albert, 1997; Keegan, 1997; Runco & Charles, 1997). Gardner suggests 
 that this may be related to the fact that the child gradually becomes more aware of the codes that 
 belong to different domains of knowledge (Gardner & Winner, 1982, p. 100). From this 


perspective, the adaption of knowledge and skills will inhibit creativity during a certain period of 
 time until the knowledge and skills are learned (or internalized). Subsequently, the subject will be 
 able to perform creatively through the use of the domain-specific signs, rules, and forms.  


Within the field of digital technology the main suggested relation between creativity and expertise 
 seems equally challenged. First of all, the notion that technology might obviate the need for basic 
 skills seems widespread (see Chapter Nine). Even though such a notion is problematic, there are 
 several studies that indicate that lack of basic skills might not be significant in a creative process 
 incorporating the use of digital technology (Sefton-Green 1999; Manovich 2001; Buhl & 


Hemmingsen, 2004). Likewise, a number of studies specifically engaged with music and 
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technology support that suggestion (Scripp et al., 1988; Folkestad, 1996; Webster, 1990; Hickey, 
 2003, 1995a, 1995b; Seddon & O’Neill, 2003). Some of them indicate that inexperience might 
 sometimes lead to explorative behaviour, whereas expertise might rather lead to less 


experimentation or even conventional thinking. 


This point of view is also represented within the field of music and pedagogics in general. Maud 
 Hickey is one of the researchers that discusses this apparently ambivalent relation between expertise 
 and creativity,       


Domain-relevant skills in the case of music composition, however, can have 
 adverse effects on creativity. For example, I have discovered that experience 
 can sometimes act as a detriment to creative outcomes, as in the case of young 
 student composers who have had several years of piano lessons. Their C-major 
 tonal focus and strong scalar/arpeggio approach to the piano becomes 


predominant in their compositions, and little chromatic or nontonal 
 experimentation takes place […]. The influence of music aptitude, 
 achievement, and experience on the creative quality of children’s music 
 compositions requires much further research. (Hickey, 2003, p. 40)  



1.3.3 Theoretical ambiguities 


A number of theoretical models have been developed in order to understand and conceptualize the 
 essential elements of creative processes. In the majority of creativity models, expertise is explicitly 
 considered a precondition for creativity, e.g. in Amabile’s componential model and in 


Csikszentmihalyi’s system-model. However, creativity models might also point in other directions. 


First, experimentation and explorative behaviour is given a key role in many models of creative 
 processes (Webster, 1987; Amabile, 1996; Hickey, 2003; Seddon & O’Neill, 2003). Needless to 
 say, it is of course perfectly possible to be explorative as an expert. However, some studies indicate 
 that explorative behaviour is more common among novices (Scripp et al., 1988; Folkestad, 1996; 


Weisberg, 1999; Seddon & O’Neill, 2003). Secondly, according to the theory of combinatorial 
creativity, the association or bissociation of very different domains/ideas are crucial in a creative 
process (Koestler 1964; Weisberg & Hass, 2007; Simonton, 2010a). In this respect, some studies 
indicate that the combination of very different domains is more common among novices (Weisberg, 
1999). Third, according to the theory of blind-variation and selective-retention creativity relies on 
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some degree of blindness. In this respect, it might be suggested that novices, rather than experts, are 
 more likely to engange in relatively blind processes (Simonton, 2007a; Christensen & Schunn, 
 2009) (see Chapter Five).        



1.3.4 Anecdotal cases  


Finally, a number of more or less well-known cases might challenge unambiguous assumptions 
 about the necessity and impact of expertise. Consider the following examples. (1) In 1998 a five 
 year old Danish boy named Vitus painted some pictures while he was at kindergarten. The pictures 
 were sent anonymously to one of the museums of modern art in Denmark. The paintings were 
 accepted, in spite of substantial competition among the different artists (Fugl, 1998). (2) In the 
 1960s, three sisters without any musical training and without any traditional musical skills started a 
 band called The Shaggs. In 1969 they released the album Philosophy of the world, which led to the 
 band being admired by famous artists such as Frank Zappa and Kurt Cobain. The music magazine 
 Rolling Stones has on several occasions highlighted the album and stressed its significant role in the 
 alternative music community (Cross, 2013, p. 21). (3) In 1995, the Danish film-director Lars Von 
 Trier launched the ten dogma rules. The point was to make the director think in new ways, partly 
 without the deployment of basic routines and basic technical skills. For instance the director was 
 forced to leave aside effects such as lighting, additional sound, etc. One of the outcomes of the 
 project was the movie The Celebration, directed by Thomas Vinterberg, which has won several 
 awards (Qvortrup, 2006). (4) The Danish composer and piano player Henrik Balling, founder of the 
 popular band Gangway, explained on the music program PULS how he comes up with new musical 
 ideas. According to Balling, a new idea is often based on a mistake rather than flawless piano-
 playing. Thus, playing a wrong note may somehow promote the emergence of new ideas. (5) In 
 1988, the famous band R.E.M. released their album, Green. During the recordings, the band-
 members had chosen to switch instruments in order to break out of established norms and routines. 


According to the band-members, this method contributed to the quality of the album (Halbersberg, 
 1988). 


Naturally, the anecdotal cases just presented might be interpreted in a number of ways. Still, it is 
reasonable to ask questions like: Why is it that expertise sometimes seemingly must be avoided in 
order to promote creativity? Why is it that obviously inexperienced people sometimes appear highly 
creative? Why is it that mistakes sometimes entail creativity? Obviously, these questions can’t be 
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answered in any simple generalized terms. The differences between the domains of literature, 
 painting, mathematics, football, music, etc. are substantial. The curious incident with the painter 
 Vitus would probably not have happened in the context of mathematics. On the other hand, there 
 might be some general implications and questions hidden in these anecdotal stories. Accordingly, 
 the stories about Vitus and The Shaggs might lead to questions such as: who decides what is 


creative and what is not? Can creativity be objectified? Does an autonomous creator need to have an 
 intention? Similarly, the stories about Henrik Baling, R.E.M., and the dogma rules lead to questions 
 such as: what is the relationship between body and mind? Is creativity something that happens in 
 the body or the mind? Is creativity connected to the process of thinking?  



1.3.5 The complexity of the addressed question 


In the above, the role of expertise is questioned empirically, theoretically and anecdotally. 


Empirically, there seem to be some ambiguities concerning the relationship between expertise and 
 creativity. Further, such inconsistencies are apparently acknowledged by some of the main 


researchers within the field of creativity. From a theoretical perspective, there seem to exist notions 
 about creativity that lead to ambiguous answers in terms of the implications of expertise. From an 
 anecdotal perspective, single cases imply that the relationship between expertise and creativity is 
 complex and inconsistent.  


In the light of the above, there seem to exist at least three basic notions about the connection 
 between creativity and expertise:  


  You have to know the rules in order to change the rules. You have to learn to handle the 
 tools before you can produce anything creative (Gardner, 1993; Amabile, 1996; 


Csikszentmihalyi, 1999) 


  Knowledge about a field might result in an entrenched perspective (Simonton, 1984; 


Hickey, 2003; Sternberg 2003) 


  Digital technology enables people to be creative without having to learn basic craftsmanship 
 (Scripp et al., 1988; Webster, 1990; Folkestad, 1996; Seddon & O’Neill, 2003; Hickey, 
 2003). 


Naturally, the point is not to argue that one of these notions is correct in any simple terms. Rather, 
the point is to demonstrate the complexity of the main research question. In other words, the 
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question addressed in this thesis is more complicated than an isolated discussion of two related 
 concepts. When examining the relation between creativity and expertise, other questions arise that 
 implicate different epistemological and ontological approaches to the nature of culture, sociality, 
 individuality, learning, technology, society, communication, aesthetic, originality, quality, 


autonomy, etc. Thus, in the thesis the ambition is to address the main question from several angles 
 and include a broad spectrum of perspectives. 



1.4 The methodological framework  


The methodological framework is discussed in chapters two and three. However, in the following 
 section the study design is presented in brief.  



1.4.1 Design and method  


The relation between expertise and creativity is explored through a number of semi-experimental 
 case studies within which musical novices and experts compose music through the use of 


computers. The final musical outcomes are evaluated among different groups of people. The study 
 includes two flexible phases within which the hypotheses and design are developed, and a third 
 fixed phase within which the design and procedures are kept constant in order to secure 


comparability. The participants are recruited from University College Zealand, the Little School of 
 Holbæk, the School of Rhythmic Music, and the Royal Academy of Music, all in Denmark.   


The three phases of the case studies form the main part of the study. However, the case studies were 
 supplemented with field work and a design-based research project in order to investigate the main 
 question within other substantive areas. These studies were conducted in primary and secondary 
 schools in The School of Tuse and The School of Vemmelev. Further, three formal and two 
 informal qualitative interviews with professional composers and producers were conducted. 


In the semi-experimental case studies the relation between creativity and expertise is investigated in 
a deductive as well as in an inductive manner. On the one hand, the ambition is to isolate expertise 
as a somewhat independent variable and test different hypotheses. On the other hand, the ambition 
is to study the field exploratively. Thus, the methodological approach is essentially mixed and 
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includes strategies derived from grounded theory, actor-network theory, design-based research, and 
 experimental methodology.     


Table 1.1 The mixed approach 


Research approaches inspired by experimental 
 methodology 


Research approaches inspired by qualitative and 
 explorative methodologies (grounded theory, design-
 based research, actor-network theory) 


A number of hypotheses are constructed and tested 
 systematically 


An explorative approach to the produced data is applied 
 Participants are given specific tasks  The specific tasks are supplemented by processes 


primarily triggered by the participants idiosyncratic 
 motivations and visions 


The attempt is to isolate ‘expertise’ as a specific factor  The attempt to isolate ‘expertise’ as a determinant factor 
 is combined with an open qualitative approach to the 
 participants and their competencies 



1.4.2 Assumptions and definitions 


The study design is based on several assumptions. First of all the reason for choosing music, 
 technology, and youth culture as the main frame is partly related to assumptions about the 


characteristics of this specific field. Next, the study design is based on a specific way to categorize 
 and measure the two main concepts in the thesis: creativity and expertise.   



1.4.2.1 The reason for choosing music, technology and youth culture 


In this thesis, the aim is to challenge and explore the most common assumption about expertise and 
 creativity, suggested by Csikszentmihalyi among others. Therefore, I focus on the fields and 


domains within which the level of ambiguity seems relatively high. In other words, instead of 
 focusing on the grand old masters and traditions within mathematics or classical music (Gardner, 
 1993; Csikszentmihalyi, 1996), I focus on contemporary music, technology, and youth. Thus, the 
 choice of focus is caused by three hypothesis based partly on empirical evidence and partly on 
 theoretical assumptions, as outlined in the section 1.3:      


  Music is chosen because it represents a knowledge domain within which rules are constantly 
 bended and negotiated, at least within a number of contemporary musical genres. 


  Digital technology is included because it might promote another type of creative process 
 within which the role of expertise is negotiated. 


  Youth culture is addressed because this field seems more flexible, changeable, and unstable 
than grown-up culture.  
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The assumptions are elaborated in chapters four and nine. However, it is not assumed these 


hypotheses are correct in any definitive way. Rather, the hypotheses provide the strategic argument 
 for choosing this specific substantive area. In other words, the field is specifically chosen in order to 
 explore and challenge general notions about the connection between expertise and creativity. 


Accordingly, the result of this thesis may not necessarily be relevant to apply to other fields, at least 
 not in any simple terms.  



1.4.2.2 The measurement of expertise and creativity 


Because the relation between expertise and creativity is examined it is necessary to find a way to 
 categorize, understand, and to some degree measure the two phenomena. I will return to that 
 discussion in part two and three. However, in order to understand the rationale behind the study 
 design, it is important to explicate the basic assumptions lying behind the attempt to measure and 
 categorize the main concepts.  


First of all creativity is understood basically as a social construction. This is the reason why 
 evaluation groups are applied in the design. In other words, instead of basing the evaluation 
 exclusively on my own idiosyncratic preferences, the attempt is to simulate a social construction. 


Next, expertise is interpreted as ‘having played a musical instrument for more than approximately 
 ten years’. Thus, people with and without instrumental skills are recruited in the case studies 
 representing different levels of expertise.  


As described in the sections above, the thesis is inspired by qualitative research strategies as well as 
experimental methodology. This is equally reflected in the approach and operationalization of the 
two main concepts. Thus, on the one hand creativity and expertise are understood as qualitative 
concepts, essentially not possible to measure or categorize in a quantitative or linear way. On the 
other hand, the participants are categorized a priori in different groupings according to presupposed 
levels of expertise based on their former experience. Further, the evaluation groups are asked to 
grant the final compositions points according to a rating scale. Hence, expertise and creativity are 
investigated from a qualitative perspective as well as from a quantitative perspective (see also 
chapters two, three, and eleven). 
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1.4.3 The study compared to other similar studies  


A number of studies have been conducted in order to investigate questions of creativity, musical 
 technology, and implications of expertise (Scripp et al., 1988; Folkestad, 1996; Smith & Younker, 
 1996; Seddon & O´Neill, 2003; Hewitt, 2009). In the discussion below, two of the most important 
 and relevant studies are presented.   


The present study is partly inspired by an investigation of computer-based music-making and young 
 people within an institutional context, conducted by Göran Folkestad (1996). Folkestad monitored 
 fourteen young people between thirteen and sixteen years old over a period of two years. The young 
 people composed music without any specific restrictions or assignments, primarily using the 


computer. The study included participants both with and without instrumental musical training. It 
 was first and foremost explorative and the discussion of musical competence only played a minor 
 role. Nevertheless, the study indicated no general significant difference between the music of the 
 novices and the experienced (p. 185). Furthermore, the study implied that people without piano 
 skills are more likely to explore the possibilities provided by the computer equipment (p.197)  
 Opposed to Folkestad’s longitudinal study, Frederik Seddon and Susan O’Neill conducted a short-
 term study among 48 young people between the ages of 13 and 14. Among the participants, 25 had 
 between two and four years’ of prior experience of formal music tuition. The rest had no prior 
 experience of instrumental music training. The participants were invited to engage with a computer-
 based composition task after two 30-minute training sessions. The participants were given three 
 sessions to finish their composition. The study indicates that the musically experienced are less 
 likely to engage in explorative activity compared to the novices (pp. 132-134).      


The two studies exemplify pros and cons with respect to different research approaches. Folkestad’s 
qualitative study offers detailed information on the processes of composition. Thus, the long-term 
period allowed the researcher to study many aspects of creative work. However, the comprehensive 
amount of empirical material produced over two years promotes an analysis on a macro scale rather 
than a micro scale. Further, the limited number of participants might be argued to weaken the 
generalizability of the study. On the other hand, Seddon and O’Neill’s short-term study offers 
information that might also be used on a more quantitative scale, considering the number of people 
participating. In turn, the limited time for composition might disrupt the attempt to understand 
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creativity as it unfolds in a naturalistic setting. In other words, the external validity may be 
 questioned (Barab & Squire, 2004).     


The present study differs from the studies described above in a number of ways: (1) firstly, my 
 focus is ‘creativity’ which eventually means that questions of value cannot be ignored (see Chapter 
 Four). In the studies referred to above, the compositions’ value was not addressed systematically 
 and the evaluation of the musical outcomes was mostly done by the researchers themselves (even 
 though it should be mentioned that Folkestad used two judges in order to triangulate the analysis in 
 general). In the present study, I used evaluation groups in order to simulate social constructions of 
 creativity. (2) Secondly, I recruited young people with many years of instrumental music training. 


Thus, it is very likely that differences between novices and experts will appear more explicit in this 
 study compared to Folkestad’s and Seddon & O’Neill’s. Further, it allowed me to explicitly address 
 the notion about the ‘ten year rule’ presented earlier in this chapter. (3) Thirdly, I attempted to find 
 a balance between in-depth analysis and questions of generalizability. This was done through the 
 different phases, outlined in the above, which allowed me to study the main research question 
 among many groups of people and still analyse a limited number of cases in-depth. (4) Fourthly, I 
 tried to find a balance between a long-term and a short-term period of composition. Thus, the 
 participants in this study composed music for approximately 20 hours. (5) Finally, I applied 
 multiple methods of data collection methods that included interviews, saved computer files, screen 
 recordings, video recordings, questionnaires, and evaluation groups. This gave me the opportunity 
 to track and investigate the birth of a creative idea from many different perspectives.   


     



1.5 The thesis in situ  


Clearly, this project was generated within a specific time and place that strongly influenced its 
 process and outcome. In the following, important stakeholders as well as general trends within the 
 field of pedagogics are outlined in order to explicate the connection between the thesis and the 
 surrounding world within which it is embedded.         



1.5.1 Stakeholders  


The thesis was written in a partnership between University College Zealand and the University of 
Southern Denmark. Accordingly, the thesis is a product of different interests, goals and rationales. 
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