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CHAPTER I 

INTRODUCTION 

Statement of the Problem 

New insightful knowledge which culminates in a product can be 

generated through the nurturance and stimulation of a person's cre-

ative ability. The purpose of this study was to determine the effects 

of relaxation training and music background upon figural creativity. 

The concem that the educational system and the technologically 

oriented culture of the United States basically stifles the creative 

power and potential of its citizens by emphasizing the verbal and 

goal-oriented modes of thought is shared by several authors (Caskey, 

1980b; Gowan, 1980; Austen & Johnson, 1980; Wagner, 1980; Edwards, 

1978; Samuels & Samuels, 1975). LeShan (1974, p. 2) emphasizes the 

disabling of the child's openness to accept creative intuition and 

to trust holistic feelings when he quotes psychologist Max Werthei-

mer's description of an adult as being "a deteriorated child." 

The supposition that the impetus of creative thought provides 

the spirit and courage for progess through the divergent, unique, 

uninhibited, elegant, revolutionary, and enthusiastic ideas is quin-

tessential to Bell (1980), Bronowski (1978), Guilford (1967), 

Martindale (1975), Maslow (1970), Torrance (1974), and Wagner (1980). 

Wagner (1980, p. 9) speaks of creativity as the essence from which 

knowledge, works of art, new ideas in govemment and concepts incubate 

to provide the drive towards progress for the human race. "When we 

talk about creativity, we are not talking about the icing on the cake. 



we are talking about the cake itself" (Wagner, 1980). Wagner measures 

the health of a country's creative state by comparing the economic 

strength with the number of patents secured by that country. Patents 

are used as indicators of the amount of fresh, unique ideas that are 

acted upon and result in a final product. Alexander (1980), a strong 

critic of using patents as a raeasure of a nation's creativity, does, 

however, agree with Gotz (1981), Gilchrist (1972), Luthe (1976), Tor-

rance (1974), and Wagner (1980) that an essential component of creativ-

ity is the communication of the creative endeavor in the form of some 

final product. Recently the dollar has declined in strength as a 

currency and the econoray has weakened. During this time Japan and 

Germany have secured first and second place in the race for patents. 

Current economic and social turmoil hold the implicit message of the 

overriding need for the nurturance, synthesis, and stimulation of 

individual creative power. The present quality of life is seen by 

Samuels and Samuels (1975) as the result of limited visualizations 

that are conscious and unconscious. They feel that the present 

economic and social situation can be altered in the future if crea-

tive imagery is utilized first to get in touch with goals. Bronowski 

(1978) observed that there is no knowledge unless creativity or 

imagination comes first. Knowledge is generated by creative thought. 

There is general agreement that creativity is a wellspring for 

knowledge, but many authors propose contradictory definitions of 

creativity. Diverse philosophical viewpoints directly flavor re-

searchers' opinions as to whether or not humans have an innate 

creative potential which is distributed throughout the population. 



One extreme position is represented by Maslow (1970, p. 170) when 

he states, "Creativeness, this is a universal characteristic. There 

is no exception." Similar positions are taken in varying degrees of 

strength by Fromm (1959), Green and Green (1977), Guilford (1950), 

Lowenfeld (1957), Maltz (1960), and Torrance (1972b) as to the exis-

tence of an innate creative thinking ability. The contradictory 

view is stated by Ausubel (1968) who feels that the creative person 

is vaguely and confusingly defined and much more difficult to find 

than an intelligent individual. Wechsler (1974) is reported by Gowan 

(1977) to agree that creative production is even more variable inter-

personally than most physical traits. Wechsler offers a narrow def-

inition of creative genius whereas Maltz (1960) and others look upon 

everyday problem solving situations as creative endeavors. 

If creative thinking ability is accepted as existing in most 

human beings then it will be a possible and worthwhile attempt to 

stimulate and enhance this potential. Rapid technological changes 

originate new occupations that require new skills which are not 

taught by lagging educational curricula. It is essential that flex-

ible, adaptable, and creative future generations of children be pro-

duced in the schools (Simpson, 1969). Increased stress resulting 

from today's social-cultural-vocational milieu emphasizes the neces-

sity for the development of coping and adaptation skills such as 

relaxation training, meditation, and biofeedback as a part of the 

regular curriculum of all agencies involved in the function of edu-

cation. Austen and Johnson (1980) and Fuller (1975) agree with 

Torrance (1979, p. 8, 9, 194) when Torrance addressed the 



emergingittendp and needs in the American culture by iwritingî 

If a socáety's isiage o£ the future is too small, too impover-
ished, too inaccurate, its educational system will betray 
its yottth. • . The genius of the future viXl be the creative 
mind adapting itself to the shape of things to come. This 
wlll require "satori," bursts of new insights. The skills of 
creative thinking must be recognized as mankind's most impor-
tant adaptahility skills. Such skills must become basic to 
the curriculum of schools, homes, business, and other agen-
cies. . . Creativity is infinite. It is shaking hands with 
the future. 

^ ̂- H m 
The importance of promoting creativity is recognized by Pullias 

(1968, p. 68) when he states: 

Since everyone has more basic creative potential than he 
customarily uses, and since creative ability is not highly 
related to the usually narrowly defined concept of intelli-
gence, it seems appropriate for the educator to try to un-
leash creative abilities in all students, not just those who 
are academically talented or in those who are obviously 
gifted. 

Philipos (1978, p. 66) quotes William James' (1929) belief that re-

search of methods to stimulate creativity would be valuable. 

Our normal waking consciousness. . . is but one special type 
of consciousness, whilst all about it, parted from it by the 
filmiest of screens, there lie potential forms of conscious-
ness entirely different. We may go through life without 
suspecting their existence, but appiy the requisite stiraulus 
and at a touch, they are all there in all their completeness, 
definite types of mentality which probably somewhere have 
their field of application and adaptation. 

Lynch and Swank (1967), as do most reporters on creativity, 

call attention to noted creative people's descriptions concerning 

the importance of sorae type of stimulation as preparation for the 

unique and divergent act. Samuels and Samuels (1975) point to 

Osborn's applied iraagination technique as a successful vehicle for 

training thousands of the populace in problera solving. Samuels and 

Samuels (1975) provide experiraental evidence that it is possible to 



increase the production of creative ideas using Gordon's (1961) tech-

niques for development of creative capacity through the use of meta-

phors, analogies, and free association involving problems. 

Torrance (1972a) surveyed 142 studies of teaching creative 

thinking and found that complex programs using packaged materials 

comprised the most popular teaching approach for creative stimulation. 

Manipulation of teacher-classroom variables was second in popularity, 

followed by the utilization of the arts; the next most used program, 

motivational techniques, was followed in use by test condition 

facilitation. The belief that creativity can be stimulated, enhanced, 

and trained is summed up by Torrance (1972a, p. 132) when he writes, 

"It does indeed seem possible to teach children to think creatively." 

Such diverse writers as Edwards (1972), Edwards (1978), Jung (1968), 

Kirk (1972), Leibert, Poulos, and Strauss (1974), Lozanov (1971), 

Luthe (1976), Maslow (1970), Racel (1978), and Wagner (1980), con-

cur with Torrance's review of the literature which indicates that 

creative thinking can be stimulated or trained. Mansfield, Busse, 

and Krepelka (1978) feel that it is too soon to conclude that creativ-

ity can be trained or stimulated. 

Most evaluation studies of creativity support the premise that 

creativity can be trained, but there is little agreement concerning 

the variable of sex and its effect on creativity. The divergent views 

of what constitutes creativity, and whether it is innate or stimulat-

able, are further complicated by the variable of sex as it affects 

creative thinking. It is difficult to determine the relative conse-

quences of sex on creativity due to the definite splits in research 



results concerning male and feraale creative ability. Bolen (1978), 

Kloss (1972), Sierra (1976), Stetz (1975), and Stubbings (1967) report 

no significant difference in male and female creative ability across 

a wide range of age groups. Kogan (1974) writes that both sexes 

have essentially sirailar test scores on divergent thinking concerning 

predictive power. Crawford (1978) found in a study of 148 university 

students that creative elaboration tended to link with the female 

sex role, and creative originality linked with the male sex role. 

Bolen (1976), Coone (1969), Fairbanks (1975), Frost (1976), Moore 

(1977), Panucci (1978), and Tanparaphat (1976) report definite differ-

ences in male and female creative thinking ability. Kogan (1974) sees 

neither sex with an advantage in creativity. Kogan also astutely 

points out that with the relatively recent changes in sexual equality, 

the previous sex differences on various cognitive functions have 

diminished. Alpaugh (1975) agrees that as movement towards sexual 

equality continues to change the society, any differences in the 

creativity of males and females will cease to exist. Heintz's (1977) 

review of the literature on creativity and sex found fewer differ-

ences between female high creatives and male high creatives with 

greater differences between low and high creative individuals. 

Helson's (1967) study of men and women creative mathematicians con-

curs with Heintz's results. 

Suggestopedia is a method of enhancing learning which also ef-

fects creativity. Lozanov, a Bulgarian psychiatrist, developed and 

researched this method of learning during the 1960's as reported by 

Caskey (1980b) in his book Suggestive-Accelerative Learning and 



Teaching (SALT). SALT is the Americanized version of Lozanov's tech-

nique. Suggestopedia utilizes mental and physical relaxation, music 

backgrounds, multisensory input, positive suggestions, and visual 

imagery to expand memory, develop perceptive potential, reduce an-

xiety and stress, and increase concentration (Caskey, 1980b; Bancroft, 

1975; Racel, 1978; Schuster, Benitez-Borden, & Gritton, 1976). 

Lozanov's 1971 symposium speech is quoted by Edwards (1978, p. 45) 

as saying that ". . . we were able to clearly see how suggestopedia 

stimulates creative thinking." Edwards cites his own research and 

that of Hlavsa (1971) as indicating the theoretical compatibility 

of Suggestology and SALT as both stimulating creativity when 

restricted within Torrance's (1974, p. 8) definition of creativity 

which is: 

a process of becoraing sensitive to problems, deficiencies, 
gaps in knowledge, missing elements, disharmonies, and so 
on; identifying the difficulty; searching for solutions, 
making guesses, or formulating hypotheses about the defi-
ciencies; testing and retesting them; and finally communi-
cating the results. 

Creativity and Suggestopedia have a coramon foundation of underlying 

principles of theory of stiraulation in that both foster a nonthreat-

ening environraent while maximizing a relaxed focus on the iramediate 

problem. Edwards (1978) relates that one of the common assumptions 

of the theories is that an individual has reserves and potential 

beyond current recognized capacities. The second assumption is 

provided by Barron (1969, p. 78) when he addresses the machinery 

of nonsurfaced thought in tapping these unrecognized capacities when 

he stated that, "Many writers have spoken of the unconscious as the 
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source of their important ideas and insights." 

There have been two studies examining the effects of Suggesto-

pedia and SALT on creativity. In his 1978 dissertation, under the 

direction of E. Paul Torrance, John Edwards found increased crea-

tivity using SALT methods with low and middle socioeconoraic status 

fifth and eighth graders in the public school classroom. Novakov 

(1975) is reported as doing the only study directly linking 

Suggestopedia with creativity. Novakov's research mainly deais 

with the subjects' "cognitive-communicative and creative aspect" 

of speech output as a "creative way of expressing their own ego" 

(Edwards, 1978, p. 37, 43). The Novakov study found a significant 

positive relationship, but the findings are marred by the lack of 

a control group. Novakov and Edwards both utilized the Torrance 

Tests of Creative Thinking (Edwards, 1978, p. 38, 68) as the 

standardized creativity measure for their research. 

Two components of the Suggestive-Accelerative learning approach 

are the use of physical and mental relaxation and the use of back-

ground music. These important elements help foster a non-threaten-

ing environment that provides a iearning atmosphere which prepares 

the individual for a concentrated learning experience while experi-

encing reduced anxiety and stress. Barron (1969), Maslow (1970), 

Rogers (1969), and Torrance (1979) recognize the need for a positive, 

non-threatening, psychologically safe environment in relation to 

creative production and thinking. Stronger statements are made by 

Pezzulo, Thorsen, and Madaus (1972) who share with Torrance (1972a, 

1962) the opinion that environraental factors almost totally affect 



the results of creative thinking ability. Edwards' (1978) and Nova-

kov's (1975) studies indicate the positive environmental and stimula-

tive influence of Suggestopedia and SALT on creative ability. 

SALT and Suggestopedia findings conceming creative stimulation 

are additionally supported by evidence compiled by researchers in-

vestigating the isolated impact of relaxation and meditation on ^ 

creativity in mainly non-classroom situations. A pioneer in the use 

and development of relaxation techniques is Jacobson (1934, 193S), 

who developed physiological techniques for the relaxation of muscle 

groups. Wolpe, another pioneer researcher, shortened Jacobson's 

version of progressive relaxation for use in the psychological 

treatment procedure, sygtematic dpsensi f-î atinn—(Bernstein & Borko-

vec, 1973). The utilization of relaxation procedures for positive 

impact and enhancement of creative thinking ability and production 

has been researched and found significant by Bemstein and Borkovec 

(1973), Durio (1975), Edwards (1972), Gowan (1978), Luthe (1965). 

Maltz (1960), McKim (1974), Roberts (1974), and Samuels and Sam-

uels (1975). The effects of relaxation training and meditation 

training and practice are very similar in that the two techniques 

operate within the same psychological and physiologicál realms 

(Caskey, 1980a). The use of meditation training, techniques, and 

practice seems to improve creative functioning and increase creative 

thinking ability as reported by Cowger (1973) and Orme-Johnson and 

Farrow (1977). Both relaxation and meditation education coupled with 

practice help overcome cultural blocks to developing effective emo-

tional awareness and growth (Gould, 1980; Torrance, 1979). The use 
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of relaxatlon and meditation appear to increase the emotional involve-

ment needed to achieve the "satori" or "aha" level of thinking. 

Relaxation training and meditation may serve as facilitators of emo-

tional involvement. "Emotional factors are also immensely important 

in gaining acceptance of any new idea" (Torrance, 1979, p. 93). 

The value of emotional expression, awareness, and involved commit-

ment is not widely accepted in this culture. Even though emotion-

ality expressed through a "love" or deep emotional commitment is 

not highly valued, Torrance feels that " . . . emotional involvement 

and expressiveness are required for success in almost all of the 

creative, expressive arts. . . the kind of emotional attachment that 

goes beyond reason and logic" (Torrance, 1979, p. 92-93). The reli-

gious connotations associated with some forms of meditation have, 

in extreme social reaction situations, led to laws banning its use 

in some public schools. Relaxation training can essentially achieve 

the same psychological openness in a more palatable form in this 

culture (Caskey, 1980a). Waterhouse and Child's (1953) report strad- ^ 

dles the issue of stress as a facilitator or inhibitor of effective 

performance by indicating that stress helps facilitate creative think-

ing at times, while at other times, stress leads to disorganization. 

Biggers and Stricherz (1976) and Martin and Schuster (1977) contra- ) 

dict findings that relaxation effectively aids every individual in 

leaming. 

Music may have a relaxing effect on leamers similar to the con-

sequences achieved utilizing relaxation techniques. The contribution 

of music to leaming and its physiological impact on humans has long 
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been recognized and credited with capabilities greatly exceeding 

the explanation of science. Plato, as quoted by Inglis (1972, p. 1) 

is one of many philosophers addressing the impact of music: 

And therefore, I said, Glaucon, rausical training is a more 
potent instrument than any other, because rhythm and harmony 
find their way into the soul, on which they raightily fasten, 
iraparting grace, and making the soul of hira who is rightly 
educated graceful, or of him who is ill-educated ungraceful. 

Music is the topic of Racel's (1978, p. 1) paper presented at the 

First European Congress in Psychotherapy and Psychosomatic Medicine 

in which she states: 

Suggestopedia seems to be the only pedagogical approach 
using music as an integral part or essential component of 
the teaching process, in spite of the fact that the contri-
bution of music to pedagogy and successful learning has been 
recognized for some tirae. 

Bancroft C1975), Caskey (1980b), and Schuster, Benitez-Borden, and 

Gritton (1976) share similar views concerning the important impact 

of the rausic and rhythm element of Lozanov's method. They view 

music as activating the reserves of the conscious-unconscious mind, 

as an aide to pseudopassively relaxing the mind, and as setting a 

pleasant suggestive classroom atmosphere, 

Specific characteristics of the appropriate type of music selec-

tion for background is delineated by Caskey (1980b) as instrumental 

music that is not overpoweringly loud or fast in tempo, nor intru-

sive on the learner, and while not sleep producing, does have a 

relaxing influence. Lozanov prefers classical music of the 18th 

century baroque instrumental composers. Baroque music is known for 

its one basic melody or theme that uses a unified tonal and rhythmic 

scheme while favoring contrasting dynamics of loudness which the 
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composers of thé era felt had the pover of liberatlng the mind of 

earthly concems (Bcncroft, 1975). There is a difference of opinion 

as to the need to adhere to strictly classical music backgrounds. 

CaslMy (1980b) comments that nonpopular instrimental music, whether 

dassical, or of the FM radio "easy listening" variety, has been 

proven acceptable by experience. His position is supported by Inglis 

(1972). Hooper and Power (1970) found significant stimulation of 

creative figural elaboration on Torrance-type picture production 

tasks using absolute musical pattems. Other researchers investi-

gating the isolated effects of music and its stimulation of creative 

thinking and production have found significant results as discussed 

by Kaltsounis (1973), Lynch and Swink (1967), Maslow (1978), and 

Taylor and Paperte C1958). Research finding np positive impact or 

enhancement of creativity by music is dealt with by Kopp (1958), 

Newham C1964), and Sanders, Tedford, and Hardy (1977). 

Music background and relaxation have both been linked to gains 

in creative production. Schuster (1980) reports that there has been 

no published research conceming the utilization of the SALT or Sug-

gestopedia methods, eash using relaxation and music background, in 

teaching art. Schuster's (1980) unpublished investigation of the 

effects of the SALT methods on seventh grade students' art work indi-

cates no significant differences in drawing scores from the control 

group. However, significant differences in stress were found as 

measured by the Brooks Student Questionnaire. A severe personal 

problem interfered with the research procedure for the SALT teacher's 

dass, possibly making the results of the experiment questionable. 
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Caskey (1980b) provides an exanple for using SALT procedures begin-

ning at the level of junior high school, which is also appropriate 

for use with older students. Music background, relaxation techniques, 

physical exercise, and visual imagery components are described as 

being gradually introduced into the SALT based art program. 

Studies incorporating the isolated use of music and/or relaxa-

tion on creative production in art have been addressed by deVincentis 

and Johnson (1978), Hooper and Powell (1970), Kaltsounis (1973), 

Norton (1971), Racel (1978), and Wehner (1966). 

Relaxation training and background music could be incorporated 

into virtually any curriculum and its effect upon creativity studied. 

The art curriculum is often singled out as a fertile environment 

in which to train divergent creative thinkers for all fields. Wagner 

(1980, p. 12) states, "We can train future creators through art. 

Then these creators could use their creativity in the field of their 

choice, which might include sdence." Gould (1980, p. 36) shares 

the idea of creative linkage and the non-stereotypic use of knowledge 

when he states: 

More recent emphasis on theories as organizing frameworks for 
recognizing facts, on the role of intuition, analogical reason-
ing, and constraints of culture, have properly asserted the 
primacy of creative thought over "objective" (one might say 
mindless) observation. These themes have rendered science more 
human and have established its links with all creative thought. 

Eighteen experiments involving the creative arts as a vehicle for teach-

ing creative thinking to children are reported as effective by Torrance 

(1972a). Art is the curriculum area which seems to offer great poten-
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tial for establishing conditions instrumental to the deve! 

creativity. Garrett (1976, p. 245) says that "The arts of 

different ways of knowing and visualizing and opportunitiei 

courage divergent thinking." Lowenfeld (1947) writes that' 

prirae area for fostering the creative and mental growth of children. 

Koons (1969, p. 18) summarizes the views of many authorities in the 

statement: 

What a child produces is the result of the process used, 
his mode of attack, and the style which he chooses to employ 
which is determined by his vision of the product. It is art 
which offers an excellent opportunity for helping the child 
to understand that in sorae areas of life there is not just 
one right answer which raakes all other answers wrong. 

Purpose Of The Study 

The purpose of this study was to determine the effects of 

relaxation training and music background, two components of Lozanov's 

Suggestopedia, upon figural creativity. Relaxation training and 

music background as treatments for subjects in art drawing class 

appeared to be corapatible with the principles associated with the 

stimulation of creativity. 

There was one dependent variable: figural creativity. Figural 

creativity was measured using the Torrance Tests of Creative Thinking, 

figural battery (Torrance, 1966), and the evaluation of subject draw-

ings by a panel of three art judges. The independent variable consisted 

of: music background group, music background corabined with relaxation 

training group, and a no-treatment control group. 

Figural creativity was operationally defined as raw scores from 

the Torrance Tests of Creative Thinking (Torrance, 1966). Torrance's 
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alternative "streamlined" scoring procedure yields five separate 

norar-referenced neasures, a totd norm-referenced measure, and a 

total score for thirteen criterion-referenced measures or qualities 

of figural creativity (Information about the Torrance Tests Scoring 

Service 1980-1981. 1980). Figural creativity was further defined 

by the evaluation of the subject's drawings for elaboration and 

originality by a panel of three art judges. 

Hypotheses 

It was hypothesized that: 

(1) there would be no significant differences in creativity 

variables between the subjects receiving the music background treat-

ment, the subjects receiving the relaxation training combined with 

music background treatment, and the subjects receiving no treátment 

in the control group on any of the measures of the Torrance Tests of 

Creative Thinking, figural battery (Torrance, 1966). 

(2) there would be no significant differences between any of 

the three groups of subjects* drawings on creative elaboration, 

originality, or total score as rated by the judging panel. 

Operational Definitions 

Creativity. Creativity in this study is operationally defined 

as the raw scores from the Torrance Tests of Creative Thinkíng Form 

A and Form B of the figural test (Torrance, 1966). Eighteen dimen-

sions of figural creative thinking comprise the creativity variables 

(Torrance, 1979). Creativity is further operationally defined as 
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an elaboration and originality rating of subject's drawings as scored 

by a panel of art judges. 

Thirteen criterion-referenced creativity raeasures for the figural 

forms of the Torrance tests. 

1. Expression of feeling and emotion - evidence of eraotional 

awareness or expression given in the title. The coramunication of 

emotional involvement and expressiveness (Torrance, 1979, p. 90 & 93). 

2. Articulateness in telling a story, putting things in 

context - the addition of some type of environmental context or action 

that emphasizes the importance or salient connection to another person. 

Sorae activity raust occur, or an appropriate environraental setting 

provided frora the picture construction task. The need for additional 

details that raake the story tell as complete and interesting a story 

as possible. The scheme used to grasp the relationship of a thing 

to its system (Torrance, 1979, p. 104-105, 113). 

3. Movement and action - responses indicating movement 

or action from the drawing's title, speech of the figures in a drawing, 

or position of elements in the drawing. Common clues include: run-

ning, bending, hitting, flying, dancing, etc. (Torrance, 1979, p. 154). 

4. Expressiveness of titles - a searching for elegant solu-

tions. Creativity from the collision of opposites and their integra-

tion which represents a highlighting of the problem (Torrance, 1979, 

p. 55-59). 

5. Combination of two or raore incoraplete figures - the 

result of a new connection, synthesis, or corabination of elements 

within the perceptual field. The connection of two or more figures 
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on the figural tasks expressing a willingness to use freedom without 

self-imposed restrictions (Torrance, 1979, p. 119). 

6. Combination of two or raore sets of lines - the result 

of a new connection, synthesis, or combination of lines without self-

imposed restrictions (Torrance, 1979, p. 119). 

7. Unusual visual perspective - any visual presentation 

other than the static, upright, "straight on" view of an object which 

is not the coramon and usual perspective given by the raajority of 

subjects (Torrance, 1979, p. 163). 

8. Intemal visualization - the presentation of elements 

of objects that go beyond exteriors and pay attention to the dynamic, 

internal workings of objects, machines, people, and animals. A 

response which shows something beyond the surface, or gives a clear 

indication of something inside (Torrance, 1979, p. 170-171). 

9. Extending/breaking boundaries/penetrating lines - to 

open up or extend the boundaries or limits of the circles, triangles, 

or the rectangles defined by the parallel lines (Torrance, 1979, 

p. 183). 

10. Humor - titles, captions, and drawings that have the 

quality of portraying the comical, the funny, or the amusing. A 

bringing together of incongruities (perceptual or conceptual) which 

arise naturally from the situation to illustrate some fundamental 

absurdity in human behavior; exaggeration, puns; play with words; 

ridicule; satire; opposites and hidden opposites; and caricature 

(Torrance, 1979, p. 190). 
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11. Richness of imagery - responses which show variety, 

vividness, strength, liveliness, and interest. The viewer must feel 

an impact and also perceive the image distinctly and clearly (Tor-

rance, 1979, p. 127). 

12. Colorfulness of imagery - an exciting response due 

to its appeal to the senses of taste, touch, sight, feel, smell, 

or earthiness. The emotionally appealing, spooky, brilliant, earthy, 

unreal, sparky, or spiritual flavor (Torrance, 1979, p. 129). 

13. Fantasy - the ability to produce and use fantasy. A 

combination of logic, emotion, and imaginative thinking. The ability 

to enjoy and use fantasy to think of information one has in a differ-

ent way (Torrance, 1979, p. 139-140). 

Grade-point average (G.P.A.). Self reported average grade of 

all completed courses. Used as data to equate groups. 

Instmctor. The drawing teacher assigned to second semester 

Art (drawing) 135 class. A faculty member, visiting professor, or 

teaching assistant in the Texas Tech University art department. 

Judges. Individuâl raters selected for their training in art, 

study, and familiarity with art work and creativity concepts. Faculty 

or graduate student members of a university level art department, 

selected to rate blindly subject drawings. 

Judges' ratings. Each drawing was scored for elaboration on 

a scale with a low of zero to a high of four. A rating ranging from 

a low of zero to a high or four is also assigned for originality. 

Media. The tools, materials, and implements used by the artist 

in producing a product. 
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Music. Easy listening music commonly played on FM radio sta-

tions, music played for meditation, or absolute type pattern music. 

Five norm-referenced creativity raeasures for the figural forras 

of the Torrance Tests. 

1. Fluency - the number of pictures completed in any one 

of the Torrance tests. The number of ideas within a project. The 

easy flow of ideas (Torrance, 1979, p. 25). 

2. Originality - the statistical infrequency or rarity 

of a response. An alternative that represents a mental leap away 

frora the obvious. An idea which is beyond the habitual and practiced 

(Torrance, 1979, p. 40). 

3. Abstractness of titles - an abstract but appropriate 

title which goes beyond what can be seen, telling a story or syrabol-

izing the picture. Capturing the essence or dominant elements of 

the picture in an imaginative manner (Torrance, 1979, p. 53). 

4. Elaboration - the iraagination and exposition of perti-

nent detail added to the original stimulus figure, its boundaries, 

and/or to the surrounding space (Torrance, 1979, p. 66). 

5. Resistance to premature closure - psychological open-

ness, a lack of impulsive behavior resulting frora a deferment of 

judgment. A resistance to the tension that an incomplete figure 

sets up in a person to quickly integrate and complete a figure 

(Torrance, 1979, p. 74-75). 

Relaxation. The absence of a transitory emotional state (A-State 

anxiety) as characterized by subjective, consciously perceived feel-

ings of tension, apprehension, and nervousness as measured in this 



20 

study by the State-Trait Anxiety Inventory (Spielberger, Gorsuch, 

& Lushene, 1970). A process variable in this study was used to check 

the effectiveness of relaxation training treatment across treatment 

groups. 

SALT (Suggestive-Accelerative Learning and Teaching). The 

American adaptation of the Lozanov raethodology and leaming approach 

of Suggestopedia. 

STAI. The State-Trait Anxiety Inventory by Spielberger, Gor-

such, and Lushene (1970). 

Students or Sub.jects. Texas Tech University students enrolled 

in second semester Art (drawing) 135 for art majors and nonmajors. 

Suggestopedia. An approach to learning developed by the Bul-

garian psychiatrist, Georgi Lozanov, which utilizes the combined ef-

fects of relaxation, background music, reduced stress and anxiety, 

and multi-sensory input to expand memory and develop perceptive poten-

tial (Caskey, 1980b). 

TTCT. The Torrance Tests of Creative Thinking, figural forms 

A and B by Torrance (1966). 



CHAPTER II 

METHOD 

A compromise experimental group design with a control group was 

used for this study (Kerlinger, 1973, p. 372). It was not possible 

to randomly assign subjects to the groups. The subjects were assigned 

to an individual class through the regular registration procedures 

of the university. The subject's choice of class was not influenced 

before the registration process by previous knowledge of the study. 

Although class registration was independent of this study, and in 

some ways represents a quasi-randomization procedure, it was recog-

nized that the subjects did self-select their class assignment. 

The type of treatment was randomly assigned to each class. 

Even though the subjects were not randomized, an effort to deter-

mine the similarity of groups was made. An analysis of variance 

(ANOVA) was performed using the subjects' age and grade point aver-

age by treatment group. The similarity of the groups was further 

established using the comparison of the means and standard deviation 

of the subject's age, sex, and grade point average. The subject's 

demographic information was obtained using a self-report question-

naire. The instructors maintained a neutral attitude toward the 

study and did not discuss the study with the students. Classes 

receiving the same treatraent were pooled to increase the power. 

This pooling was done after no significant differences in groups 

were deterrained. 

21 
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Subjects 

Subjects consisted of fifty-four Texas Tech University students. 

The subjects voluntarily signed a consent form to participate in 

the study conducted in their Art 135 (drawing, second semester) 

class. The subjects were art majors and non-raajors. 

Variables 

The single dependent variable was figural creativity. The in-

dependent variable, rausic background treatment, consisted of the 

playing of instrumental background music during the entire class 

period. The type of music played was generally classified as instru-

mental easy listening FM type, raeditation type music, and absolute 

pattern type music. Identical music selections were played for each 

class section receiving music background treatment and the relaxa-

tion training and rausic background treatraent classes. 

The independent variable of relaxation training and music back-

ground variable used both mental and physical relaxation exercises. 

The relaxation portion of the treatment occurred during the first 

twenty minutes of each class meeting in combination with the standard-

ized background music. 

A no treatment comparison group was also included in the 

study. 

Instrumentation 

Measurement of the dependent variable, creativity. Figural 

creativity, the dependent variable, was operationally defined as 

raw scores obtained using the streamlined scoring method for the 
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Torrance Tests of Creative Thinking figural battery (Torrance, 1966, 

1979, 1980). This test battery assessed eighteen different dimensions 

of creative thinking. This study used the Figural battery of the 

test forms A and B which may be used as pretests and as posttests. 

The figural tests required drawing responses. These tests are appro-

priate for use as a group test for adult level subjects down to the 

kindergarten level. 

Torrance recoramended the use of his "Streamlined" scoring pro-

cedure for this study (Torrance, 1980). Torrance stated that the 

new streamlined procedure yields five criterion-referenced measures 

and thirteen norm-referenced scores which he feels provide much more 

power and depth of analysis. He further stated that only the rela-

tively "weak" measure of flexibility was sacrificed by electing not 

to use the basic scoring procedure which provides only four measures, 

The Torrance Testing Center, Athens, Georgia, scored the testing 

booklets. Scholastic Testing Service, Inc, of Bensenville, Illinois, 

provided the administrative liaison for the testing service. The 

trained scorers at the testing center maintain an interscorer reli-

ability of .90 with no significant (.05 level) difference in means 

(Information about the Torrance Tests Scoring Service 1980-81, 1980). 

The manual describing the streamlined scoring service is not yet 

printed. Torrance advised the use of his 1979 book, The Search for 

Satori and Creativity, to serve the basic function of the manual 

for the streamlined scoring method (Torrance, 1980). 

The normative data for the TTCT Test Score Conversion Table were 

obtained using fifth and seventh grade students. Further norma-



24 

tive data are recommended with larger and more representative popula-

tions by Holland (1968). Reliability coefficients range from .50 

to .93 for test-retest reliability, and from .35 to .73 over a three-

year period. Validity studies suggest that the tests do measure 

creative behavior consistent with the literature. The TTCT appears 

to be useful for further research into the nature and nurturance of 

creativity (Baird, 1972; Holland, 1968). 

Three separate drawings were made by each subject. A panel of 

three judges scored the three drawings using the criterion of Tor-

rance's elaboration, and originality definitions as concrete refer-

ents. The judges were selected for their personal interest in art, 

art training, experience, and familiarity with art work and creative 

production. This careful panel selection was done in an effort to 

maximize horaogeneity of opinion and expertise in order to secure 

a more structured meaningful creativity rating as discussed by Korb 

and Frankiewicz (1976), Bennett, Dopplet, and Madans (1969), and 

Koons (1969). 

Determination of the independent variable, music background's 

effect. A comparison of the pretests, posttests, follow up tests and 

drawings of the music background treatment group was contrasted with 

the no-treatment control group and the relaxation training and music 

background treatment group using the Torrance Tests of Creative 

Thinking, and the State-Trait Anxiety nventory, and the panel ratings 

of the subject's drawings. These comparisons were analyzed for signifi-

cance of variance. 
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Measurement of the independent variable, relaxation training and 

music background. Comparison of the pretests, posttests and follow-up 

tests of the relaxation training and music background treatment group 

with the no treatment control group and the music background treatment 

group as measured with the Torrance Tests of Creative Thinking was 

analyzed for significance in variance. A comparison of the drawings 

ratings was compared to the music treatment and no treatment groups. 

The effectiveness of the relaxation training was compared with the 

no treatment control and the music only treatment groups. Relaxa-

tion was used as a process variable in this study. Relaxation, as 

the antithesis of A-State anxiety, was measured using the State-Trait 

Anxiety Inventory by Spielberger, Gorsuch, and Lushene (1970). The 

reduction of anxiety as an emotional state (A-State) as character-

ized by transitory subjective, consciously perceived feelings of 

tension, apprehension, and nervousness was measured (Spielberger 

and Sarason, 1975) and served as the operational definition of 

relaxation. "It has been demonstrated that scores on the A-State 

scale increase in response to various kinds of stress and decrease 

as a result of relaxation training" (Spielberger, Gorsuch, & Lush-

ene, 1970, p. 3). The STA was originally developed to research 

anxiety phenomena in normal adults. The STA is designed for self-

administration to groups or individuals. Normative data are based 

on college freshmen, undergraduate college students, and high school 

students. The inter-item reliability coefficients range from .83 

to .92 for A-State indicating high intemal consistency. The con-

current validity of the STAI is classified as moderately high for 
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college studeuts. The STAI scoring was accomplished using a standard 

key, All differences in scoring were resolved by three individual 

scorers. 

Procedure 

The subjects were divided into five separate Art 135 (drawing) 

classes by their participation in the normal spring semester regis-

tration process. The subjects had no prior knowledge of the study. 

A drawing from a hat determined which treatment was specifically 

assigned to each individual dass. Two classes were drawn for re-

laxation training and music background treatment. Two classes were 

drawn for music background treatment. One class was drawn as the 

no treatment control class. The data collected from instructor #l*s 

two classes of relaxation training and music background were pooled 

to form a single group. Instmctors //2 and #3 each had one class 

which received the music background treatment. The data from these 

two classes were pooled to form a music background treatment group. 

Instructor #3 had one class which received no treatment and served 

as the control group. A simplified representation of the treatment 

procedure follows: 

Instmctor #1 .... Class A .... Relaxation training 
& music background 

.... Class B .... Relaxation training 
& music background 

...group #3 
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Instructor #2 Class C Music background 

Instructor #3 Class D Music background 
...group #2 

.... Class E .... No treatment, . ,,. 
^ 1 ... .group ÍFl 

control .... ° ^ 

Each of the treatment groups received an initial one hour pre-

sentation prior to treatment. The presentation centered around an 

explanation of the required consent forra which each subject volun-

teering for the study signed. Included in the hour session for 

the relaxation training and music background treatment group (clas-

ses A & B) was an explanation of the type of music to be played. 

These classes also received an initial familiarization with the 

concept of relaxation training. The music treatment group (classes 

C & D) , in addition to the consent explanation, also received a 

talk on the type of music to be used in the treatraent procedure. 

The control group (class E) was given a talk on the contribution 

and importance of no treatment control groups to research in addi-

tion to the securing of signed consent forms. 

The first treatment session of the relaxation training and 

music background treatment group (group #1) lasted one hour. The 

purpose of this session was to familiarize the subjects with the 

concept and feelings of mental and physical relaxation associated 

with the relaxation response. The subjects were asked to practice 

the relaxation process at home one time per day. Bernstein and 

Borkovec (1973) stress that the importance of practice as a home 

work assignment cannot be overemphasized. Class A and Class B 

each received the same relaxation instructions and exercises as 
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read from transcripts. Except for the first session, the relaxation 

part of the treatment lasted for the first twenty minutes of each 

class period for five weeks. During the reading of the relaxation 

transcript the background music was played. The background music 

continued to play throughout the entire class period and continued 

to play after the end of the relaxation sequence. The entire class 

participated at one time in a group relaxation. The lights in the 

roora were dimmed, the subjects sat on chairs or benches in a circle 

near the center of the room listening to the reading of the relaxa-

tion transcript while music played in the background. 

The music used for background was played continuously during 

the five week treatment of classes A, B, C, and D. The three 

instructors were furnished a cassette tape player and a box of 

ten cassette tapes. The tapes were numbered from one to ten to 

correspond with a calendar which coordinated the class treatment 

day with the cassette tape to be played for that day. The Sony 

brand LNX 90 minute tapes played forty-five minutes of music per 

side. The music was looped to provide a continuous nonstop forty-

five minute presentation of music. The tape for the particular 

treatment day was repeated until the end of a class. Each treat-

ment day had a different selection of rausic. 

Each class meeting was two and one-half hours, two times per 

week, for eighteen weeks. Treatment was begun in the second week 

of the semester to allow for the normal adding and dropping of stu-

dents at the beginning of a semester. Treatment lasted for five 

weeks (10 class sessions). There was a follow-up measurement in 
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all five classes seven veeks after the cessation of treatment. The 

procedure for measure&ent and evaluation was as follows: 

1. Torrance Tests of Creative Thinking (Figural battery) 

A. All five classes were pretested vith Form A. 

B. At the end of five veeks of treatment, posttests 

using Form B were given. 

C. Seven veeks from the end of treatment, classes were 

retested with a follow-up measurement using Form A. 

2. Three drawings were collected from each subject. Instruc-

tions given for each drawing were: "Draw something 

creative." The first drawing was completed before treat-

ment. The second drawing was completed at the end of five 

weeks of treatment. A follow-up drawing was completed 

seven weeks after the conclusion of treatment. 

A. A panel of three judges was selected to blindly rate 

each of the subject's three drawings. Two university 

art department faculty members with doctorates in art, 

and one doctoral student in the art department were 

selected to serve as the three judges. The judges were 

selected for their expertise, interest, training, and 

familiarity with art work and creative production. 

B. Each panel member used a single rating sheet to score 

each drawing. A rating scale with a lowest possible 

score of "0" to a highest rating of "4" was used to 

score the drawing on the creative dimensions (variables) 

of elaboration and originality as defined by Torrance 
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(1966, 1979). (See Appendix Form F.) The means of the 

judges' elaboration scores and originality scores were 

used for analysis. 

C. Prior to the scoring session the definitions and ration-

ale of the study were discussed with the panel merabers. 

The definition of elaboration was discussed as the use 

of imagination and expression of detail as a creative 

function, with the addition of pertinent detail (idea) 

to the original idea such as shading, decoration, major 

variation of design to the original idea and to the 

surrounding space of the subject's drawing. The defi-

nition of originality was established as the special 

quality of a drawing which makes it different or unique 

in reference to other projects. Originality was also 

discussed as including the concept of creative strength 

which requires intellectual energy to produce an idea 

which goes beyond what is learned, practiced, habitual, 

obvious, and commonplace. An understanding and consen-

sus of agreement was reached conceming the boundaries 

of rating the drawing within the limits of the spirit 

of Torrance's definitions. The use of the individual 

rating sheets was demonstrated and discussed. A 

thorough mutual understanding of the rating process 

was established. Panel members understood that drawing 

skill and aesthetic quality of the subject's drawing 

was not within the scope of this study. An interscorer 
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reliability was computed to determine the extent of 

agreement among the judges. The elaboration and ori-

ginality scores of the first drawing were used to 

analyze scorer agreement. The first drawing was 

interspersed throughout the total judging sample. 

3. The State-Trait Anxiety nventory 

A. Pretests were given all five classes with the A-State 

scale. 

B. At the end of five weeks of treatment, posttests were 

given all five classes. 

C. Seven weeks frora the end of treatment, all five classes 

were retested as a follow-up measure. 

A questionnaire was used to secure individual demographic inform-

ation such as name, age, self-reported grade-point average, sex, 

college major and minor, ethnic origin, order of birth, socio-eco-

nomic status, and self-rating on creativity. 

An analysis of covariance (one way ANCOVA) was performed to 

determine the main effects of treatment. A one way ANCOVA was per-

formed using the sum of five norm-referenced TTCT measures; the 

individual norm-referenced measures of fluency, originality, abstract-

ness of titles, elaboration, resistance to premature closure; the 

sum of thirteen criterion-referenced measures; and the three scores 

derived from subject drawings. 



CHAPTER III 

RESULTS 

The purpose of this study was to determdne the effects of 

relaxation training and music background, two components of Lozanov's 

Suggestopedia, upon figural creativity. The subjects in this study 

were university students enrolled in art department second semester 

drawing classes. Random assignment of subjects to treatment groups 

was not possible. The statistical model used in this study was 

analysis of covariance (ANCOVA). An analysis of variance was per-

formed on the pretest scores of the dependent variable, figural 

creativity, to determine if differences existed between treatment 

groups. Analysis of covariance was then performed using the pretest 

scores as a covariate in order to control for pretest differences. 

Analyses and Ratings 

Pretreatment analyses. Age, grade point average, and sex were 

charted according to treatment group in an effort to compare groups 

for sirailarity in subject make-up. Results appear in Table 1. An 

analysis of variance (ANOVA) was performed. The ANOVA found no sig-

nificant differences on age, T_ (2, 51) = 2.38, £>.05, or on grade 

point average, £ (2, 51) = 1.14, £>.05. ANOVA on each of the pre-

test scores of figural creativity indicated no significant differ-

ences between groups. These results appear in Table 2. 

The total attrition rate for the study was 20%. The music 

treatment group had the highest drop-out rate with 29%. The relaxa-

32 
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Table 1 
Comparison of Treatment Groups and Total Study Group on 

Sex, Age, and Grade Point Average 

Grade Point 
Average: 

Median 

Range 

Sex: 

Males 

Females 

Age (years): 

Median 

Range 

Control 
No Treatment 

(N = 15) 

2.50 

2.00-3.80 

3 (20%) 

12 (80%) 

19 

18-23 

Music 
Treatment 
(N = 17) 

2.85 

2.00-3.54 

2 (12%) 

15 (88%) 

19 

18-22 

Music and 
Relaxation 
Training 
(N = 22) 

2.50 

1.77-3.80 

4 (19%) 

18 (81%) 

20 

18-42 

Sum of Total 
Treatment 
Groups 
(N = 54) 

2.80 

1.77-3.80 

9 (17%) 

45 (83%) 

19 

18-42 

tion training and music treatment group lost 15%, while the control 

group decreased 17%. However, the bulk of subject attrition occurred 

before treatment began. The art class instructors commented that the 

rate of drop-out from the classes did not appear abnormal according 

to their previous experience as art instructors. Attrition rates are 

shown in Table 3. 

Posttest analyses. It was hypothesized that there would be no 

significant differences in figural creativity variables across treat-

ment groups. The null hypothesis was rejected for the creativity 

variables of the Sum of the Five Norra-Referenced Variables, Figural 

Fluency, and Figural Originality using ANCOVA with pretest scores 

serving as the covariate. The results, as reported in Table 4, 
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Table 2 
Summary of _F-Ratios and Probability Levels for Analyses of Variance 

on Pretest Scores 

Dependent variable 

Sum of TTCT Norm-Referenced 

Scores 0.46 0.63 

Fluency 0.17 0.84 

Originality 0.54 0.59 
Abstractness of 

Titles 2.89 0.06 

Elaboration 1.16 0.32 

Resistance to Premature 

Closure 0.33 0.72 
Sum of 13 Criterion-
Referenced Variables TTCT 0.10 0.90 

Sum of STAI 
A-State 0.32 0.72 

Sum of Drawings 

Scores by Panel 1.50 0.23 

Age 2.38 0.10 

Grade Point Average 1.14 0.33 
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Table 3 
Attrition Rate by Treatment Group and Subject Gender 

Subjects 

Male 

Original Number 

Final Number 

Female 

Original Number 

Final Number 

Total 

Original Number 

Final Number 

Attrition 
Rate (Percentage) 

Group 1 
Control 
(N = 15) 

4 

4 

14 

11 

28 

14 

29% 

Group 2 
Music 

(N « 17) 

6 

3 

18 

14 

24 

17 

15% 

Group 3 
Music and 
Relaxation 
(N = 22) 

6 

6 

20 

16 

26 

22 

17% 

Sum of 
Total Treatment 

Groups 
(N = 54) 

16 

13 

52 

41 

68 

54 

20% 
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Table 4 
Analyses of Covariance Using Pretest as the 

Covariate on Posttest 

Source of 
variation 

Sum of 5 Norm-Referenced 
TTCT Measures 

Fluency 

Originality 

Abstractness of 
Titles 

Elaboration 

Resistance to Premature 
Closure 

df 

2 

2 

2 

2 

2 

2 

MS 

585.22 

101.86 

59.36 

19.04 

2.80 

17.73 

F 

3.14 

4.56 

3.58 

1.04 

0.35 

0.97 

Probability 
of F 

0.05* 

0.02* 

0.04* 

0.36 

0.71 

0.39 

Sum of 13 Criterion-
Referenced TTCT 
Measures 2 12.92 1.50 0.23 

Sum of STAI 
A-State 2 223.30 2.83 0.07 

Sum of Drawings 
Scores by Panel 2 2.56 0.87 0.42 

Elaboration Scores of 
Drawings as Rated 
by Panel 2 0.34 0.47 0.63 

Originality Scores of 
Drawings as Rated 
by Panel 2 1.04 0.93 0.40 

*£<.05. 
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indicated signiflcant effects due to treatment for the Sum of the 

Five Norm-Referenc#d Creativity Variables, F (2, 50) = 3.14, £<.05. 

The adjusted means of treatment groups on the Sum of the Five Norm-

Referenced Variables were: Music and Relaxation (69.98); Music 

(65.41); Control (59.10). See Table 5. Results of Duncan's Multiple 

Range Test indicated no significant difference between the control 

group and the music group (£>.05), or between the music group and 

the music background and relaxation training group (£>.05) . However, 

there was a significant difference between the control and the music 

hackground and relaxation group (£<.05). 

A significant effect was found on the creativity variable of 

Figural Fluency, £-(2, 50) = 4.56, £<.02, using ANCOVA with the pre-

test scores as covariate. The results appear in Table 4. The ad-

justed means of treatment groups on the Figural Fluency variable 

were: Music and Relaxation (18.97); Music (16.63); and Control 

(14.40). See Table 6. Results of the Duncan's Multiple Range Test 

for the variable Figural Fluency indicated no significant difference 

between the control group, and the music group (£>.05), or between 

the miisic group and the music background and relaxation training 

group (£>.05). However, there was a significant difference between 

the control group and the music background and relaxation training 

group (£ .05). 

Using pretest scores as a covariate with posttest scores, sig-

nificant effect was found for the variable Figural Originality, 

£ (2, 50) = 3.58, £<.04. See Table 4. The adjusted means of the 

treatment groups on Figural Originality were: Music and Relaxation 
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Table 5 
Means and Standard Deviations of Pretest, Posttest, and Follow-Up 
Measures of the Sum of Fluency, Originality, Abstractness of 
Titles, Elaboration, and Resistance to Premature Closure 

(5 NonB!-Referenced Measures) From the Torrance Tests 
of Creativitv Figural Battery for Treatment 

Groups of Control, Music, 
Music and Relaxation 

Measures 

Group 1 
Control 
(N = 15) 

Group 2 
Music 

(N = 17) 

Group 3 
Music and Relaxation 

(N = 22) 

Pretest 

Mean 

SD 

62.93 

16.30 

58.94 

15.30 

63.64 

15.78 

Posttest 

Mean 

SD 

Adjusted Means 

59.53 

14.29 

59.10 

64.06 

11.52 

65.41 

70.73 

18.07 

69.98 

Follow-Up 

Mean 

SD 

Adjusted Means 

70.27 

11.35 

69.97 

72.53 

15.74 

73.45 

66.55 

17.35 

66.04 
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Table 6 
Means and Standard Deviations of Pretest, Posttest, and Follow-Up 

Measures of Figural Fluency for Treatraent Groups of 
Control, Music, Music and Relaxation 

Measures 

Group 1 Group 2 Group 3 
Control Music Music and Relaxation 
(N = 15) (N = 17) (N = 22) 

Pretest 

Mean 

SD 

16.60 

4.79 

15.82 

5.55 

16.82 

5.61 

Posttest 

Mean 

SD 

Adjusted Means 

14.47 

5.36 

14.40 

16.35 

5.06 

16.63 

19.14 

5.36 

18.97 

Follow-Up 

Mean 

SD 

Adjusted Means 

18.47 

3.48 

18 .41 

20.47 

7.27 

20.69 

18.27 

6.74 

18.14 
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(16.32); Music (13.33); and Control (12.29). Refer to Table 7. 

No significant group differences were indicated on Figural Origin-

ality scores using the Duncan's Multiple Range Test. However, the 

Duncan's Multiple Range Test examined only the posttest scores on 

Originality. The ANCOVA in this case examined the posttest scores 

using the pretest as covariate which shows any change from pretest 

to posttest. An examination of posttest adjusted means derived from 

the ANCOVA procedure indicates that there appears to be a difference 

between the music background and relaxation training group or the 

control group or the music group. It appears that there is no dif-

ference between the control and music groups. Refer to Table 7. 

The apparent direction of significance was consistent with previous 

findings in this study. 

The null hypothesis of no significant differences across treat-

ment groups on creativity variables measured by the TTCT was accepted 

for the remaining four dependent variables on the pretest to post-

test analysis. See Table 4. The means, standard deviations, and 

adjusted means for these four remaining measures of the TTCT are 

reported in Tables 8, 9, 10, and 11. There were no significant 

effects on the posttest measures of Abstractness of Titles, ¥_ (2, 50) 

= 1.04, £>.05; Figural Elaboration, £ (2, 50) = .35, £>.05; Resist-

ance to Premature Closure, F (2, 50) = .97, £>.05; or on the Sum of 

the Thirteen Criterion-Referenced TTCT measures, £ (2, 50) = 1.50, 

£>.05. Results appear in Table 4. 

Follow-up analyses. The analysis of covariance using the pre-

test scores as a covariate with the follow-up scores yielded one 
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Table 7 
Means and Standard Deviations of Pretest, Posttest, and Follow-Up 

Measures of Figural Originality for Treatment Groups of 
Control, Music, Music and Relaxation 

Measures 

Group 1 Group 2 Group 3 
Control Music Music and Relaxation 
(N = 15) (N = 17) (N = 22) 

Pretest 

Mean 

SD 

13.20 

3.28 

12.00 

3.71 

11.91 

4.56 

Posttest 

Mean 

SD 

Adjusted Means 

12.93 

4.15 

12.29 

13.12 

4.11 

13.33 

16.05 

5.88 

16.32 

Follow-Up 

Mean 

SD 

Adjusted Means 

14.60 

3.74 

14.28 

14.94 

4.62 

15.04 

13.41 

5.44 

13.54 
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Table 8 
Means and Standard Deviations of Pretest, Posttest, and Follow-Up 

Measures of Abstractness of Titlea for Treatment Groups of 
Control, Music, Music and Relaxation 

Measures 

Group 1 
Control 
(N = 15) 

Group 2 
Music 

(N « 17) 

Group 3 
Music and Relaxation 

(N = 22) 

Pretest 

Mean 

SD 

9.00 

4.33 

7.94 

3.51 

11.18 

4.82 

Posttest 

Mean 

SD 

Adjusted Means 

8.80 

3.08 

8.99 

9.29 

4.00 

9.85 

10.73 

5.53 

10.16 

Follow-Up 

Mean 

SD 

Adjusted Means 

10.73 

3.58 

10.89 

9.12 

3.72 

9.58 

10.05 

6.48 

9.57 
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Table 9 
Means and Standard Deviations of Pretest, Posttest, and Follow-Up 

Heasures of Figural Elaboration for Treatment Groups of 
Control, Music, Music and Relaxation 

Measures 

Group 1 Group 2 Group 3 
Control Music Music and Relaxation 
(N = 15) (N = 17) (N = 22) 

Fretest 

Mean 

SD 

12.87 

2.92 

12.06 

1.78 

11.59 

2.67 

Posttest 

Mean 

SD 

Adjusted Means 

11.20 

2.43 

10.74 

11.53 

3.69 

11.55 

10.77 

3.19 

11.07 

Follow-Up 

Mean 

SD 

Adjusted Means 

12.27 

2 .71 

11.76 

13.41 

2.67 

13.43 

11.50 

3.04 

11.83 
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Table 10 
Means and Standard Deviations of Pretest, Posttest, and Follow-Up 

Measures of Figural Resistance to Premature Closure for 
Treataent Groups of Control, Music, 

Music and Relaxation 

Measures 

Group 1 
Control 
(N = 15) 

Group 2 
Music 

(N = 17) 

Group 3 
Music and Relaxation 

(N = 22) 

Pretest 

Mean 

SD 

11.27 

4.62 

11.12 

4.34 

12.14 

3.97 

Posttest 

Mean 

SD 

Adjusted Means 

12.13 

4.14 

12.24 

13.76 

4.31 

13.93 

14.05 

4.89 

13.84 

Follow-Up 

Mean 

SD 

Adjusted Means 

14.20 

3.14 

14.28 

14.59 

3.50 

14.70 

13.32 

4.52 

13.18 
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Table U 
Means and Standard Deviations of Pretest, Posttest, and Follow-Up 

Measures of the Sum of the 13 Bonus Scores for Quality of 
Creativity From the Torrance Tests of Creativity, 

FigTiral Battery for Treatment Groups of 
Control, Music, Music and Relaxation 

Heasures 

Group 1 Group 2 Group 3 
Control Music Music and Relaxation 
(N = 15) (N = 17) (N = 22) 

Pretest 

Mean 

SD 

11.73 

3.24 

11.47 

2.65 

11.91 

3.13 

Posttest 

Mean 

SD 

Adjusted Means 

Follow-Up 

Mean 

SD 

~ Adjusted Means 

11.00 

2.62 

10.99 

12.00 

3.68 

11.99 

9.29 

3.20 

9.43 

11.65 

2.76 

11.82 

10.55 

3.79 

10.45 

11.14 

4.29 

11.00 
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significant effect. The null hypothesis of no significant differ-

ences on creativity variables measured by the TTCT was rejected for 

Figural Elaboration. Refer to Table 12. A significant effect was 

found on the follow-up measure of Figural Elaboration, £ (2, 50) 

= 3.20, £<.05. See Table 12. As reported in Table 9, the adjusted 

means of treatment groups on the Figural Elaboration variable were: 

Music (13.43); Music and Relaxation (11.83); and Control (11.76). 

The results of Duncan's Multiple Range Test indicated no significant 

group difference for the follow-up measure of the variable Figural 

Elaboration. The Duncan's Multiple Range Test examined only the 

follow-up scores on Figural Elaboration. The ANCOVA in this case 

examined the follow-up scores using the pretest scores as covariate 

which shows change from pretest to follow-up measure. An examination 

of the follow-up means derived from the ANCOVA procedure indicates 

that there appears to be a difference between the music group or 

the music background and relaxation training group or the control 

group. It appears that there is no difference between the music 

background and relaxation training group or the control group. See 

Table 9. 

Analysis of the scores of Figural Fluency using analysis of co-

variance with pretest scores as covariate with follow-up TTCT scores 

was excluded. The data failed to meet the assumption of homogeneity 

of slopes only on this follow-up measure. If this variable had been 

included for analysis, citing robustness as some authors (Kirk, 1968) 

propose, the measure would not have shown a significant effect. 

This data appears in Table 13. 
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Table 12 
Aaalyses of Covariance Using Fretest as Covariate 

on Follow-Up Score 

Source of 
variation 

Sum of 5 Norm-Referenced 
TTCT Measures 

Fluency 

Originality 

Abstractness of 
Titles 

Elaboration 

Resistance to Premature 
Closure 

df 

2 

2 

2 

2 

2 

2 

Æ_ 

178.40 

26.32 

12.74 

10.59 

17.54 

8.32 

£ 

0.82 

0.74 

0.60 

0.44 

3.20 

0.59 

Probability 
of £ 

0.45 

0.48 

0.55 

0.65 

0.05* 

0.56 

Sum of 13 Criterion-
Referenced TTCT 
Measures 3.26 0.37 0.69 

Sum of STAI 
A-State 40.08 0.34 0.72 

Sum of Drawings 
Scores by Panel 

Elaboration Scores of 
Drawings as Rated 
by Panel 

Originality Scores of 
Drawings as Rated 
by Panel 

5.08 

1.59 

0.99 

2.04 

2.43 

1.13 

0.14 

0.98 

0.33 

^Not used for analysis. Did not meet assumption of homogeneity of 

slopes. 

«f£<.05, 
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Table 13 
Summary of £-Ratios and Probability Levels for Differences Within 

Groups Test for Homogeneity of Slopes Using Pretest as 
Covariates on Follow-Up Scores 

Dependent Variable 

Sum of TTCT Norm-Referenced 

Scores 2.35 0.11 

Fluency 4.13 0.02* 

Originality 2.56 0.09 

Abstractness of 

Titles 0.22 0.81 

Elaboration 0-56 0.58 

Resistance to Premature 

Closure ^ A9 0.62 
Sum of 13 Criterion-Referenced 
Variables TTCT 0-55 0.58 

Sum of STAI A-State O-O^ 0-96 

1.55 0.22 
Sum of Drawing Scores 
of Panel 

Elaboration Scores of 
Drawings by Panel 

Sum of Originality Scores of 
Drawings by Panel 

1.39 0.26 

0.56 0.57 

*£<.05. 
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The ĥ rpothesis of no signiflcant differences across treatment 

groups on variables measured by the TTCT was accepted for the remain-

ing five dependent variables. Table 12 shows the results of the 

analysis of covariance using pretest scores as covariate with the 

follow-up scores. The means, standard deviations, and adjusted means 

for these five remaining measures are reported in Tables 5, 7, 8, 

10, and 11. There were no significant effects due to treatment on 

follow-up measures for the Sum of Five Norm-Referenced Creativity 

Variables, £ (2, 50) = .82, £>.05; Figural Originality, £ (2, 50) 

= .60, £>.05; Abstractness of Titles, £ (2, 50) = .44, £>.05; Resist-

ance to Premature Closure, £ (2, 50) = .59, £>.05; and the Sum of 

Thirteen Criterion-Referenced Measures, £ (2, 50) = .37, £>.05. 

These results appear in Table 12. 

Ratings of subject drawings. It was hypothesized that there 

would be no significant difference between the ratings of subject 

drawings for Creative Elaboration, Originality, or Total Score 

across treatment groups as rated by the judging panel. Tables 

14-16 report the means, adjusted means, and standard deviations of 

these measures. 

There were no significant effects on posttest scores due to 

treatment for the panel's Sum of Drawings Scores, £ (2, 50) = .87, 

£>.05; Creative Elaboration, £ (2, 50) = .47, £>.05; or Originality, 

£ (2, 50) = .93, £>.05. Refer to Table 4. 

There were no significant effects on follow-up scores for the 

panel's Sum of Drawings Score, £ (2, 50) = 2.04, £>.05; Creative 

Elaboration, £ (2, 50) = 2.43, £>.05; or Originality, £ (2, 50) = 
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Table 14 
Means and Standard Deviations of Pretest, Posttest, and Follow-Up 
Measures of the Sum of the Elaboration and Originality Score 

of Subject Drawings as Rated by Judging Panel 

Measures 

Group 1 Group 2 Group 3 
Control Music Music and Relaxation 
(N = 15) (N = 17) (N = 22) 

Pretest 

Mean 

SD 

4.26 

1.54 

3.27 

1.87 

4.27 

2.25 

Posttests 

Mean 

SD 

Adjusted Means 

4.64 

1.51 

4.56 

3.90 

1.53 

4.07 

4.48 

2.06 

4.40 

Follow-Up 

Mean 

SD 

Adjusted Means 

5.04 

1.42 

4.94 

3.91 

1.58 

4.13 

4.34 

1.91 

4.24 
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Table 15 
Means and Standard Deviations of Pretest, Posttest, and Follow-Up 
Measures of the Sum of the Elaboration Rating of Drawings by 

Panel to Treatments of Control, Music, 
Music and Relaxation 

Measures 

Group 1 Group 2 Group 3 
Control Music Music and Relaxation 
(N = 15) (N = 17) (N = 22) 

Pretest 

Mean 

SD 

2.26 

0.70 

2.08 

1.03 

2.27 

1.18 

Posttests 

Mean 

SD 

Adjusted Means 

2.57 

0.71 

2.56 

2.29 

0.75 

2.32 

2.48 

1.05 

2.48 

Follow-Up 

Mean 

SD 

Adjusted Means 

2.80 

0.73 

2.78 

2.17 

0.92 

2.21 

2.38 

0.88 

2.36 
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Táble 16 
Means and Standard Deviations of Pretest, Posttest, and Follow-Up 
Measures of the Sum of the Originality Rating of Drawings by 

Panel to Treatments of Control, Music, 
Music and Relaxation 

Measures 

Group 1 Group 2 Group 3 
Control Music Music and Relaxation 
(N = 15) (N = 17) (N = 22) 

Pretest 

Mean 

SD 

2.00 

0.96 

1.19 

0.95 

2.00 

1.22 

Posttests 

Mean 

SD 

Adjusted Means 

2.06 

0.94 

2.01 

1.60 

1.03 

1.71 

2.00 

1.17 

1.94 

Follow-Up 

Mean 

SD 

Adjusted Means 

2.24 

0.84 

2.16 

1.74 

0.85 

1.90 

1.97 

1.15 

1.89 
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1.13, £>,05, See Table 12. 

The iaterscorer reliability of the three-judge panel was 0.86 

for the Total Score, 0.87 for Elaboration, and 0.84 on the Origin-

ality ratings. 

A-State Anxiety measure. There were no significant effects on 

the A-State Anxiety level as measured by the STAI, either on the 

posttest scores, £ (2, 50) = 2.83, £>.05, or on the follow-up scores, 

£ (2, 50) = .34, £>.05. Refer to Tables 4, 12, and 17. 

Summary of Results 

Significant effects were found using the pretest as covariate 

with the posttest creativity variables as measured by the TTCT. 

The music background and relaxation training group exhibited signifi-

cance for the variables of the Sum of the Five Norm-Referenced Crea-

tivity Variables, Figural Fluency, and Figural Originality. 

Significant effect was found using the pretest as covariate 

with the follow-up measures of the TTCT. The music treatment group 

appeared to have the significant effect on the follow-up measure 

of Figural Elaboration. 

There was no significant difference between ratings of subject 

drawings across treatment groups using the pretest covariate with 

the posttest or follow-up measures. 

There were no significant effects on the A-State Anxiety level 

as measured by the STAI. This was a check on the process variable, 

relaxation. 
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Table 17 
Means and Standard Deviations of Pretest, Posttest, and Follow-Up 

Heasures of A-State AmdLety Scores for Treatment Groups of 
Control, Music, Music and Relaxation 

Héasures 

Group 1 Group 2 Group 3 
Control Music Music and Relaxation 
(N = 15) (N = 17) (N = 22) 

Pretest 

Hean 

SD 

37.93 

8.28 

35.82 

9.23 

37.73 

8.06 

Posttests 

Hean 

SD 

Adjusted Means 

43.27 

12.02 

43.03 

36.82 

8.06 

37.26 

36.86 

7.77 

36.69 

Follow-Up 

Mean 

SD 

Adjusted Means 

40.40 

11.62 

40.04 

38.12 

12.09 

38.77 

40.91 

11.11 

40.65 



CHAPTER IV 

DXSCUSSION 

The two hypotheses tested dealt with the stimulation of figural 

creativity by two components of Lozanov*s Suggestopedia, music back-

ground and relaxation training. The subjects in the study were uni-

versity students enrolled in a second semester art department drawing 

class. If the figural creativity of drawing students can be affected 

by relaxation training and/or music background there may be implica-

tions that these stimuli may provide similar positive effects on 

creative production in other areas. It appears that the principles 

underlying the theories of creativity, music, and relaxation are 

compatible. 

A compromise experimental group design (Kirk, 1973) was used 

for this study. The statistical method of analysis of covariance 

(ANCOVA) was utilized to help determine the effects for the treat-

ment groups of Control, Music, and Music and Relaxation. Analysis 

of covariance using pretest scores on posttest scores and pretest 

scores on follow-up scores was used to test for the effect of treat-

ments. Five separate norm-referenced variables, the sxjm of the five 

norm-referenced variables, the total score of thirteen criterion-

referenced variables derived from raw scores on the TTCT, and ratings 

of drawings comprised the measures of the dependent variable, figural 

creativity. Fifty-four university students enrolled in art depart-

ment second semester drawing class served as subjects of the research. 

The subjects were pretested prior to five weeks of treatment and 
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then were given posttests. After seven weeks of no treatment, follow-

up measures were obtained. The STAI was used to assess the effect 

of relaxation training. 

It was hypothesized that there would be no significant differ-

ences in creativity variables across treatment groups as measured 

by the TTCT. The null hypothesis was rejected on three figural cre-

ativity variables exhibiting significant difference using the analy-

sis of pretest scores as a covariate on the posttest scores. There 

were significant effects due to treatment for the Sum of the Five 

Norm-Referenced Variables, Figural Fluency, and Originality. The 

Music and Relaxation training treatment group had the significant 

effects, with music treatment having the next greatest effect, and 

the control showing the least effect. Perhaps the relaxation train-

ing and rausic background treatment achieved significant results due 

to the nurturing effect afforded to the environment within and with-

out the subject. Relaxation training was intended to help mentally 

relax and center the subjects' attention within themselves and the 

classroom. The music background served to soothe and help relax, 

as well as to mask intrusive noises outside the classroom environ-

ment. This enhanced environment may have stimulated the figural 

creativity of the subjects. There may have been an additive 

treatment effect when music background was combined with relaxa-

tion training. This combination of treatment may be responsible 

for the significant results obtained with that treatment group. 
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The null hypothesis conceming no significant differences on 

the five reoaining TTCT measures was accepted using the analysis of 

preteat scores as a covariate with posttest scores. There were no 

significant effects on the creativity variables of Abstractness of 

Titles, Figural Elaboration, Resistance to Premature Closure, or the 

Sum of the Thirteen Criterion-Referenced measures. An issue related 

to the accuracy of measurement was the reluctance of many of the sub-

jects to write titles for each of their figural drawing responses. 

This action was contrary to clear and concise instructions read from 

the test manual to the subjects. These omissions lowered raw scores 

and possibly affected accurate measurement. The reason for this 

lack of response on the TTCT is unclear, but it may partially explain 

the absence of any significant differences on the creativity variable 

of Abstractness- of Titles. 

The null hypothesis of no significant differences across treat-

ment groups on all figural creativity variables measured by the 

TTCT was accepted, except for one variable, using the analysis of 

pretest scores with follow-up scores as a covariate. Analysis of 

covariance using the pretest score as the covariate on the follow-

up score showed significant effect on the single variable, Figural 

Elaboration. The Music treatment had the significant effect followed 

in order by Music and Relaxation Training, and then Control. There 

were no other significant effects due to treatment on the Sum of the 

Five Norm-Referenced measures, the Sum of the Thirteen Criterion-

Referenced measures, or the variables of Originality, Abstractness 

of Titles, or Resistance to Premature Closure measures on the TTCT. 
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It is unclear why the single variable showed significant effect on 

the follow-up measure. No treatment was provided during the seven 

weeks prior to the follow-up measure. All of the significant effects 

of treatment demonstrated on the posttest measure did not appear to 

have the strength to effect creativity when treatment was not in use. 

It may be inferred that relaxation training and/or music treatment 

sets up a process which allows creativity to flourish. Possibly, 

in the absence of treatment the process effect ceases. Perhaps the 

individual treatments or the combination of the two treatraents are 

more process oriented than product oriented. 

The hypothesis that predicted no significant difference between 

the ratings of subject drawings across treatment groups was accepted. 

The drawings were rated for creative Elaboration, Originality, and 

Total score by a panel of three highly qualified judges, and exhib-

ited no significant difference. The interscorer reliability of the 

judges on the Total Score rating was 0-86, for the Elaboration score 

0.87, and 0.84 on the Originality rating. This appears to be a very 

solid interscorer rating for this type of panel rating. There were 

no significant effects on the posttest or follow-up measures as com-

pared to the pretest on any of the three drawing ratings. 

The absence of any significant differences between treatment 

groups from the rating scores of the drawings may be explained, at 

least partially, by the type of directions given for the drawings. 

The instructors assigned the subjects a three hour drawing for the 

pretest, posttest, and follow-up periods with the directions to 

"Draw soraething creative." No further instructions were offered. 
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Members of the rating panel and two of the instructors spontaneously 

offered the observation that the directions' lack of structure may 

have proven frustrating to the students. The directions used in 

the study lacked the structure used in regular class assignments. 

Regular assignments specify the media, such as charcoal, and the 

subject matter, such as a full figure drawing. Further, it may be 

that the lack of emphasis on grade importance attached to the draw-

ings done for this study may have produced subject drawings which 

lacked effort and interest. Perhaps the intrinsic rewards of draw-

ing were submerged by the subjects' seeing themselves more as stu-

dents in a class, rather than viewing themselves as artists. One 

instructor spontaneously volunteered the opinion that the drawings 

made for term projects were greatly superlor to the drawings made 

for the study. However, all treatment groups received the same 

instructions and worked under the same time constraints. 

There were no significant effects on the A-State anxiety level 

across treatment groups as measured by the STAI on either the post-

test or follow-up scores. This score was intended to measure "the 

A-State scale increase in response to various kinds of stress and 

decrease as a result of relaxation training" (Spielberger, Gorsuch, 

& Lushene, 1970). Measured results were not significant; however, 

spontaneous subjective comments did indicate some positive effect 

of the relaxation training portion of the treatment. Some subjects 

receiving the relaxation training remarked: "I've had trouble sleep-

ing for months, now I just relax, and then sleep all night"; "I am 

able to concentrate better when I relax"; "The relaxation exercise 
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and the peaceful music are so soothing that I am able to concentrate 

on ny drawings"; "I like to use the relaxation time to forget the 

hurry and pressure outside of my class." Both mental and physical 

type relaxation training exercises were used for the Music and Relax-

ation treatment. The reason for the inclusion of both types of 

relaxation is exemplified by a subject*s comment, "Sometimes the 

relaxation worked great, other times not so good, but I understand 

that different things work for different people." Other subjective 

measures of the extent of relaxation achieved by the subjects were 

observations made by the relaxation training leader. The decrease 

in the depth and number of respirations, release of muscle tension 

around the eyes and lips, and the reluctance of most subjects to 

end the relaxation session indicated the existence of a strong ef-

fect immediately following the procedure. If STAI measures had been 

taken during the class and following the twenty minute relaxation 

session, the scores may have indicated a significant difference. 

The STAI was administered to all treatment groups prior to class 

on the testing days. This arrangement provided a twenty-four hour 

gap between the previous relaxation period and testing. In discus-

sing test-retest reliability Spielberger, Gorsuch, & Lushene (1970) 

cite changes in STAI scores due to the intervening "Influence of 

situational factors" in as little as one hour. There appears to 

be a difficulty in measuring the rather transient effect of relaxa-

tion across treatment groups. Further use of this instrument, and 

variation of design are needed before these measurement issues can 

be completely resolved. 
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Adversive Conditiona 

Ovarall attrition of subjects from the art classes involved 

in treatnent did not appear abnormal in the instructor's opinion. 

Most subjects left the classes after signing consent forms but before 

treatment commenced. There was a planned two week delay before start-

ing treatment. This delay was to allow for usual change of classes 

encountered at the first of a semester. However, the 29% attrition 

of subjects from the music group could have effected the results. 

See Table 3. No students withdrew from instructor #3*s music treat-

ment group. All subject attrition from the combined classes forming 

the music treatment group occurred in instructor #2*s class. Possibly 

instructor #2*s initial class orientation influenced the subjects' 

decisions to withdraw. The instructor heavily emphasized the large 

amount of work required to pass the class. 

Adversive conditions encountered during the research treatment 

periods may have diluted or negated some significant differences. 

One adversive condition was due to excessive intrusive noise from 

adjoining classes next to and above the treatment classrooms. The 

classes in the art department basement have very poor sound insula-

tion. The interior of the art building was painted during the five 

weeks of treatment before the posttest measurement. The smell of 

fresh paint and the noise of the painters may have been distracting. 

Although they voluntarily signed consent forms to participate in 

the study, two students exhibited negative attitudes and seemed to 

seek to damage the study through negative comments during the first 

few days of treatment. One student was in the Music and Relaxation 
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Training treatænt group, and the other in the Music treatment group. 

Their neutrality was enlisted. No such instances were encountered 

in the Control group. It is not known what effect these students* 

actions had on their peers involved in the study. The variables 

exhibiting significant difference may be considered fairly strong 

in impact in the light of the adversive circumstances occurring dur-

ing the study. The impact of those conditions on figural creativity 

variables showing no significance is not known. Further studies 

would help answer this concem. 

This study lends tentative support to the hypothesis that the 

music and relaxation components of Lozanov's technique are compati-

ble with the stimulation and nurturance of creativity. The findings 

in this study support the following conclusions: 

1. There are differences favoring the Music and Relaxation 

Training treatment compared with subjects receiving Music 

treatment, or Control on three out of ten measures of 

figural creativity on the pretest on posttest measures. 

2. There are differences favoring Music treatment between 

subjects receiving Music treatment, Music and Relaxation 

Training treatment, and Control no treatment on one out of 

ten measures of figural creativity on the pretest on follow-

up measures. 

Because significant interaction effects were not consistent across 

all independent variables, and due to design limitations the conclu-

sions drawn from this study are tentative. 



63 

Future Directíons for Researeh 

Design limitations and weaknesses of this study implicate some 

future directions for research. Improvements would include the use of 

a larger number of subjects, and the indusion of a fourth treatment 

group using only relaxation training. A relaxation training treatment 

group would help identify if an additive effect is occurring from the 

combination of music background and relaxation training as a treatment. 

Random assignment of subjects to treatment groups would be ideal for 

further replications. Future replications could include other inde-

pendent variables such as academic achievement and socio-economic 

status. Extemal validity of further studies could be enhanced by 

including the independent variable of sex. Much of the literature is 

divided conceming the impact of sex on creativity. Heintz's (1977) 

review of the literature on creativity and sex found less differences 

between high female creatives and high male creatives and greater 

differences between low and high creative individuals. The study of 

low and high intelligence, as it affects creativlty, could enhance 

this study. Getzels and Jackson's (1962) extensive work conceming 

creativity and intelligence indicates this as a fertile area for 

further study. Attention should be given to the development or selec-

tion of an instrument to evaluate the existence of the relaxation 

response. As an aide to securing drawings which reflect good effort 

on the part of the subjects, structured directions and some form of 

concrete reinforcement should be considered. 

Although tentative, results of this study suggest the use of 

relaxation training and music background as a method for achieving 
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pofiitive figaral creative stioulation. the relative simplicity of 

the treatmeiit aay lend itself to adaptation to diverse curricula, 

individual má group aituations. The question of how to aide sub-

jects in the estáblishDent of a relaxed, creative, nurturing environ-

nent vithin and without the person may need greater understanding 

by educators, psychologists, and individuals interested in fostering 

creativity. 
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Appendix A 
Means sad Standard Deviations of Age and Grade Point Average for 

Treatment Groups of Control, Music, Music and Relaxation 

Group 1 Group 2 Group 3 
Control Music Music and Relaxation 

Measures (N = 15) (N = 17) (N = 22) 

Age 

ttean 19.12 19.12 21.36 

SD 1.27 1.27 5.14 

# 

Grade Point Average 

Mean 

SD 

2.86 

0.51 

2.77 

0.43 

2.61 

0.55 
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Appendix B 
Letter to Instructors 

Attached to this cover letter is an explanation of a research project 
that I have cleared with Jim Broderick and Jim Howze which is to be 
initiated this spring semester. 

Art instructor participation in this study is, of course, voluntary. 

There will be a $25.00 honorariiim per class for the recognition of 
professional services of the instmctor. The treatment groups con-
sist of two classes. Two single classes for control groups are needed, 

This experiment is in n£ way an evaluation of the individual instruc-
tor, or a comparison of instructors. The data collected for statis-
tical analysis is pooled. Students' performance is evaluated blindly 
and the results are also pooled. 

The purpose of this study is to determine the effects of relaxation 
training and music background upon figural creativity. 

There is minimal class time required for the treatment procedure. 
Approximately 15 minutes at the beginning of the class and three 
separate 1 hour sessions are needed to test and gather data. Treat-
ment lasts for only 5 weeks. 

I am excited about the possibility of finding some significant 
results from this study in drawing classes. I would welcome the 
opportunity to talk with you about the possibility of securing your 
assistance. 

Dr. Marvin Moon is my contact person in the art department. Please 
feel free to contact him, or me for further information. My home 
phone number is 796-2577. 

Thank you. 

Jim Gamble 
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:rí> Appendix C 
CONSENT FORM 

I hereby give my consent for my participation in the project 
entitled The Effects of Relaxation Training and Music Upon Creativ-
ity". I understand that the person responsible for this project is 
Jsmes A. Camble (796-2577) , and that his faculty sponsor is Dr. Gerald 
p. Parr (742-2373). I understand that the purpose of this project 
is to determine the effects of relaxation training and music back-
ground upon figural creativity. I understand that this project 
involves giving James A. Gamble my permission for participation 
in one of three experimental treatment groups: relaxation training 
and music background, music background only, or the no-treatment 
control. I understand that this project involves giving my permis-
sion to take the Torrance Tests of Creative Thinking Form A and B 
of the Figural battery, and the State-Trait Anxiety Inventory, and 
to have drawings evaluated. 

I understand that my answers on questionnaires, tests, inven-
tories, and evaluations of drawings are confidential. I understand 
that my name will not be attached to any reported results and that 
this project is concerned with ratings and scores of art students 
as a group, and not with ratings and scores of individuals. 

I understand that James A. Gamble and/or Dr. Gerald D. Parr, 
the sponsoring faculty member, agree(s) to answer any inquiries I 
may have conceming the procedures and that I may contact the 
Texas Tech University Institutional Review Board for the Protection 
of Himian Subjects by writing them in care of the Office of Research 
Services, Texas Tech University, Lubbock, Texas 79409, or by calling 
742-3884. 

I understand that relaxation training is natural, safe, harmless 
without negative side effects (except those having some forms of epi-
lepsy and diabetes) . I understand that I am not to take part in the 
relaxation training portion of this project if I have epilepsy or 
diabetes. If I wear hard contact lenses, I will remove them or not 
participate in thís experiment. 

If this research project causes any physical injury to you, 
treatment is not necessarily available at Texas Tech University or 
the Student Health Center, nor is there necessarily any insurance 
carried by the University or its personnel applicable to cover any 
such injury. Financial compensation for any such injury must be 
provided through your own insurance program. Further information 
about these matters may be obtained from Dr. J. Knox Jones, Jr., 
Vice President for Research & Graduate Studies, telephone 742-2152, 
Room 118, Administration Building, Texas Tech University, Lubbock, 
Texas 79409. 
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I understand that I may not derive therapeutic treatment from 
participation in this study. I understand that I may discontinue 
this study at any time I choose without penalty. 

Signature of Participant: Date: 

Signature of Project Director: pate: 

Signature of Witness; Date: 
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Appendix D 

CONFIDENTIAL 

Demographic Information Sheet 

Project: The Effects of Relaxation Tralning and 
Background í̂usic Upon Creativity 

Name: , , Age 
last first m.i. yrs. mths 

Local Telephone Number: -

Sex: Male Female 

Major field of Study... 

Minor field of Study... 

Classification Freshman , Soph. , Jr. , Sr. 

Which group did you participate in? 

Control no-treatment group 
Music treatment only group 
Relaxation Training & music treatment group 

Ethnic Origin: 

Black 
White, but not Hispanic 
Hispanic 
Oriental 
Amer. Indian 
Other 

What is your current estimated grade point average? ĝpa. 

Starting with the oldest child as #1, you are the # child in a 
family of if of children. 

On a scale of 1 to 5 please rate yourself as a creative person: 

(circle a #) 

1 2 3 4 5 

(low) (ave.) (high) 

Please rate the socio-economic status of your family: (circle a #) 

1 2 3 4 5 
(low income) (ave. income) (high 

income) 
If you have any positive comments or criticisms concerning this project, 
please write them on the back of this questionnaire. 

THANK YOU î for sharing your time, information, and talent. 
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Appendix E 

Treatment Day and Music Selection Used in 
Music Treatment and Music and 
Relaxation Treatment Group 

Treatment Day 
number: 

one 

two 

three 

four 

five 

six 

seven 

eight 

n m e 

ten 

"Music for Meditation I" 
"Music for Meditation II" 
(Tom Scott) 

"Light Love and Pox<rer" 
(Joel Andrews) 
"Inside" 
(Paul Horn) 

"Ambient One" 
(Brian Eno) 

"Zodiac Suite" 
(Steven Halpren) 

"Sacdev in Concert: 
Raga Bhupali" 
(Sachdev) 

"Willow Weep for Me" 
(Wes Montgomery) 
"Whispering Grass" 
(Hank Crawford) 

"Intimate Strangers" 
(Tom Scott) 
"Hideaway" 
(David Sanborn) 

"Spectrum Suite" 
(Steven Halpren) 

"The Violet Flame" 
(Joel Andrews) 

"Baroque Guitar" 
(Julian Bream) 
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DRAWING RATING SHEET 

81 

Judge # 

* Student ídentification number: 

Éating nstructions: Circle the number indicating your rating. 

1. 
2. 
3. 

'»0" = the lowest possible score 
"2" = average score 
"4" = the highest possible score 

Elaboration: Imagination and expositlon of detail as a creative 
function. The addition of pertinent detail (idea) 
to the original idea such as shading, decoration, 
major variation of design to the original idea and 
to the surrounding space. 

Originality: The special quality of a drawing which makes it 
different or unique in reference to other projects. 
The concept of creative strength which requires 
intellectual energy to produce an idea which goes 
beyond what is leamed, practiced, habitual, obvi-
ous and common place. 

0, 

Total score: 
(Sum of elaboration & originality scores) 
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Appendix G 

Relaxation Training Transcript Treatment Day #1 

Instructions: 

Rønove your hard contact lenses and glasses. Remove any jewelry 
and loosen clothing that may cause discomfort. Find a spot that 
feels good to sit on, someplace that is relaxing. Move your body 
around until you feel comfortable and light. This is an activlty 
in which we focus attention on our breath. As you become comfortable, 
begin paying attention, begin counting each breath, each time you 
breathe in counting to five, then starting again with one. When 
your mind wanders, bring it gently back to one and start again. 

(Pause for one minute.) 

All of our minds wander, and this exercise helps us become aware of 
when it*s happening. As long as you know that it's wandering, you 
can have more control over where it goes. Relaxed concentrated power. 

(Pause for thirty seconds.) 

You may wish to concentrate your attention on the sounds and 
noise outside of this room, or you may choose to use the outside 
noises as a signal to become even more relaxed. Listen only to the 
sound of my voice. 

(Pause for fifteen seconds.) 

As we do the muscle relaxation exercise together you may wish 
to keep your eyes open, or if you choose you may feel even more com-
fortable with your eyes closed. This exercise allows us to experi-
ence the difference between tension and relaxation. 

(For each of the following muscle groups. Tense for 5 seconds 
and follow with 20 seconds of feeling the flow of relaxation. Repeat 
3 times and move to the next muscle group.) 

1. Clench and hold tight both fists. Hold. Relax. Feel the 
flow of relaxation into your hands. 

2. Bend your hands back up towards the top of the arms. 
Stretching the fingers and wrists. Hold. Relax. 

3. Bend the elbows and fingers of both hands to your shoulders 
and tense the bicep muscles. Hold. Relax. 

4. Reach out in front of you with both arms. . . stretch like 
a lazy cat or dog. Tense. Now relax. Extend your arms 
again and move them over your head. Stretch for the sky. 
Hold it. Relax, let your arms gently fall to the sides. 

'IIJML:^ 
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Imlaxing, comfortable feelings. 

5. Wrinkle your forehead. Raise your eyebrows. Hold. Now 
release, relax. 

6. Hake a frown and lower your eyebrows. Hold. Relax. 

7. Draw back the comers of your mouth in a wide grin. Hold. 
Release. Now purse your lips, screwing up your whole face. 
Tighten. Relax. 

8. Clench your jaws. Hold. Relax. 

9. Bring your tongue upward and press it against the roof of 
your mouth. Feel the tension. Relax. Feel' the drain of 
tension. 

10. Press your lips tightly together. Feel the tension. 
Release, relax. 

11. Press your head backward. Slowly roll to the right. Now 
shift and roll to the left. Straighten. Relax. Feel ten-
sion drain away, away from your neck. 

12. Bend your head forward, press your chin against the chest. 
Hold. Straighten and relax. 

13. Bring your shoulders upward toward your ears, shrug, and 
move your shoulders around. As you slowly exhale, relax. 

14. Take a deep breath, hold it, and tense the chest muscles. 
Slowly exhale. Relax. 

15. Tighten your stomach muscles, make the abdomen muscles hard. 
Hold. Relax. Relax and let your stomach stick out. 

16. Arch your back. Hold the tightness. Relax. 

17. Tighten your hips. Hold. Relax. 

18. Press your heels down as hard as you can. Now flex your 
thighs. Hold. Relax. Feel the flow. Savor the sensation 
of relaxation. A calmness. 

19. Stretch both legs out and point the toes away from your face 
Tense your calves. Hold. Release, relax, flow. 

20. Gently curl your toes toward the floor. Not too hard. Hold 
Relax. Good feelings of release. 
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21. ^mf relax all of the muscles in your body. Let all muscles 
go limp as tension drains from you. A pleasant, heavy, 
sinking, perfect temperature of complete and total relaxa-
tion. 

22. Scan your body for any place which may still feel tension. 
Tense that place. Release. Feel the relaxation flow in 
as the tension drains out and away. 

23. Savor the feeling of relaxation. Your relaxation. The 
comfort. Breathing in relaxation. Breathe out left over 
tenseness. A pleasant heavy feeling over all of your body. 

24. The power of making no effort. Relaxing by letting it 
happen. Safely and effortlessly letting go. Without ef-
fort. Relaxation. Complete and total relaxation. 

(Pause for two minutes.) 

As you are ready, there is no hurry, return your attention to 
the sound of my voice. As we prepare to retum from experiencing 
relaxation; 

1. Begin to feel a stirring, a movement of feeling in your 
feet and toes. 

2. A retuming of feeling, lightness to the calves, knees, 
a flowing into the thighs. 

3. Hips, lôwer back, and stomach retuming. A little movement, 
a stirring. 

4. Awakening of the upper back, and chest. 

5. As alertness begins to flow into the hands, arms and 
shoulders. Feeling lightness returning. 

6. Bring back with you the feeling of rested relaxation. Bring-
ing back to the class concentrated energy. Energy to draw, 
create, and enjoy the day. 

7. Movement in the neck, face, and head. 

8. No hurry, in your own time slowly returning from complete 
relaxation. Knowing that the next time you choose to relax 
you may do so, even more quickly, and even more deeply. 

9. Taking all the time you need. Remaining quiet. Finally 
opening your eyes and returning to your adult fully awakened 
state of consciousness. 
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Appendix H 

Relaxation Training Transcript Treatment Day #2 

Note: Use a very slow smooth pace with frequent pauses. 

Remove your hard contact lenses and eye glasses. Please remove 
any Jewelry, and loosen any clothing that may cause discomfort. You 
may wish to slip off your shoes. 

Find a spot that is comfortable. Wiggle around, sit in a relaxed 
position wxth your arms and legs uncrossed. Getting ready to experi-
ence the release of feeling relaxed. 

I have a friend that is going to the Virgin Islands tomorrow. 
He is going to sit on the beach, notice the calm lapping of the crys-
tal water of the waves, of the safe blue ocean, ebb and flow upon 
the sand. He experiences, feels, the bathing refreshment of the 
tropical sun's comfort as it bathes the entire body. A flowing down 
over the body. 

I wonder that if in your mind's eye you have a tropical beach, 
a meadow, a room, a place. Some place that is a special place, com-
fortable, relaxing. A special pleasant relaxing place that is all 
your own. 

(While talking the leader has shut his eyes. The subjects 
follow the cue.) 

Perhaps you can now, in your mind's eye, see, experience, feel 
your relaxing special place. A safe quiet pleasant place. 

(Pause two minutes.) 

As you enjoy your special place, I wonder if you can notice the 
colors, the smells. Are you alone? Are there noises? What is in 
front of you? What is behind you? What is to the right, to the 
left of you? A comfortable relaxing special place. A private relax-
ing place. Your place. 

Attend to the smells, sights, anything you wish. The feeling 
of relaxation, deeper and heavier, complete relaxation. 

(Pause one minute.) 

I wonder if it is possible to become even more relaxed. As I 
count down from 1 to 3. 1, heavy. 2, going down. 3, deeper, relaxa-
tion. Total relaxation. 

(Pause one minute.) 
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This special place is yours. Yours to use anytime you wish to 
feel the release of tension, the rested feeling and energy of relaxa-
tion. These special, calm, open feelings belong to you. 

(Pause 15 seconds.) 

As we prepare to leave our special places, slowly attend to 
your breathing. Notice your breath as it slowiy enters and leaves 
your body. Floating with the music 

In your own time and way prepare to slowly quietly retum. 
Retum from relaxation, the special place in your mind's eye. Bring 
back the refreshing, rested, calm, and open creative energies. Crea-
tive energy that.may accompany you throughout this class, this day 
and evening. 

Becoming fully alert as I count up from 3 to 1. 3, a deeper 
breath. 2, tingling sensations in the muscles, a little movement. 
1, slowly retuming to your creative adult wakening consciousness. 

(Quiet waiting.) 

Are there any comments? 
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Appendix I 

Relaxation Training Transcript Treatment Day //3 

^ As we prepare to relax remove your glasses or contact lenses. 
Remove any jewelry, or loosen clothing which may cause you discom-

Sit in your chair any way that feels comfortable to you. Begin 
to relax and let your mind wander. Do not try to think of anything 
specific Just settle back and begin to relax. Juggle your arms 
and Xegs around, up and down, and let them drop loosely. Feet flat 
on the floor. Allow you arms and hands to rest comfortably in your 
lap or on your legs. Slowly rotate your head around several times 
in easy loose, wide circles. As you take a deep breath let your 
eyes slowly close. Exhale very slowly as you relax. Take in three 
deep breaths and exhale very slowly. Continue to relax and float 
with the background music The feeling of floating down through 
your chair, downward, down, down. A heavy, good feeling of relaxa-
tion. Feel, sense how relaxed you are. Relaxed and comfortable. 

(Pause 15 seconds.) 

Think of the word "relax" as you breathe out. Increasing feel-
ings of relaxation as you breathe out. Now, breathe deeply, slowly, 
regularly. Inhale, filling with air. Gently hold, and say to your-
self as you exhale "relax." Breathe in through your nose. Inhale, 
hold, and say "relax" to yourself as you exhale. Feel your lungs 
fill with air as you slowly inhale. Experience the sensation of 
the slow fall of your stomach as you slowly, relaxingly let the 
breath leave your lungs. Your whole body is now becoming more, even 
more relaxed. A calm, tranquil, peaceful mind and body. 

(Pause 15 seconds.) 

You may choose to resist the soothing feeling of deep relaxation, 
or you may wish to feel even deeper, deeper, more relaxed. Whichever 
you wish. The effortless achievement of relaxation. 

(Pause 15 seconds.) 

As you breathe slowly and deeply, concentrate on the relaxation 
sensation as I talk to you. Notice the warm sensation that flows over 
you as you relax. Savor and enjoy that flowing. Notice how complete, 
full relaxation feels. Attend to any parts of your body which may 
not be completely relaxed. Gently concentrate on releasing and let-
ting go of tension to the flow of relaxation. 

(15 second pause.) 
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At times it is helpful to concentrate your thoughts on a quiet 
pleasant scene. Any safe, pleasant, comfortable scene will do. 
It can be a lake, a green pasture, trees, a blue sky with fluffy 
floating clouds, a beautiful mountain, a stream. Waves of relaxa-
tion from head to toe. In your own way relax only as completely 
as you can. 

(15 second pause.) 

In a relaxed state, you may experience a feeling of well-being 
which allows you to release creative ideas more easily. You are 
more and more receptive to new ideas. You can think more clearly 
and concentrate more easily. You will experience a new flow of 
creative ideas. 

(Pause 10 seconds.) 

Now, I am going to count from 5 to 1. Count up from feeling 
deeply relaxed to an alert and aware state. While maintaining your 
relaxed and tranquil feelings. At the count of one, let your eyes 
open and retum to your normal adult waking state of consciousness. 
5-4-3-2-and-l. You will feel wide awake, creative, and energetic 
This day and evening will go better and easier. 



89 

Appendix J 

Relaxation Training Transcript Treatment Day #4 

Remove any jewelry, or loosen clothing which may cause you dis-
comfort. Before we begin to relax, remove your contact lenses or 
glasses. 

Sit in a position that feels comfortable to you. Getting very 
comfortable. As you close your eyes listen to the flowing music 
Begin to relax. Concentrate your thoughts withln this room, within 
yourself. If you choose, listen to the noises outside of this room, 
or concentrate only on the sound of my voice. I don't know which 
you will choose. 

(Pause 10 seconds.) 

Imagine that you are in the middle of a beautiful meadow. In 
your mind's eye see yourself lying on your back on the grass. The 
temperature is perfect, not too warm, not too cold, just right. 
Comfortable, relaxed while lying on the grass on a summer day. At 
ease with yourself. Far away on the horizon appears a small white 
cloud floating gently across the blue sky. 

(Pause 15 seconds.) 

You are at peace with yourself, relaxed, watching the cloud 
slowly drift toward you. After awhile the white cloud stops directly 
over you. Perhaps, you can imagine projecting yourself into the 
safe, calm white floating cloud. You are the white cloud, a little 
white cloud floating over the meadow, calm and relaxed. See your-
self as the little white cloud, peaceful and at ease, relaxed, open, 
looking down on the beautiful green meadow. Savor and enjoy the 
feeling of floating deep relaxation. The safety of release to 
effortless relaxation. 

(Pause 30 seconds.) 

As you are ready, let the little white cloud that you have 
joined drift slowly back to the place where you were on the grass 
in the meadow. The cloud mists back upon the grass. You leave the 
little white cloud. Feel the coarseness of the grass as you again 
lie upon your back. Watch the cloud float back up into the sky and 
lazily drift back towards the horizon. Peaceful, hea\^, relaxed 
feelings. 

(Pause 10 seconds.) 

At the edge of the meadow is a small cottage. This cottage is 
available for anyone to enter. As I count from one to three you may 
become even deeper relaxed. 1-2-3. Perhaps you can see yourself 
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wmlking to the cottage door. Reaching for the door handle, tuming 
the latch, and safely entering a unique room. A room with walls 
covered with drawers. Look around the room. 

(Pause 15 seconds.) 

Drawers filled with new, creative, innovative ideas for drawing. 
Your ideas, ideas that incubate and combine in your creative mind. 
Drawers, which when opened offer new creative ideas. Perhaps your 
creative power will share a new idea with you as you open a drawer, 
now. 

(Pause 15 seconds.) 

These drawers of creative ideas are yours. Yours to use when-
ever you choose. You may have opened a creative idea now, or it may 
be shared with you during class or during this week. 

(Pause 5 seconds.) 

Prepare to leave your cottage's room filled with creative ideas. 
Bring with you the power and knowledge that these creative ideas be-
long to you, for your use, for your enjoyment anytime you desire. 
Walk back towards the door of the cottage. Through the door and 
shut the latch. Walk back out onto the beautlful meadow. 

(Pause 5 seconds.) 

Slowly, as I count from 5 back up to one, return from the 
meadow. Bring with you the creative knowledge and energy from 
deep relaxation. 5-4-tingling of muscles, 3-movement and stirring 
of muscles, 2-coming back to your adult waking state, and 1. Eyes 
open retumed to full alert waking. 

Any coraments? 
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Appendix K 

l̂ élaxation Trainix^ Transcript Treatment Day #5 

Remove any jewelry, or loosen clothing which may cause you dis-
comfort during deep relaxation. Please remember to remove your glasses 
or contact lenses. Find as comfortable and relaxing a position as 
you can. 

This relaxation exercise may help you get in touch with the 
natural light within you. Enjoy this relaxing idea. As you become 
even more comfortable allow your eyes to close. Be at ease. Notice 
the breath as it brushes past the nostrils. The breath coming in 
and out of your body. 

(Pause 20 seconds.) 

Note: after each of the following statements pause 5 seconds. 

1. Visualize a light. A safe, comfortable, relaxing light, 
Your light. 

2. Now feel your toes. . . let them disappear into the safety 
of the relaxing light. 

3. Feel your feet. . . let your feet disappear into the light. 

4. Feel your ankles. . . and let them disappear into the light. 

5. Feel your calves. . . let your calves disappear into the 
light. 

6. Feel your thighs. . . let your thighs disappear into the 
light. 

7. Feel your hips. . . feel them disappear into the light. 

8. Feel your stomach, and let it disappear into the relaxing 
light. 

9. Feel your chest and back. . . let them disappear into the 
light. 

10. Feel your shoulders and feel them disappear into the light. 

11. Feel your neck as it disappears into the light. 

12. Feel your face. . . and feel it disappear into the calmness 
of the light. 
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13. Feel your head disappear into the safety of the light. 

14. Feel your mind disappear into the light. 

15. Let the all of you disappear into the light. 

(Pause 15 seconds.) 

16. Let the creative light shine through you, around you. Let 
the light radiate out bathing everyone else in your light. 

(Pause 10 seconds.) 

17. Whenever you want to feel peaceful, creative, bright, just 
relax and let the light shine through. 

18. Feel your mind retum from the light. 

19. Feel your body retuming from the light. 

20. Prepare to slowly retum from the light, bringing with you 
a rested, creative calmness. 

(Pause 15 seconds.) 

21. Regain waking alertness as I count up from five to one, 
5-4-3-slowly retuming, 2-, and 1. Retuming to your 
adult waking state, relaxed and ready to draw and create. 

Have you thanked yourself for allowing your mind and body to 
use your power to relax? It is all right to thank yourself. If 
you haven't already thanked yourself, perhaps you would like to do 
it now, or later today. 
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Appendix L 
< 

Relaxation Training Transcript Treatment Day #6 

Remove your contact lenses or glasses if you haven't already 
done so. Loosen the clothing and remove jewelry which may be uncom-
fortable when you are very relaxed. Find a place that you can become 
deeply relaxed, that just right position. 

Several of your classmates have shared with me the news that 
they are using the relaxation process to help get down after a tense 
day, or to relax before they go to sleep. Congratulations. 

Note: for each of the following muscle tense-relax exerclses 
listed below, repeat one time before moving to the next exercise 
number. 

Tense each group 5 seconds and pause for 15 seconds. 

1. Clench and hold tight both fists. Hold. Relax. Feel the 
flow of relaxation into your hands. 

2. Bend your hands back up towards the top of the arms. 
Stretching the fingers and wrists. Hold. Relax. 

3. Bend the elbows and fingers of both hands to your shoulders 
and tense the bicep muscles. Hold. Relax. 

4. Reach out in front of you with both arms. . . stretch like 
a lazy cat or dog. Tense. Now relax. Extend your arms 
again and move them over your head. Stretch for the sky. 
Hold it. Relax, let your arms gently fall to the sides. 
Relaxing, comfortable feelings. 

5. Wrinkle your forehead. Raise your eyebrows. Hold. Now 
release, relax. 

6. Make a frown and lower your eyebrows. Hold. Relax. 

7. Draw back the corners of your mouth in a wide grin. Hold. 
Release. Now purse your lips, screwing up your whole face. 
Tighten. Relax. 

8. Clench your jaws. Hold. Relax. 

9. Bring your tongue upward and press it against the roof of 
your mouth. Feel the tension. Relax. Feel the drain of 
tension. 

10. Press your lips tightly together. Feel the tension. 
Release, relax. 
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11. Press your head backward. Slowly roll to the right. Now 
shift and roll to the left. Straighten. Relax. Feel ten-
sion drain away, away from your neck. 

12. Bend your head forward, press your chin against the chest. 
Hold. Straighten and relax. 

13. Bring your shoulders upward toward your ears, shrug, and 
move your shoulders around. As you slowly exhale, relax. 

14. Take a deep breath, hold it, and tense the chest muscles. 
Slowly exhale. Relax. 

15. Tighten your storaach muscles, make the abdoraen rauscles hard. 
Hold. Relax. Relax and let your stomach stick out. 

16. Arch your back. Hold the tightness. Relax. 

17. Tighten your hips. Hold. Relax. 

18. Press your heels down as hard as you can. Now flex your 
thighs. Hold. Relax. Feei the flow. Savor the sensation 
of relaxation. A calmness. 

19- Stretch both legs out and point the toes away from your face. 
Tense your calves. Hold. Release, relax, flow. 

20. Gently curl your toes toward the floor. Not too hard. Hold. 
Relax. Good feelings of release. 

21. Now relax all of the muscles in your body. Let all muscles 
go limp as tension drains from you. A pleasant, heavy, 
sinking, perfect temperature of complete and total relaxa-
tion. 

22. Scan your body for any place which may still feel tension. 
Tense that place. Release. Feel the relaxation flow in 
as the tension drains out and away. 

23. Savor the feeling of relaxation. Your relaxation. The 
comfort. Breathing in relaxation. Breathe out left over 
tenseness. A pleasant heavy feeling over all of your body. 

24. The power of making no effort. Relaxing by letting it 
happen. Safely and effortlessly letting go. Without ef-
fort. Relaxation. Complete and total relaxation. 

(Pause for two minutes.) 
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As you are ready, there is no hurry, retum your attention to 
ttMi sound of my voice. As ve prepare to retum from experiencing 
relazation: 

1. Begin to feel a stirring, a movement of feeling in your 
feet and toes. 

2. A retuming of feeling, lightness to the calves, knees, 
a flowing into the thighs. 

3. Hips, lower back, and stomach retuming. A little movement, 
a stirring. 

4. Awakening of the upper back, and chest. 

5. As alertness begins to flow into the hands, arms and 
shoulders. Feeling lightness retuming. 

6. Bring back with you the feeling of rested relaxation. Bring-
ing back to the class concentrated energy. Energy to draw, 
create, and enjoy the day. 

7. Movement in the neck, face, and head. 

8. No hurry, in your own time slowly retuming from complete 
relaxation. Knowing that the next time you choose to relax 
you may do so, even more quickly, and even more deeply. 

9. Taking all the time you need. Remaining quiet. Finally 
opening your eyes and retuming to your adult fully awakened 
state of consciousness. 
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Appendix M 

Relazation Training Transcript Training Day #7 

As y»u prepare to become relaxed,. remove your glasses, contact 
Xe&ses, and any jewelry \^ich may become uncomfortable as you become 
more and more relaxed. Find that just right position which will 
slXow you to achieve that calm relaxed state of being. 

As you begin to relax you may wish to close your eyes. Close 
your eyes as you begin to relax. 

(Pause 10 seconds.) 

I wonder if in your mind's eye you can picture a lake. A safe 
calffl lake. Let your mind relax and picture yourself floating along 
on a raft on your lake. You are safe. Feel the gentle water rippling 
and flowing under your raft. Feel the water supporting you. Your 
thoughts are like ripples on the lake. Whenever thoughts enter your 
mind let them disappear like the ripples. You float peacefully. 
Just floating on the lake again. Let your thoughts be quiet ripples. 
Relaxing lake ripples. 

(Pause one minute.) 

Now let your safe private lake be perfectly still. A mirror. 
Let all of the ripples become peaceful, quiet, and still. 

(Pause 20 seconds.) 

Notice the shore, the colors, the smells, the vegetation. Are 
there any sounds? What do you see? 

(Pause 15 seconds.) 

Return your attention to the raft, the calmness of your relaxed 
lake. Prepare to return from the floating raft. 

As you are ready, turn your attention to the floating of the 
relaxing music Float with the music. 

(Pause 10 seconds.) 

Slowly let your mind become more active. Bring back the feel-
ings of rested relaxation to be with you throughout the day. In 
your oím time return to your adult waking state and open your eyes. 
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Appendix N 

Relaxation Training Transcript Treatment Day #8 

Remove your contact lenses, glasses, and make any clothing ad-
justments you need to begin relaxation. Move your body around until 
you find a very comfortable position. Find a spot that is completely 
comfortable. 

As you become ready to begin this relaxation exercise signal 
me by Xetting your eyes close. Attend to your breathing. 

(Pause 10 seconds.) 

As your eyes remain closed think of your hands. I wonder if 
you can concentrate on feeling your hands. Feel the bones inside 
them, feel the muscles that move your hands. Feel the weight of 
your hands. Now make a tight fist with both hands. Hold. Relax. 
Let the feeling of relaxation flow into your hands. 

(Pause 10 seconds.) 

Draw up your arms and tighten your biceps. Hold. Relax, let 
tension drain from your arms. 

(Pause 10 seconds.) 

Now shrug your shoulders, push them up and try to touch your 
ears. Hold. Relax, feel the tension, all the tension drain out of 
your body. 

(Pause 10 seconds.) 

Keeping your eyes closed, open your mouth wide, stretch it open. 
Hold. Relax, letting go, letting the tension dissolve. 

(Pause 10 seconds.) 

Tighten your jaw muscles as you press your tongue against the 
roof of your mouth. Hold. Let go, relax. Peaceful feelings of 
relaxation flowing through your body. 

(Pause 10 seconds.) 

Make a face, tighten your nose and hold your face muscles tightly. 
Hold. Relax now, letting the tension flow out of all of your face. 
Let tension flow away from your eyes. 

(Pause 10 seconds.) 
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Tighten the muscles of your stomach and chest, now. Hold. 
Now let go, relax. Let the feeling of relaxation pour into your 
DOdy. 

(Pause 10 seconds.) 

Now straighten out your legs and tense your thigh muscles. 
Hold. Relax, let all of the tension go to the relaxation. 

(Pause 10 seconds.) 

Now tense the backs of your legs by pointing your feet out 
straight. Hold. Relax, as all of the tension drains away. 

(Pause 10 seconds.) 

Tense your feet by curling your toes. Not too hard. Hold. 
Relax. 

(Pause 10 seconds.) 

Feel yourself completely supported by the chair. Savor the 
peaceful, calm, relaxation. Your body is feeling heavy, loose, very 
relaxed. As you breathe in, let each breath fill you with relaxation 
as you breathe out tension. 

(Pause 10 seconds.) 

If you feel any tension left in your body send the breath to 
that place. Fill the tense area with relaxed breath. As you breathe 
out, let the feeling of tension float out and away from your body. 

(Pause 10 seconds.) 

Let the soothing feeling of complete, deep, and deeper relaxa-
tion fill your body. Deeper, deeper, even deeper, relaxation. 

(Pause 30 seconds.) 

Prepare to come out of relaxation in a few moments. Bring the 
feelings of rest, openness, and alertness back with you. As I count 
from five back up to one. 5-4-alertness returning to your body, 
3-feeling in your fingers and toes, 2-movement beginning, and 1-fully 
retumed to your adult waking state. 
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Appendix 0 

Relaxation Training Transcript Treatment Day #9 

Prepare for the relaxation by making the necessary eyewear and 
clothing adjustments for complete comfort. Wiggle around until your 
body has found the position for extended relaxation. Get settled 
in that reXaxing position. And as your eyes become heavy and begin 
to relax, let them close. 

Today we are going to tell each part of the body to relax. 
As you tell various parts of your body to relax you wlll be able 
to feel the soothing flow of relaxation as it enters that part of 
your body. 

(Pause 5 seconds.) 

If you wish you may allow your concentration to float with the 
music The calm peaceful floating music 

(Pause 20 seconds.) 

Perhaps, you now will let your attention center on your feet. 
Tell your feet to relax. The power of no effort, the power of let-
ting go. 

(Pause 10 seconds.) 

Tell your hands to relax. Release tension. 

(Pause 10 seconds.) 

Tell your legs to relax. 

(Pause 10 seconds.) 

Tell your arms to relax. Let tension drain. 

(Pause 10 seconds.) 

Tell your stomach to relax. 

(Pause 10 seconds.) 

Tell your back to relax. Peaceful relaxation. 

(Pause 10 seconds.) 

X' 
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Tell your shoulders to relax. 

(Pause 10 seconds.) 

tell your chest to reXax. Release aXX tension. 

(Pause 10 seconds.) 

TeXX your neck to reXax. The freedom to Xet go. 

(Pause 10 seconds.) 

TeXX your face and head to reXax. Let go. ReXease. 

(Pause XO seconds.) 

TeXX your mind to reXax. 

(Pause 30 seconds.) 

This feeXing of totaX deep reXaxation is yours. Yours whenever 
you want to feeX comfortabXe, creative, reXaxed. Your body wiXX 
Xisten and respond when you teXX it to reXax. 

Now as I count up from ten to one you wiXX feeX yourseXf becom-
ing more and more aXert. XO-9-8-7-6-5-4-3-2, and one. Back to your 
aduXt waking state feeXing refreshed, aXert, and creative. 
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Appendix P 

ReXaxation Training Transcript Treatment Day #10 

Prepare for relaxation by finding the most comfortable position. 
Make sure your contact lenses are removed as you become ready to 
relax deeply. 

Each of you know how to relax your mind and body. You have 
leamed to control the relaxation response. You have the power to 
let go and release tension. 

It is possible to relax all of the muscles in your body at once. 
Try this now, stretch your arms up above your head. Point your toes 
out straight from your legs. Now, tighten every muscle in your body 
Hold them tight. Let go. Now repeat the process. Hold. Relax, 
release and slump. Feel the relaxation flow throughout your body. 

(Pause 15 seconds.) 

Now, take a deep breath. Hold it for ten seconds and as you 
slowly exhale say to yourself "relax." 

(Pause 15 seconds.) 

As you close your eyes and attend to the music, allow the float-
ing, flowing, feeling of relaxation to smooth over your body. Relax 
with the music 

(Pause 20 seconds.) 

Perhaps, in your mind's eye you can see your special place. 
That special place that you may use to find quietness, peace, and 
restored creative energy. You may wish to spend some time in your 
special place. 

(Pause 30 seconds.) 

Savor the feeling of relaxation. The power to let go. The 
power of using no effort. The power of creativity, the relaxed power 
to create. 

(Pause 20 seconds.) 

As we prepare to return, bringing with us the knowledge of how 
to relax and feel refreshed. The power of using no effort. The 
release of creative power. 

m. 
ilvK- /" 
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(Pause 5 seconds.) 

As I count up to alertness from five to one begin to retum. 
5-4-a stirring and tingling of muscles, 3-2, and 1. Retuming all 
the way to your adult waking state of consciousness. 




