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Abstract
Purpose: This research is aimed at an enquiry into whether it is possible in an analysis of an artistic creative process to 
use a model, major components (sub-processes) of which include a problem statement, emotional arousal, generating, 
objectification and evaluating. Methods/Analysis: The research methodological framework includes a communicative 
approach. It involves comprehension of creative sub-processes using a communication analysis that takes place in a team, 
members of which are engaged in solving an intellectually demanding task. The evidence-based framework for the paper 
included the data gathered with a method of a semi-structured interview in time of field research. Their object included 
four art communities that in an urban environment (e.g. Moscow, Saint Petersburg) had brought together more than 
thirty artists, working in various genres of the contemporary art. Results: The findings presented in the paper describe 
the sub-processes of objectification and emotional arousal in an individual and team creative work of artists, as well as 
understanding a role performed by communication in each process performance. Novelty/Improvements: Firstly, the 
research novelty lies in the model of the creative process used for the artwork analysis; the model was elaborated in the 
field of invention. Second, it lies in a description of the relationship between communication and creativity in the artwork 
of the artists clustered into art communities. Third, it lies in the identified “material” form of objectification in the artistic 
creative process.

1. Introduction
Researchers have been interested in a mystery of the crea-
tive process for more than one century. Despite significant 
advances in this field of research, dissatisfaction with the 
available findings has not only made the researchers be 
in a constant search for new concepts of the creative pro-
cess, but also revise papers, fundamental in this area of 
expertise, such as Wallace’s the Art of Thought (1926), 
containing a model that had become a starting point 
for hundreds of research projects1. This is largely due to 
the fact, considered “the biggest obstacle” in creativity 
research, namely the fact that “creative cognition is not 
directly observable”2.

The research line able to overcome this obstacle, was 
explicitly emphasised by Hyatt, who in his paper argues 

that the clearer relationship between communication 
and creativity is promising in research of the latter, “Like 
creativity, communication may be explained as an intrap-
ersonal phenomenon, but communication also occurred 
externally, as an interpersonal process, so it can be 
observed and described”3.

An implicit connection between creativity and com-
munication is recognized by many researchers4-7 etc. 
Today, in the information age, in terms of a narrow focus 
on knowledge and skills, innovation production requires 
more and more intense communicative interactions at 
different stages of the creative process8. It has not only 
become increasingly clear at a level of organizational cre-
ativity9,10, in science and business11, but also in the most 
cultural industries, including so-called “peripheral”12 ones 
(Note 1), which include visual arts.
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In this regard, the researchers has given more and 
more support to the field of research, where the creative 
process is not explored through an investigation of cog-
nitive processes, but in an aspect of group interaction 
and communication13. Thus, in their flagship paper on 
promising research of collective creativity, Kurtzberg and 
Amabile argue that, “To take creativity research to the 
next level, researchers must now accept the challenge of 
dissecting team-level creativity and understanding the 
components of creativity as they occur with multiple indi-
viduals”14.

In this paper, using the model, elements of which have 
been identified in an analysis of the role structure of an 
art community, we will explore a value of communication 
in creative processes executed in contemporary art by the 
artists clustered into art communities. Doing so, we are 
going to show a potential of the communicative approach 
in understanding a nature of the creative process, as well 
as “pilot” the proposed model applied to the analysis of 
the creative process in visual arts. A selection of the com-
munities, members of which are the artists, as an object 
of the research, in particular, depended on the fact that 
the ideas of visual arts were to the most extent in line with 
the individualistic myth of the creativity nature, “More 
than any other creative domain, we imagine the painter 
working in isolation, without influence from the external 
environment and without concern forconvention”15.

2. Methodology
Since the first decade of the twentieth century, scientists 
have been actively exploring the creative process and its 
constituents. Despite dozens of elaborated models16-18, the 
experts have mainly agreed with the model by Wallace 
(in its various versions). According to it, the creative 
process includes the stages of preparation, incubation, 
insight, and verification15,19. This four-stage model has 
been empirically confirmed, but its discreteness and one-
pointedness have been repeatedly criticized20. 

Researches from recent decades have persuasively 
shown that the classic 4-stage model should be revised 
or at least amended. Among the relatively recent achieve-
ments, the component model by Amabile10 is worth 
mentioning. Its author as components of the creative 
process identifies 1. Task presentation, 2. Preparation 
(gathering information and resources), 3. Idea genera-
tion (seeking and producing potential responses), 4. Idea 
validation and 5. Outcome assessment. He also says of 

external (environmental) and internal (subjective) factors 
(intrinsic motivation, domain-relevant skills and creativ-
ity-relevant processes) that influence combinations and 
an order for these components to be used. Compared 
with the model by Wallace1, in the Amabile’s model, the 
incubation unconscious process and its final moment of 
inspiration (insight) are “taken out of the brackets”, and 
replaced by a process of idea generating, which combines 
activities of the conscious and the unconscious. 

In the past two decades, many researchers have either 
revised the staged models for the creative process towards 
a greater focus on sub-processes, or offered new mod-
els as systems, that organize necessary sub-processes. 
B However, there is no agreement among the experts 
on the question, to which creative sub-processes they 
should pay attention and to which principles they should 
adhere when they identify such the sub-processes19. Some 
creativity experts have restricted themselves to two sub-
processes20, others say of a need in considering more than 
a dozen of them17.

We suppose that we might go further in a search for 
a solution to this issue with an analytical assumption 
that the creative process executed either individually 
or together, is always in a loose sense collective, as it is 
inextricably linked to social communication and actually 
impossible without it. There is an important consequence 
from this assumption: identification and systematization 
of the creative sub-processes (components of the creative 
process) should be made with communicative logic, i.e. 
with an analysis of communication that takes place in a 
team, members of which solve a creative task. 

An idea of a deep relationship between creativity and 
communication has been supported more and more by 
those, who believe that really original and valuable ideas 
appear in long-term activities, in which real or imagined 
communication with other people plays a crucial role7.

In its most developed form, an idea of socio-cultural 
rootedness of creativity was presented in the system 
model by Csikszentmihalyi22,23. He does not consider cre-
ativity a sort of mental activity that takes place in mind 
of the talented people, producing extraordinary and won-
derful ideas from their point of view. An activity, executed 
individually, to produce a new and important product 
might be only implicitly called creativity, as without com-
munication, which results in the product recognised as 
a creative one (i.e., original and meaningful), the cre-
ative process cannot be considered complete. Therefore, 
“therefore, creativity does not happen inside people’s 
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heads, but in the interaction between a person’s thoughts 
and a socio-cultural context. It is systematic rather than 
an individual phenomenon”23.

The system model assumes that creativity as an ability 
to make significant changes to human culture and can be 
observed in the interaction between three components: 
1. A certain area of the culture itself or a domain, 2. A 
community of experts in the domain, or afield, and 3. The 
person himself/herself in a role of a creator. Creativity only 
appears when something, made or invented by someone 
using symbols and rules from a domain, is recognized as 
new and valuable by representatives of a relevant field.

We think that the system model by Csikszentmihalyi 
actually transforms social communication into a neces-
sary condition for the successfully implemented creative 
process. It assumes that with no direct or indirect interac-
tion between the content of a particular field of human 
culture and its representatives - either to explore the 
domain itself, or to get recognition from the domain 
representatives - an individual creative effort cannot be 
successful, that is, it will not be able to result in a truly 
creative product. 

Taking into account all the above-mentioned, to iden-
tify the components of the creative process, we propose to 
rely on a role of a team of inventors (Note 2), identified by 
Gadzhiev24. According to his concept, main roles assigned 
to participants of a creative team are the task prospector, 
the activator, the originator, the resonator and the critic. 

A core of the creative team consists of three persons: 
the originator, who produces new ideas, the resonator, 
who in a dialogue with the originator clarifies his/her 
ideas and the activator, who summons other participants 
to be engaged in the creative search. Of course, in the real 
life of a team, these roles may move from one person to 
another, depending on who of them wants to share his/
her idea with the others.

At an entrance to this creative triangle, there is the 
task prospector, i.e. a participant, who articulates ques-
tions and problems to be solved. At an exit, there is the 
critic, who evaluates proposed solutions. Roles of both 
the task prospector and the critic may be also performed 
by those participants, who have other roles in the team 
core.

As far as in each specific case these roles can go from 
one member of the creative team to another, and the cre-
ative team itself might only consist of two people, from 
our standpoint, it is much more reasonable to say about 

separate components (sub-processes) in the creative pro-
cess out of touch with specific roles within the team.

Thus, the components of the creative process that meet 
the respective and above-mentioned roles in the team, 
to our mind, are: 1. Problem statement; 2. Emotional 
arousal; 3. Generating; 4. Objectification; 5. Evaluation. 
These sub-processes have been identified in accordance 
with the logic of deployment and running of the creative 
process within a team, work of which is observable in 
contrast to interior creative work of an individual. 

We would like to emphasize that in art practice, these 
components or sub-processes are not engaged according 
to a linear pattern, but sometimes almost simultaneously 
and with various sequences and combinations. To empha-
size this, we deliberately avoid saying of stages or phases.

We might assure ourselves that in comparison with 
the model by Amabile10, first, this model takes a prepara-
tion process out of the brackets as a precondition and a 
prerequisite for any successful creative process. Second, 
in the discussed model, there are two significantly new 
elements, not available, as far as we know, in other mod-
els. There are emotional arousal and objectification. The 
first of them allows taking into account the energy com-
ponent, essential for creativity, or an inspiration degree 
of the creator. Researchers say of a particular state of cre-
ativity stress and build-up of an internal mental stress, 
emotions, and an inspiration, necessary to launch the 
creative process  25.A measure of intensity in experienc-
ing these summoning emotions was actually referred to 
by Collins with the phrase of the emotional energy that 
“charges up individuals like an electric battery, giving 
them a corresponding degree of enthusiasm towards ritu-
ally created symbolic goals”26, and converted by them into 
the creative activity.

The objectification process, which is usually executed 
in a dialogue, but which, as we will show below, can be 
also executed individually, means making a newly gener-
ated idea clear. At the same time, the focus is not made on 
its interpretation or development, but the most adequate 
way to present it. An importance of the objectification 
act is that the new idea is often expressed at time when it 
is being generated in quite an imperfect form24, polluted 
with various language manipulations27.

The most models of the creative process claim to 
contain universal understanding of the creativity mecha-
nisms. Nevertheless, it is necessary to take into account 
an ongoing discussion of specificity and similarity of 
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creative skills and behaviours19.We certainly appreci-
ate a value and take into account the findings of those 
few papers that directly deal with the creative process 
in visual arts28. Specificity of our research is that, unlike 
Getzels and Csikszentmihalyi29 and Furst et al.21, it is not 
longitudinal, despite the fact that a limited number of art 
communities was its research focus for a long time. In 
addition, unlike Cawelti et al.30, we did not want to estab-
lish a specific model of the artistic creative process based 
on descriptions of the artists themselves. We were moving 
in an opposite direction, trying to check theory discus-
sions with the empirical data. Finally, unlike Mace and 
Ward31, we did not want to trace the creative process of 
the artists from the beginning of their work upon an indi-
vidual art object up to its completion. Our goal was the 
better understanding of a role played by the mentioned 
sub-processes in the creative activity of the artists, and a 
role of communication in each process implementation.

Let us articulate the hypotheses of this research. The 
first of them is an assumption that within the creative 
process, executed by the artists, either individually, or 
together, there are sub-processes of emotional arousal and 
objectification. Herewith, the hypothesis does not deal 
with other constituents within the model, i.e. problem 
statement, generating and evaluation. This is due, first, to 
a limited scope of the paper; second, this is because these 
sub-processes are relatively conventional, i.e. recognized 
by the most researchers of creativity.

A need in a test for the hypothesis also depends on the 
fact that these sub-processes have been identified based 
on the role structure of the inventors’ team, while artistic 
creativity has a number of significant differences from the 
invention activities (mechanic creativity) and the scien-
tific work. It does not focus on verbal and logical, but on 
image thinking. Its product does not include new knowl-
edge, mechanisms or designs that meet applied needs. 
It includes artistic images enclosed in a material object 
(which often pretends to be considered an artwork). 

The second hypothesis is actually an assumption that 
social communication does not only play a significant role 
in collective, but also individual creativity of the artists as 
part of the objectification and emotional arousal sub-pro-
cesses. It is worth saying again that according to our initial 
assumption, communication has been also included in 
other components of the creative process model that is 
in question herewith. However, discussions that refer to 
a test of the hypothesis concerning the sub-processes of 
problem statement, generating and evaluating, have been 

omitted in view of the fact that it is impossible to include 
them in the scope of this paper.

3. Materials and Data
The empirical basis for this research includes findings 
of field research from 2011 to 2015, with art communi-
ties from Saint Petersburg as a research object. They 
bring together the artists working with formats of con-
temporary art. According to the strategy of multiple 
variative case studies32, four art communities had been 
chosen (“The Parasite” (“Parazit”), “The Unconquered 
17” (“Nepokoryonnye 17”), “The Kitchen” (“Kukhnya”), 
“What has to be done?” (“Chto delat?”)).They are differ-
ent by their composition and structure, their integration 
reason, specifics of participants’ artwork and a form of 
their spatial fixedness. 

The main team of “The Parazit”community at the 
time of the research included eight artists, male and 
female, aged 27-58.About ten artists made a periphery 
of the community. The community has a long art history 
and is described with high social heterogeneity among the 
participants (age, career success, public recognition, etc.). 
It largely determined an internal structure of the commu-
nity, in which there were clear smaller creative teams and 
groups of friends.

“The Unconquered 17” community at the time of the 
research included seven artists aged 27-38 as permanent 
members, among them, there were three men and four 
women. The community named after an address of a stu-
dio where the members worked, has a network structure 
with a stable nucleus consisting of the founders and the 
old-timers of the community with the volatile periph-
ery. The young, but often quite successful artists in “The 
Unconquered 17”, shared pragmatic interests related to 
promotion of their artworks, at least, friendly relation-
ship. 

“The Kitchen” youth art group at the time of the 
research brought together six members (male, aged 
25-32). With one exception, they all had similar edu-
cational and socio-cultural background. Like “The 
Unconquered 17”, the artists from “The Kitchen”have a 
shared workspace, but in their case, it looked like a sin-
gle shop, where workstations were rather conventionally 
identified. This encouraged mutual commenting and tip 
sharing.

The “What has to be done?” platform is probably the 
most well-known in Russia, especially among commu-
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nities of artists, philosophers and scientists abroad. It is 
described with a focus on synthetic arts, as well as a clear 
left inclination. At the time of the research, the commu-
nity included ten people aged up to 48, among them; there 
were seven men and threewomen. In its history, this com-
munity was splitted between two cities, Saint Petersburg 
and Moscow. This made it impossible to localize the group 
activities at one specific physical environment.

To collect the empirical data, many field research tools 
were used. At the same time, this paper is mainly based 
on materials obtained with a method of a semi-structured 
interview. To complete this paper, we have reviewed 
results from 37 interviews with representatives of the 
above-mentioned art communities. Some artists were 
interviewed twice. Each interview took from one hour to 
two and a half, was recorded with a digital recorder, and 
then professionally transcribed.

In the interviews, the members from the art commu-
nities were invited to answer several thematic clusters of 
questions: 1. A creative biography and reasons for joining 
an art community; 2. An origin and development of an art 
community; 3. An idea of the contemporary art essence 
and an attitude towards it; 4. Work and creative processes; 
5. Relationship and communication with other members 
of a community; 6. Items and tools used by the artists to 
work at a studio; 7. Joint creative projects. 

This paper is mainly based on the interview findings 
from 5, 6 and 7 clusters.

4. Results 

4.1 Emotional Arousal
Many respondents mentioned a great importance of 
emotional and energy encouraging for the creative pro-
cess. This topic was especially clearly seen in narratives 
of the members from “The Unconquered 17” art com-
munity. An emotional background of interaction in this 
community is smooth, without conflicts, quiet (to some 
extent, even too calm).Some members of this community 
(Note 3) say that they severely lack an energy to work, “A 
condition is usually slack” (N2); they complain that inspi-
rational communication events are rare: “...There are the 
whole days, when there is nobody here... And there can 
just be simple “hi – hi” and that is all. In such cases, as if I 
missed something” (N3).

In an interview with participants of this particular 
community, there was a subject of throes of composition 

that can be seen as a sign of a lack in an emotional energy 
level, “Well, it [the creative process] on the contrary 
exhausts me, and produces, yes, takes my forces away in 
general. Yes, you give back there ... the more energy you 
save in the life, not wasting it out there to people or some-
thing else, the more you are able for a kind of sublimation 
for this energy into work ...” (N2).

One of “The Unconquered” founders confesses that 
the community has recently lost its enthusiasm, typical 
for the first years of its history. An effect of novelty went 
out, and we can say that the life of the studio has become 
more structured, but routine, “Today there is much more 
order, but there is certainly less inner energy” (N5). In 
its first years, the community has collegial management. 
At that time, many artists wanted to socialize more with 
each other and learn about others’ projects. In the recent 
years, the elements of spontaneous self-organization 
have opened a way to an institutionalized structure of 
relationship. In the community, there are leaders, who 
make decisions; there is a supervisor, in charge of all the 
organizational matters of exhibitions and joint activities. 
All the other members in the art community have been 
engaged in private projects, and they have been mainly 
left to themselves.

It should be mentioned herewith that decreased 
enthusiasm in the creative activity clearly correlates with 
a decrease in communication intensity between members 
of the art community. This relationship is explained with 
the fact that, according to Collins26, the most important 
source of the emotional energy is an interaction in time 
of so-called interactive ritual, in which the participants, 
being in a shared physical environment, focus on the 
same object or the same action (being aware of the shared 
focus) and share the same mood or emotion26. Examples 
of such kind of interactions are meetings between the 
members of art communities, where they discuss both 
technical and organizational issues, and lines for develop-
ment in contemporary art. 

In addition to the interactive ritual, for emotional 
arousal the representatives of art communities use a 
method of immersion into stress in its two versions at 
least. They might be conventionally referred to as conflict 
and situational.

An example of emotional arousal driven by a stress 
situation can be “The Temporary Art” project, executed 
in the framework of “The Museum Night” city action by 
“The Kitchen” art community. In this action, encourage-
ment was made with a narrow period of time to complete 
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the work, when the artists were expected to finish pic-
tures following news pieces in an hour and a half or two. 
Completed pictures had to be almost immediately placed 
on the web with a title of a corresponding news piece. The 
additional noise was made by the audience, participating 
in “The Museum Night” action; the audience had come to 
look at the “hyper relevant art”. 

Another version of emotional arousal is a con-
flict style of interactions between participants, which is 
particularly evident in the course of the collective crea-
tive process. Such style has proved to be quite inherent 
as a style of communication in “What has to be done?” 
art community platform, especially in its creative core 
because of both personal characteristics, and differences 
in a professional background. An identity of each artist 
shows a desire to assert an own author’s vision to the end 
and runs into a similar desire from other authors. Such 
conflicts contribute into emotional outbursts and keep 
members of the community in a desired tonus (intel-
lectual as well).Apparently, the community members are 
themselves aware of positive aspects from such a conflict 
form of interactions, which makes it impossible for them 
to relax and it forms a benchmark for the authors in their 
artwork, “We have a conflict communication style, but I 
madly like it as when you work in a compromise mode, 
it is very hard to be responsible for a result ...sometimes, 
scandals happen. We do not patronize each other; it is 
very important. You treat your friend very seriously and 
understand that (s)he is able to go to such achievements” 
(CHD1).

4.2 Objectification
Our research has showed that in artwork, the idea objecti-
fication does not often happen in a communicative form, 
described by Gadzhiev24, but in a form of attempts to 
implement them in an outline or a sketch. This type of 
the objectification is called by us the material objectifica-
tion, where an artist uses his/her professional skills in an 
attempt to embody an idea generated by imagination. The 
sketch is an object, with which an author can understand 
an essence of a solution found clearer. A quality of real-
ization of an idea largely depends on a developed level of 
technical skills, necessary for the field of art, with which 
an artist deals.

In its turn, a quality of the communicative objecti-
fication depends on a degree of understanding between 
partners. Verbalized feelings from the performance 
might be a brilliant example of this process. Such ver-

balization was made by members of “What has to be 
done?” art community, while they were working on “The 
Russian Forest” performance. A respondent’s statements 
and those of other members of the community at joint 
meetings became an important source to clarify ideas put 
forward by the actual authors of the play, “... But she was 
interested in listening to my questions; I have all the same 
the body speaking. That is my questions were interest-
ing for her, questions, suggestions, some puzzles ... some 
pronunciations, images. Then she writes again, we start 
pronouncing again. ...But she needs an environment. So, 
we understand that she is an author, while we are a nutri-
ent environment, a sort of broth, which helps to articulate 
everything in some new form” (CHD3).

The nutrient environment24, mentioned by the respon-
dent, is a common communicative and semantic space 
created by members of the art community, where a new 
thrown-in idea as a seed starts growing, i.e. being inte-
grated into an available system of shared ideas. Speaking 
the Gadzhiev’s language, we can say that the art com-
munity as a whole acts as a collective resonator, helping 
an author-originator to formalize and explain ideas, i.e. 
objectify them, “... This is an alternative for yourself, as 
an artist is always on his/her own ...And things that you 
consider your own doubts and fixations, in a team, they 
are easier to be solved. This is an effect of demonstration” 
(P5).

From a stand point of the objectification for emerg-
ing ideas, perhaps, the most favourable environment is 
a space created in “The Parazit” art community, where 
according to respondents, there was a non-judgmental 
atmosphere, the atmosphere of acceptance and free-
dom, “Well, it’s that everyone decides by themselves. If 
someone puts some jiggery pokery, no one will object. 
Because, actually, if someone starts evaluating, then it will 
be the utter rubbish” (P1). A chance to feel yourself in 
psychological safety within the community is an essen-
tial circumstance that contributes into intensification of a 
communicative exchange in the objectification process of 
generated images.

As an experience of the community members shows, 
the process of communicative objectification, among 
the other things, implies that talkers are able to open to 
each another, not being afraid of the fact that the under-
standing of another person or his/her understanding of 
yourself is able to change yourself. In other words, the 
more developed a skill of the communicative objectifica-
tion is in talkers, the greater chance there is that they will 
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start a dialogue, in which its participants do not so much 
experience giving their opinions, as are able to respond to 
another talker’s statement, explain, develop and catch a 
line of his/her thoughts.

Even among the participants of the same art com-
munity, opportunities for a confidential interaction are 
anyway limited, contributing into an appearance of cre-
ative micro teams. One respondent says that in such 
creative alliances (usually dyads), people become a sort of 
Psychiatrists for each other (P5). A person actually takes 
up this role if (s)he listens to another person and shows 
much feeling, to some extent reducing his/her throes of 
composition. The process of idea objectification is largely 
based on such relationship between the creative people. 
Clarifying, detailing, rewording the things said allow 
partners in a dialogue learning boundaries of their own 
ideas and at the same time finding logical links that con-
nect their inner worlds. That is what another respondent 
says about this delicate process of creative interaction, “I 
am sure that D. and I have different ways of thinking. This 
results in a more or less complex range, when we work ... 
I hear D’s words, analyse them and think, I do not under-
stand why that is so ... I like, I am ready to accept one or 
another, another way of thinking, I think that this person 
might be right or this person deserves respect, there is 
another point of view, and I think many things develop 
from this” (P6).

5. Discussion
The completed analysis of narratives from the semi-struc-
tured interviews with members of the art communities 
shows that the first hypothesis has been generally verified. 
In the creative process of an artist, there is undoubtedly 
a significant line of actions, procedures and practices, 
which are difficult to be attributed to such widely rec-
ognized components within the creative process, as the 
problem statement, generating and evaluating, related 
to emotional and energetic mobilization and objectifica-
tion of emerging ideas. Despite specificity of art, these 
components are quite clearly fixed in the individual and 
collective creative processes of the artists, though they 
receive some specific features compared to their manifes-
tations in invention.

The second hypothesis of the research has been par-
tially verified. Two discussed sub-processes manifest 
themselves in both their obvious relationship with com-

munication, and without it. In the paper, we make an 
important contribution into the concept of the objecti-
fication, proposed by Ponomarev and Gadzhiev25,33. The 
objectification, about which they used to write, and which 
we call communicative, is hampered in such areas of crea-
tivity, as painting, drawing or sculpture, because of their 
non-verbal nature. In them, an artist does not often think 
with words, but speaks a language of images, including 
lines, shapes, colours and shades. Besides, respondents 
said that, as a rule, they did not need anyone’s interference 
in work. For these reasons, we refer to that objectifica-
tion produced by the artists, making pectoral sketches, as 
the material objectification. Its function is similar to the 
function of communicative objectification, i.e. making a 
meaning of generated ideas clearer and making a search 
for the best way to express them. Herewith, the commu-
nicative objectification prevails in the collective creative 
process, while work on an individual creative project 
might be carried out with the help of the communicative 
and material objectification of ideas. The communicative 
objectification as part of the individual creative process 
mostly occurs in an interpersonal dialogue between the 
artists, caused by a need in trust-based self-discovery.

Emotional arousal has turned out to appear in both 
communicative and non-communicative forms. On the 
one hand, an efficient way to improve a level of emo-
tional charge (motivation, emotion), necessary to launch 
and implement both an individual and collective creative 
process of the artists, is, as we have identified, their con-
flicting interactions and interactive ritualsimplemented 
in a form of group discussions on group projects, as well 
as communication in dyadson individual creative prod-
ucts and work on them. On the other hand, the artists 
say that they may improve their emotional tonus with dif-
ferent, non-communicative ways, for example by putting 
themselves under time pressure.

6. Conclusion
In the course of the research, we have identified some 
limitations when among interview narratives we were 
defining actualization signs of individual components 
within the creative process. They mainly relate to the 
fact that, firstly, in the real creative process, performed 
by the artists, several sub-processes often occur almost 
simultaneously or extremely quickly following each 
other. Second, a non-verbal nature of the most part of 



Communication in Creative Process of Art Communities

Indian Journal of Science and TechnologyVol 9 (25) | July 2016 | www.indjst.org 8

the explored creative activity of art communities’ mem-
bers sometimes makes it difficult to record individual 
sub-processes and their separation from each other. For 
example, using narratives of the respondents, it is not 
always possible to separate clearly material objectifica-
tion from problem statement and generating, as all three 
sub-processes are often implemented in a form of manip-
ulation with tools and materials, while an artist himself/
herself is not always clearly aware of which of the creative 
sub-processes (s)he deploys.

Prospects for our further research might refer to a 
description of specific forms of communication between 
members of art communities, which they use in time of 
actualization of any component within the creative pro-
cess. It might be said in advance that the most in-demand 
sorts of such “creative” communication are an internal 
dialogue, communication in dyads, group discussions 
and communication with the help of objects d’art.

In conclusion, we would like to refer to a statement 
by reputable expert in cultural economics D. Throsby. 
He writes that today “some types of cultural production 
only exist in a form of a collective activity, [and] an analy-
sis of an artist’s work is equally applicable to the creative 
work made by cultural workers acting as a group” 34.The 
research, as we think, shows that a reverse statement is 
fair: an analysis of a creative team activity (art community 
in this case) is applicable to work of an individual artist. 
Moreover, in our view, this approach allows going further 
in understanding of a nature and mechanisms of the cre-
ative process as such.
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Notes
Note 1. According to Hesmondhalgh, “peripheral cul-
tural industries are first and foremost preoccupied with 
text production. At the same time, characters in them are 
reproduced with semi-industrial or even nonindustrial 
ways” 12.
Note 2. Better-known models of team roles, such as the 
Belbin’s model 35, and several others have been based on 
an analysis of a multidimensional process in organiza-
tional management, which makes them irrelevant to the 
subject of this research.
Note 3. List of informants: N1, artist, “The Unconquered 
17”, male, 1981; N2, artist, “The Unconquered 17”, female, 
1973; N3, sculptor, “The Unconquered 17”, male, 1982; 
N4, artist, “The Unconquered 17”, male, 1981; P1, artist, 
“The Parazit” , male, 1980; P5, artist, “The Parazit”, male, 
1960; P6, artist, “The Parazit”, male, 1982; CHD1, art-
ist, “What has to be done?”, female, 1968; CHD2, artist, 
“What has to be done?”, male, 1964; CHD3, choreogra-
pher, “What has to be done?”, female, 1968.
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