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Encouraging and Assessing Preschool Children’s Musical 
Creativity
Blaženka Bačlija Sušić a and Vesna Brebrićb

aUniversity of Zagreb, Faculty of Teacher Education, Department of Art Education, Zagreb, Croatia; 
bKindergarten Petrinjčica, Petrinja, Croatia

ABSTRACT
Although recognising multiple creativities as an interdisciplinary 
and contemporary approach to creativity represents the basic 
opportunity for future change, the assessment of children’s musical 
creativity is a problematic and insufficiently explored area. The 
paper discusses the problem of encouraging and assessing the 
creative musical potential of preschool children using the adopted 
Measures of Creativity in Sound and Music – MCSM. Considering the 
inappropriateness of assessing children’s creative musical potential 
with numerical indicators, the research was focused on the method 
of participatory observation of fluency and imagination in making 
sounds and music. The research included 25 children aged 5– 
6 years in a preschool setting within an ethnographic practice- 
based methodology. The reactions of children to activities were 
varied but each child reacted to some of the conducted activities. 
In addition to the confirmed giftedness of one girl, the musical 
potential and musical giftedness of one boy were discovered, 
which was further confirmed by the state of flow during the activ-
ities. It was concluded that well-designed and stimulating musical 
activities can encourage children’s musical creativity and contribute 
to the recognition of their musical potential and giftedness.
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Introduction

Starting from creativity as the foundation of social progress and the belief that it is the 
most desirable trait for success in the modern world, the need for creative and intelligent 
people today is greater than ever (Aminolroaya, Yarmohammadian, and Keshtiaray 2016). 
Hence, the ability to think and act creatively is recognised and advocated as the educa-
tional imperative of the twenty-first century (Harris 2016).

Unlike the traditional approach to the phenomenon of creativity, the ‘Four – C’ Model 
of Creativity (Beghetto and Kaufman 2007, 2013, 2014; Kaufman and Beghetto 2009; 
Kaufman, Beghetto, and Watson 2016) stands out as a developmental framework which 
illustrates the way creative thinkers progress and grow.

The most recent approach to creativity implies a comprehensive approach which 
suggests that creativity can arise intentionally or unintentionally, stemming from within, 
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arising and occurring spontaneously and freely, as part of a whole (Piirto 2021). In addition 
to several new notions and categories such as the Eight I’s of creativity, Five Core Attitudes, 
General Practices for Creativity (Piirto 2011) and organic creativity (Piirto 2014), Piirto 
pointed out that ‘creativity can be taught and nurtured’, and that ‘we can build class-
rooms in which creativity thrives’ (Piirto 2021, 1).

In addition to the above terms, the notion of multiple creativity as an interdisciplinary 
approach to creativity stands out and represents the core and foundation of education for 
the future (Burnard and Loughrey 2021). This concept of multiple creativity is meaningful 
and important in different fields and specific contexts, and it also ‘inspires and transforms 
the lives of children and teachers in diverse communities’ (Burnard and Loughrey 2021, 6). 
Hence, recognising multiple creativities represents the basic opportunity for future 
change (Burnard and Loughrey 2021).

From the first form of communicative musicality (Malloch and Trevarthen 2009), a child 
has a need to create music. Providing children with various opportunities to express their 
emotions, experiences and mood in a non-verbal way, music activities act as a medium 
through which children can express their own creative ideas. In this way, creative musical 
activities in educational praxis have numerous benefits that contribute to human devel-
opment and emotional health (Hallam 2015; Welch and Ockelford 2015).

As a form of experimentation in the pursuit of musical ideas, improvisation is a source 
of creativity, or an incentive for creativity development (Siljamäki and P.a 2020). Therefore, 
from the child’s first encounters with music and instruments, it is necessary to encourage 
the development of his/her creative potential through improvisation (Bačlija Sušić 2016). 
Children need to be included in ‘experiences that fill them with a sense of agency, that 
endow them with creativity, motivation, courage and belief in their own capacity as 
musical thinkers, makers, and creators’ (Burnard 2013, 2–3).

The creative process of improvisation is an autotelic activity that is focused on the 
creative process itself rather than on the result, contributing thus to the development of 
children’s special aesthetic experience, creativity, sensitivity, and aesthetic values (Bačlija 
Sušić 2018). In addition to (self)actualisation, this creative activity is based on the ‘embo-
died nature of musical cognition’ (Custodero 2012, 370) and connected with the phenom-
enon of flow as the individual’s creative, subjective-intuitive state (Csikszentmihalyi 1990).

To preserve that need for creative musical expression, community resources and 
parental support, as well as teachers’ encouragement, are important factors in the early 
stages of children’s musical development (Asmus and Hodges 2006; McPherson 2009; 
McPherson and Davidson 2002; McPherson, Davidson, and Faulkner 2012; Pomerantz, 
Grolnick, and Price 2005; Reis 2009; Zdzinski 1996; Webster 2014). Teachers’ encourage-
ment is largely connected with their beliefs and experiences in musical education (Odena 
and Welch 2012; Wiggins 1999). Both practical and reflective skills are needed to facilitate 
the engagement of children in improvising experiences with a sense of musical flow 
(MacDonald, Byrne, and Carlton 2006).

Assuming that teachers do not always understand the purpose of musical activities and 
the possibilities of conducting them more creatively (Lee 2012), it is necessary to nurture 
the acquisition and continuous development of these skills during formal education and 
various forms of professional training and development. Creative musical skills of begin-
ner musicians or children and adolescents are not necessarily related to general musical 
knowledge (abilities and skills) (Barbot and Webster 2018; Webster 1994). Accordingly, 
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nurturing children’s creative thinking within musical activities as a basic teaching philo-
sophy (Ramón and Chacón-López 2021) greatly contributes to students making their own 
aesthetic decisions (Webster 2014).

Burnard and Fautley (2014) indicated the need for teachers’ assessment of children’s 
creative musical activities. While considering this a problematic and insufficiently 
explored area, they pointed out that ˝of all the cognitive abilities, creativities are arguably 
the most difficult to assess˝ (Burnard and Fautley 2014, 23).

Instruments for the assessment of children’s creative potential

Although some authors have pointed out an improvement based on the use of different 
assessment methods (Makel and Plucker 2014; Vartanian 2014), recent research indicates 
that children’s creative thinking during musical improvisation is still an under-researched 
area (Larsson and Georgii-Hemming 2019; Siljamäki and Kanellopoulos, 2020).

In line with the issue of assessing creativity in other areas which still relies on the 
classical test theories and the use of traditional assessment strategy, the question arises of 
how to assess a child’s musical creativity. Based on the Torrance Tests of Creative Thinking 
(TTCT) and Guilford’s Structure of Intellect model (SOI model) (Guilford 1967), Webster 
designed the Measurement of Creative Thinking in Music (MCTM, 1994). This test is the 
best-known standardised instrument for the assessment of creative thinking in music 
intended for children from 6 to 10 years that measures the factors of (1) Musical 
Extensiveness (ME); (2) Musical Flexibility (MF); (3) Musical Originality (MO), and (4) 
Musical Syntax (MS) (Webster 1994). It consists of ten tasks divided into three parts: 
discovering, application and synthesis while the student is individually encouraged to 
perform a series of improvisations based on imaginative scenes using piano, wooden 
blocks, or voice. Thus, for example, improvisations such as a robot in the shower, a frog 
jumping on lily pads, or a rocket launched into space are recorded and scored given their 
extensiveness, flexibility, originality, and syntax, as well as overall musical creativity 
(Hickey and Lipscomb 2006). The evaluation of these activities is carried out by expert 
music pedagogues, drawing on their subjective assessments (Nikolić and Kodela 2016).

The Measures of Creativity in Sound and Music (MCSM) (1985) by Cecilia Wang is based 
on very similar settings to Webster’s MCTM. Unlike Webster’s test which was intended for 
children from 6 to 10 years, this test is more suitable for younger children aged 4–8 years 
and is used by teachers who want to compare creative behaviour among preschool 
children or elementary school students. This instrument was also inspired by Torrance 
(1974) and designed after his TCAM (Thinking Creatively in Action and Movement) Test of 
General Creativity (1981). While TCAM measures three features – fluency, imagination, and 
originality – MCSM is focused only on fluency and imagination. Comparing scores of these 
two instruments, Wang (1985) established positive and moderately high correlations 
(p < .01) between each score of fluency and imagination of TCAM and MCSM. 
Consequently, it indicates and supports the design validity of the MCSM instrument.

Based on the observation of creativity as a characteristic of musically gifted children, 
Nikolić and Kodela (2014) pointed out that recognising musically gifted students requires 
a form of evaluation or measurement of their creativity. The authors recognised the 
similarly designed MCTM and MCSM as the most important measuring tools for assessing 
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creativity. In addition, they also emphasised that musical creativity in childhood can be an 
indicator of musical talent, but not necessarily a characteristic of gifted children.

Valverde et al. (2014) also used MCSM for the identification of early musical talent in 
students who do not have specific musical training. Using scoring criteria for measuring 
the four main dimensions of creativity: fluidity, flexibility, originality and elaboration, the 
instrument was adapted for qualitative analysis. Given the need for a multidimensional 
perspective of the creative assessment task, this approach to qualitative assessment 
represents a contribution to the extension of assessment in the general field of creativity.

Congruent with the point of view that MCSM is an appropriate instrument for the 
proper and convenient assessment of creativity in children, Hwang (2011) used it in the 
context of a classical music listening programme with elementary grade students in 
Korea. The results obtained indicated that music listening activities associated with 
children’s play improved their musical creativity skills, in particular musical fluency, 
musical imagination, and musical originality.

Contrary to the point of view that a child’s creativity is assessed and attributed to his/ 
her degree of tonal and rhythmic vocabulary (Gordon 1993; Morin 2002) and, that 
students must have fundamental knowledge about melody, harmony and rhythm to 
show creativity, MCTM and MCSM were intended to avoid privileging previous knowledge 
and to assess creativity and identify children’s potential giftedness (Baltzer 1988).

Unlike stated instruments for assessing musical creativity, Gordon’s Primary Measures of 
Music Audiation (PMMA) (1979) test is an instrument used for valid, reliable, and objective 
identification of the level of musical ability as the foundation for a child’s further devel-
opment. Interpreting the notion of audiation as inner hearing, i.e., the ability to reproduce 
the melody in thoughts and as a foundation for music preference, Gordon (2011) included 
creativity and improvisation under the term music preference. He believed that students 
need a vocabulary of tonal and rhythmic patterns to create and improvise, and to 
distinguish tonality and meter. Gordon also suggests certain methods and tools for 
measuring improvisation that allow teachers to objectively assess students’ achievement, 
which is especially important for assessing the impact of interventions that support the 
process of shaping creative skills (Bonna 2019).

The use of ‘creativity test’ and ‘creative process measure’ as terms is widely criticised in 
the literature, and these methods are considered methodologically outdated. Therefore, 
researchers who want to measure human creativity should be aware that tests of diver-
gent thinking, IQ tests, as well as the Consensual Assessment Technique – CAT (Amabile  
1996) cannot be suitable for measuring a person’s creativity (except for the aspect of 
creative potential) (Conway 2014).

Following the example of Torrance’s TCAM test, this research used an adapted version 
of the instrument developed by Cecilia Wang, University of Kentucky, – Measures of 
Creativity in Sound and Music (MCSM, 1985).

Methodology

Research Problem and AIM

The research aimed to encourage and assess the musical and creative potential of a group 
of preschool children using the adapted MCSM instrument. In accordance with the views 
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of teachers and researchers, it was considered inappropriate to measure the musical 
creativity of preschool children with numerical indicators. Accordingly, fluency and ima-
gination were monitored as factors of divergent thinking within a qualitative research 
framework using four musical-creative activities that are part of the instrument. The 
results of the research are presented descriptively.

Sample and Data Collection

The research was conducted in an educational group (in a kindergarten in Petrinja, 
Croatia), within the framework of ethnographic practice-based research. Children were 
encouraged to create and imitate different sounds, melodic-rhythmic patterns, and to 
express their experience through different auditory examples within the MCSM instru-
ment. The research lasted three months and it involved 25 children from 5 to 6 years old. 
Parents who wanted their child to participate in the research gave their consent through 
the written Informed Consent of the Participants. The research was approved by the Ethics 
Committee of the Faculty of Teacher Education, University of Zagreb.

During the practical performance of musical activities, special attention was paid to the 
factors that could in any way reduce the quality of the performance itself (equipment, 
atmosphere, background, and facility in which the research took place). The research was 
based on an individual approach and the free will of each child. It was carried out during 
the children’s sessions in the kindergarten, in a room that is spacious enough to allow 
children to move freely, and far enough from any environmental disturbances. Each child 
was approached individually with an open-time frame, respecting his/her individuality, 
diversity, and uniqueness. All data, notes and videos of the process were used to record 
the activities of each individual child. Videos of the activities carried out provided a deeper 
analysis and reflection on children’s reactions and behaviour.

Instruments and Methods

The instrument Measures of Creativity in Sound and Music (Wang (1985)) was used and 
adapted by the authors of this research. This measuring instrument consists of four 
musical-creative activities: the area of the child’s fluency (first and third activity) and the 
child’s imagination (second and fourth activity) which were assessed as factors of diver-
gent thinking. It is suitable for children aged 4–8 and is used by teachers who want to 
compare the creative behaviour of preschool children or students. The instrument was 
adapted in the area of assessment of the child’s creative expression. The adaptation 
relates to the replacement of some activities that were previously scored numerically by 
a descriptive method based on the participatory observation of the preschool teacher and 
(non)participatory observation of the music expert (Leavy 2017). Following the example of 
other creativity tests (e.g., CREA-C test – Corbalán Berná et al. 2003; CREA, Creative 
Intelligence of Corbalán et al., 2003), this test did not require more musical experts.

The performance of the first activity (Activity 1) titled How many ways? Required the 
placement of two plastic buckets with the bottom facing up. The child was advised to try 
imagining plastic buckets as musical instruments, and also in how many different ways 
he/she could produce different sounds (that would be used later), when playing a steady 
beat. Subsequently, several examples were demonstrated to the child (clapping palm to 
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palm, the palm of one hand on the upper side of the palm of the other hand, with two 
fingers on the palm). Perception referred to the observation of different responses.

Carrying out the second activity (Activity 2) titled Can you play to sound like? Required 
placing different rhythmic percussion instruments and other instruments on a flat surface. 
The offered materials included triangles, bongos, wooden sticks, mallets of different 
materials (rubber, wood, felt and yarn), and cymbals (small and large). The child’s task 
was to try to visualise and describe the sound of a certain phenomenon (the sound of 
thunder with lightning and its volume, a giant's walk, a human gait, a horse trotting, 
running or galloping, the sound of making popcorn, the sound of a small river flowing, 
typing on the keyboard) by playing one or more selected instruments. The observation 
referred to the assessment of how a played sound faithfully evoked a particular 
phenomenon.

The third activity (Activity 3) titled What other ways? Required a child to pronounce the 
rhythmic pattern ‘ta-a ta-te ta-a’, and play the xylophone with both hands (playing the 
C tone with the left hand and the G tone with the right one). After repeating the set 
rhythmic pattern several times, children had to design a different rhythm (ostinato) on 
their own. Although the observation was based on different responses, the aim of the 
activity was to achieve a constant rhythm (ostinato).

The fourth activity (Activity 4) titled Can you move like the music? Required enough 
space for the children to move freely while expressing a certain state, mood or movement, 
prompted by six different musical examples. It had to be explained in advance so the 
children could move the way they wanted to, according to their feelings, with any 
movement they wanted to execute and the transformation into anything/anyone they 
liked. They needed to be unacquainted with the names of the compositions and their 
content so that this would not affect their free expression. The observation referred to the 
perception of movement, mood, rhythm, melody and dynamics.

Results

At the beginning of the implementation of the planned activities, initial discomfort was 
observed, which gradually and spontaneously disappeared with the course of the activity. 
When conducting the first activity – How many ways? Related to ways of creating different 
sounds to encourage children to play a constant rhythm on plastic buckets, some children 
used their own ways of playing, such as palms turned upside down, arms and fingers 
crossed, while one of the children spontaneously played with their feet on the bucket 
while simultaneously clapping (it indicated the child’s need for syncretic expression). In 
addition, a girl, after playing two and three-quarters alternately with one hand and then 
the other, finally concluded that she could have played with her feet on the buckets. Her 
fluency and spontaneity in the performance were further manifested by the addition of 
clapping between the rhythms she performed.

One boy who had one hand in a cast realised that he could still use his hand by playing 
with the bucket and a xylophone stick. His playing was very interesting, combining the 
classical way of playing with his hands and arms crossed. Some children played very 
vigorously.

Special fluency and imagination were noticed in one boy (YY) in whom, in addition to 
the stated assessment, the state of flow was observed during the performance of 
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activities. He listened with great interest to the instructions that preceded the implemen-
tation of activities. The initial exploration and listening to the sounds produced by the 
interaction of the boy and the plastic buckets in a short period of time developed into an 
activity where he assumed complete control. It was noted that he was simultaneously 
obsessed with a multitude of ideas that emerged and unfolded in an inexhaustible 
sequence (fluency), driven by cognitive potential, and his own senses, emotions, speech, 
and movements. He adapted, changed, and upgraded his initially created rhythmic 
patterns. In situations where he could not conjure up phenomena according to his own 
idea (the limitation provided by plastic buckets), he used sounds produced by his own 
body, and thus discovered many new ideas and possibilities as well as his hidden and 
unexpressed music creative potential. The boy was totally absorbed in the activity so it 
lasted a long time, and he just could not stop creating.

The need for syncretic expression and imagination in finding new ideas and ways of 
creating sounds was noticed in four more children. In some children, after a longer 
period of thinking, a ‘creative block’ was noticed (which can be attributed to a low 
degree of fluency and imagination), while some children only changed the way they 
performed (they used their fingers instead of their palms), but still performed the same 
rhythm.

In the second activity – Can you play to sound like? An additional incentive for the 
children was a hint that this time they would have the opportunity to play real musical 
instruments. Some children researched instruments to connect their sound with a certain 
phenomenon while others presented their own solutions, which can be attributed to their 
individual experiences. For example, to describe the sound of a small river flowing, one girl 
used a xylophone, another played with her fingertips on the ‘Def’ frame drum, while 
a third, noticing the keyboard of a computer in the room, described the sound by typing 
on the keyboard. Particularly interesting was the way of imitating a horse whinny which 
the girl, as in the previous activity, described in a syncretic way, with movement. In 
describing the sound of thunder with lightning, only one boy came up with the idea of 
using cymbals, and it was especially interesting the way the other boy connected the way 
a horse walks and thunder using a Def frame drum and xylophone sticks. The sound of 
popcorn was described by mimicking with the mouth and using metallophone sticks. It 
has been observed that children sometimes needed to use the sounds of their own body 
(mouth, steps, fingertips, palms) to conjure up a given phenomenon. While some of the 
children combined the sounds of the body with the sounds of the instruments, some 
children felt the need to just describe them with instruments.

In the third activity – What other ways? Most children also began by exploring the 
sounds of the respective instrument because they had no previous experience of playing 
them. Most of them continued with this activity, concluding that they preferred the sound 
of muffled felt sticks to the sound produced by much louder wooden sticks. One girl 
explained that she chose to use wooden sticks because they sounded better than the 
others. Only one girl, who also chose wooden sticks, managed to repeat the rhythm 
completely. That girl (XX) had already shown signs of musical giftedness, which were 
confirmed by this activity. The activity (which required playing with two hands at the 
same time and focusing on two xylophone plates) proved to be complicated for most 
children as they could not repeat the given rhythmic pattern. On the other hand, most of 
the children, in their own way, managed to form rhythmic patterns independently.
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The fourth activity – Can you move like the music? Provided a wide range of children’s 
expressions encouraged by six different short musical examples. During this activity, the 
children transformed themselves into different characters (animals – frog, dog, horse, 
dinosaur, wolf, cat; characters from animated films – Elsa, Firefighter Tom; different artistic 
professions – conductor, ballerina) and actions (playing music instruments – flute, piano, 
drums; mom picks strawberries and apples, mom goes to the store).

Particularly interesting were the examples of several boys, one of whom, with the 
music of ‘Dagger Dance’ by Herbert from ‘Natoma’, transformed into a rabbit, and another 
one, who interpreted the music from ‘The Elephant’ by Saint-Saëns by becoming a black 
panther. A very interesting reaction was received from a girl who, with the music of ‘Ballet 
of the Unhatched Chicks’ by Mussorgsky from ‘Pictures at an Exhibition’, was initially quite 
restrained with her head bowed, avoiding verbalising her experience, until she ran 
spontaneously in a circle.

Again, the most striking was the reaction of the boy YY, who, as in the first activity, 
experienced a state of flow in this activity, while the story additionally evoked his own 
experience and associations in a way that they could be visualised. Considering the 
indicators of flow, the boy seemed elated, active, excited and successful, and felt very 
comfortable. Aware of the camera’s presence, he took control of the creative process by 
giving signs of turning on (‘action!’) and stopping filming (‘stop!’), staying in the activity 
for a long time. According to the assessment of teachers and researchers based on the 
analysis of the content of the collected data, the already noticed musical giftedness of the 
girl XX was reaffirmed.

Comparing the expressions of the boy, YY, and the girl, XX, it was found that they 
differed mostly in the segment related to time control in the world of imagination, i.e., in 
the intensity of involvement in the respective activity (absorption) and its experience. 
Unlike the boy (YY), who showed flow without any contact with the environment, the girl 
(XX), to some extent, remained connected with it.

Discussion

The results of the research described in this paper confirm the uniqueness, diversity, and 
authenticity of each individual child. Although the activities that are an integral part of the 
MCSM test were considered quite stimulating by most children, some children, despite 
the teacher’s stimuli/encouragement, were less responsive to certain activities. Each child, 
however, reacted to at least one of the four activities. Thus, it was noticed in the first and 
third activities, for example, that most of the children performed all of the planned 
activities in a short period of time, which can be assessed by the average degree of 
fluency of performance. A higher level of imagination manifested by many ideas and 
imaginative performance, in some cases, also contributed to the fluency of performance 
of these activities. The duration of each activity depended on the individual need for 
expression of each child. The highest level of fluency and imagination was observed in 
two children (boy YY and girl XX) with deep engagement, followed by the state of flow in 
some activities that furthermore can be attributed to a high level of their music potential. 
This is in line with the view of Nikolić and Kodela (2014) who emphasised that recognising 
children’s musical potential and musically gifted children requires a form of evaluation or 
assessment of creativity.
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In the second activity, a musical instrument (sound) which was not part of the child’s 
previous life experience was associated with a certain phenomenon (comparison of two 
sounds of different origins). Some children used the instruments with which they com-
pared the given phenomenon completely appropriately, while others found different 
solutions, depending on their experience. It was also observed that children with the 
highest level of fluency and imagination in previous activities used the sounds of their 
own body (mouth, steps, fingertips, palms) to bring up a given phenomenon which 
further described their imagination and creative potential. It appeared that a lack of 
experience in using some of Orff’s instruments was an obstacle for some children to 
express themselves spontaneously and creatively.

This was particularly evident in the third activity in which children were expected to 
express themselves through a xylophone with which they had no previous experience. 
Therefore, the third activity was assessed as the least successful one and, accordingly, least 
relevant for the assessment of the child’s fluency and imagination. This is in line with the 
results of the research by Valverde et al (2014) who also indicated the lack of children’s 
previous experience with musical instruments as an obstacle to recognising a child’s musical 
creativity.

The fourth activity provided a wide range of children’s expression as a reaction to the 
stimulus of classical music examples. Since this was the last activity, most of the children 
were already completely relaxed during this activity and inspired by the music, transformed 
into different characters. The highest level of fluency and imagination again was noticed in 
the boy YY and the girl XX who expressed themselves through different movements which, 
as a form of syncretic expression, were accompanied by verbal expression as well.

The obtained results are congruent with the results of Hwang (2011) who used MCSM 
in the context of a classical music listening program with elementary-grade students in 
Korea. The results suggest that music listening activities associated with children’s play 
may improve musical creativity skills, especially musical fluency, musical imagination, and 
musical originality.

Limitations

One potential limitation refers to the fact that subjective assessments made by teachers 
and music professionals are characterised by specific personal, cultural, and organisa-
tional circumstances and are therefore more difficult to apply in a significantly different 
context. Another feature that the authors emphasise as a potential limitation is the 
assessment of musical creativity in children who do not have specific music training, 
given that there are many ways and possibilities to research this phenomenon (for 
example, over a long period, in different circumstances, repeatedly). It should be noted 
that the implementation of the third activity proved to be unsuited to the assessment due 
to the developmental characteristics of children, such as incomplete lateralisation and 
coordination and previous inexperience in playing the xylophone.

Conclusion

Using the MCSM instrument within a qualitative research method to observe the funda-
mental features of creativity (fluency and imagination) itself encouraged children’s 
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creative musical expression. The results indicated not only the children’s creative poten-
tial but also, in two cases, their musical giftedness, which is in line with the findings of 
previous research indicating that musical creativity in childhood can also be an indicator 
of musical giftedness (Nikolić and Codela, 2016).

The assessment of musical creativity is a specific area, especially concerning children’s 
age and previous musical experiences. Although the MCSM instrument is an important 
tool for assessing the musical creativity of children who do not have formal musical 
training, the findings also confirmed the research findings of Valverde et al. (2014) 
which indicated the problem of using musical instruments by children without previous 
musical experience (which was particularly evident in the third activity).

Furthermore, the assessment of musical creativity is a complex area that should 
primarily be based on contemporary theoretical findings. Therefore, in future research 
related to the assessment of children’s musical creativity, it is especially important to 
consider the novel concept of multiple creativities (Burnard and Loughrey 2021) as a core 
and foundation for contemporary approaches to researching this phenomenon. In this 
way, the instruments for assessing musical creativity would not only focus on divergent 
thinking as part of musical potential but they would also take into account other aspects 
of musical creativity (Giglio 2013).

It was concluded that well-designed and stimulating musical activities with an open- 
time frame and individual approach within practice-based research led by teachers as 
bricoleurs (Leavy 2020; Barrett and Bolt 2014) can provide opportunities to enhance 
children’s musical creativity and can contribute to the recognition and detection of 
their musical potential and giftedness’.

Accordingly, it should be noted that qualitative research methodology and practice- 
based and practice-led research in music education are becoming more widespread in 
praxis (Leavy 2017), while, on the other hand, there is still a lack of evidence that would 
contribute to a better comprehension of this approach (Conway 2014).

It is, therefore, necessary to create new monitoring protocols for assessing children’s 
potential creativity according to the new theories of creativity and in line with the 
changes of the modern world and 21st-century education which are open to ‘learning 
in the moment’, ‘creating from moment to moment’ and ‘awareness of changes in life 
here and now’ (Tsubonou, Tan, and Oie 2019, 7).

Finally, a third potential limitation lies in not knowing the facts about the social 
contexts and musical backgrounds of children and their families.
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