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CREATIVITY: CHALLENGES FOR TEACHING AND LEARNING
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Despite its complexity as a subject, there is some distillation of what is at stake in the
creative process, accepting creativity as essentially dialogic — at once solved and not
solved, neither divinely ‘creative’ nor entirely the realm of production, but something
beyond (Pope, 2005: 9). Csikszentmihalyi’s thesis on flow develops a Western concep-
tion of creativity that is based on the production of outcomes that ‘have not been seen
before and that make a difference in the context in which they appear” - making them
significant (1996: 47). For Csikszentmihalyi, producing significant creative outcomes
is underpinned by knowing the culture (internalising its values) and is reliant on the
judgment of experts (for instance, teachers, curators, critics). We can therefore add to
the already complex debate about creativity that it is facilitated by ‘schooling” and a
state of mind that is habitually disruptive (Bohm, 1998"). Teachers of disciplines that
foster creative development will be continually gauging the maturity of the individual,
the cohort and the year group in their development of complex functioning — moving
between, for instance, playfulness and discipline, objectivity and subjectivity, self and
other, fantasy and reality, risk and security.

The teaching and learning of creative disciplines can be characterised as contending
with the following:

o Difference, plurality and independence of mind (and the uniqueness of each learn-
ing process and output) places an emphasis on teaching and learning strategies
for individuals as well as groups and cohorts. Teaching and learning strategies
that support reflective practice will be important for the transition to independent
learning (for instance, see James, 2007).

e The need to build creative communities so that practice is shared, knowledge is
exchanged, as are skills and resources.

o The “vulnerability’ of learners as they contend with the unknowable elements of
creative practice and the idea that the self is often central to, or implicated in, the
creative output. This will pose challenges to the sense of security of learners, the
way they perceive the fairness of assessment and to their feelings about feedback.

e The need for creative learners to experiment across media, processes and technolo-
gies will pose challenges for teachers (in the range and currency of knowledge and
skills) and organisational challenges (in terms of access to facilities that are likely
to be managed by different departments).

Learning is fundamentally about discovery, making, doing and public forms of dis-

semination, and therefore the quality of space, technologies, materials and facilities that
students have access to will be implicated in the quality of the outcomes of learning.

TRANSITION AND THE STUDENT EXPERIENCE IN ART AND DESIGN

The relationship between changes in the funding of tuition fees in 2012, and public fac-
ing information about ‘student satisfaction’ in the form of Key Information Sets (KIS;
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see Chapters 2 and 3) in the same year has brought with it increasing focus on the sty-
dent experience — discrete from leaming outcomes and achievement. The introduction
of the National Student Survey (NSS) in 2005 made it possible to compare the student
experience between institutions and subjects, and early data showed the difference in
student experience between subjects. Data for subjects within Creative Arts and Design
demonstrated low scores across all areas of the survey and was especially low in the
area of course organisation and management (Vaughan and Yorke, 2009: 7). Research
by Vaughan and Yorke also showed considerable variation in the success of institutions
in addressing student satisfaction in Creative Arts and Design, with some indication
this could be related to the type, structure and scale of institution (2009: 26). Interest
in ‘getting under the skin’ of the student experience in art, design and media has pro-
duced a range of material to support HE staff in the development of their practice. For
example, see The 3Es Project — student expectations, experiences and encounters with HE and
staff perceptions (Thomas et al, 2009); The Student Experience in Art and Design Higher
Education: Drivers for Change (Drew, 2008); I Can’t Believe It's Not Better: the Paradox of
NSS Scores for Art & Design (Vaughan and Yorke, 2009); Deal or No Dea: Expectations and
Experience of First Year Students i Art and Design (Vaughan and Yorke, 2012); and How
Art and Design Students Understand and [nterpret the NSS (Blair et al, 2012).

Research shows and develops the particularity of teaching and learning in art and

Students typically ‘navigate’ their learning (and the Support and resources required
for individualised projects) and are unlikely to be engaged in a programme of learning
that is common to the group. This approach to learning will produce challenges to the
way students experience the organisation and management of their studies.

...students mentioned that they provide self-initiated projects, and are responsible
for negotiating and managing their time rather than following a set timetable. This
was the case for most fina] year students, but for fine art it was common practice
throughout their whole course.

(Blair et al., 2012: 4)

Students gain continuous forms of informal feedback over the length of a Project often
from a number of tutors. The €xpectation is that students will consider the advice, filter
the recommendations and determine for themselves the steps they should take in the

challenge HE practitioners to consider not necessarily a change of method, but sup-
port for students in understanding the way feedback works and the leve] of intellec-
tual maturity this approach demands. From a student perspective, this approach can
appear as poor communication between tutors and confusion in teaching methods.
Complexity and ambiguity in the debates and concepts surrounding creative work
may be comfortable territory for experienced practitioners, but for undergraduates it

may turn ‘the process of learning into a game that some students just don’t get’ (Reid,
2007).
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Entry points to HE art, design and media are vari(?d w1t.hlsomei;tﬁir:icl;asg;gg 2
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SPACE, PRACTICE AND INNOVATION

Discussion about teaching space within art, design and media is usually a discussio
about discipline, the relationship between disciplines and changes to practice 'mg
teaching through the convergence of digital technologies. In this way, the physical e;wiﬁ
ronment will reflect questions of practice that creativity is essentially social, and s a-
tial requirements whether physical or digital reflect the needs of disciplines }or pulflic
forumshfor dissemination, debate, exchange and judgement. Little by way of innovation
occurs in isolation and contemporary practice will more often than not base itself o
collaborative models. An institution or department’s approach to space may reflect thg
degree to which a curriculum is open to collaboration between groups, disciplines and
types and levels of award (for a discussion about interdisciplinary models, see Blair
et al., 2008). Creativity is supported by settings that are permeable, where! there e:re
internal c':lnd external flows of difference, juxtaposition, stimulus and response. Spaces
f01.' learning in art, design and media need to be adaptive (respond to how and what
things are being made) and permeable (receptive to flows). These qualities are easil
enough expressed; the challenges occur in the management and accountability for thz
use of space in fluid learning settings. Case study 24.1 on MediaCityUK illustrates the
way an entirely new building confronts these challenges, creating ‘low walls’ between
disciplines and explicit flows between higher education and industry.

The University of Salford opened its MediaCityUK campus in October 2011 as
th? new home for learning and teaching, research and innovation and enter-
prise across the spectrum of media and digital technologies. Occupying four
floors of a building with ITV directly above, the new campus sits alongside six
departments of the BBC, the largest HD studio block in Europe, a media enter-
prise centre, over 200 businesses from the media/digital sector and across the

Manchester Ship Canal from the Lowry Theatre, the Imperial War Museum
North and Coronation Street’s new home.

In?qide, the public ground floor gives students access to “touch tables’ and 120
micro tiles for individual broadcast or video walls, along with three TV studios
digitgl performance laboratory, edit suites, post-production/media fechnolog}:
spem;list facilities and spaces configured for undergraduate and postgraduate
teaching across the University’s Schools and Colleges. With the open-plan aca-
demic office, emphasis on social learning and promotion of trans-disciplinary
education, students learn in a dynamic and ‘specialised’ environment. It is a
technologically advanced environment for educational partnerships, designed
to draw UK and global partners from HE and industry to collaborate on research
and innovation questions associated with media and digital futures.

Art, design and media

Live briefs are key to driving an innovation eco-culture of benefit to the
MediaCityUK community and to international partners such as BT, Adobe and
Avid. Details of a live brief with Hewlett Packard (HFP) exemplify what students
are achieving through trans-disciplinary learning, which is collaborative and
industry-orientated:

e Five teams of up to four students from across Media, Design, Computer
Science and Business entered a competition promoting HP’s Commercial
Desktop PCs.

* Production of high-quality video (max 140 seconds) to engage Small/
Medium Businesses (SMB) in creative, vibrant and entertaining communi-
cation of product proposition and HP strategy, using their own imagination
and creative style.

¢ Team budget for filming with range of HP Desktops for use.

¢ Video placed online for HP SMB Community for a team marketing plan to
promote via social media.

* Milestones: individual pitch to be selected as participant in the project;
team-building; storyboarding; team pitch; filming; presentation of first
edit; submission with marketing plan.

¢ Consistent client input and typical customer profiles from HP’s SMB
group.

* Judgement: how video holds attention and meets the brief; votes of HP’s
SMBs; quality of Marketing Plan and number of hits; delivery within budget.

e Each member of winning team awarded new Z1 workstation and £1,000
grant.

* Project supported by staff from Schools of Media, Design, Computer Sci-
ence and Business and Student Life.

¢ Feedback from participants:

Students: ‘massive boost for CV’; ‘great to work with and be acknowl-
edged by a multinational company”.

Staff: opportunity for students to pitch to industry, storyboard correctly,
keep to strict industry deadlines, work in teams, demonstrate creativ-
ity/innovation to industry and for staff to work with students outside
their discipline.

HP: distinctive value of five different team approaches; well-received
across HP; provides a platform for further work with the University.

¢ Additional outputs: a student was offered an HP work placement on an ani-
mation project for future generation hardware; project videos were used in
development of marketing communications and strategy for HP staff and
partners.

(Andrew Cooper, Academic Director, MediaCityUK,
University of Salford)
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| Interrogating practice
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1 Are. therg Spaces and/or informal learning activities that provide oppor-
; tklimmes ro; year groups to exchange skills and knowledge? 3
| Ow are the opportunities for curatorial s ited to di

: al space exploited to dissemi

| 2 the work of art, design and media students? i ==
| How afe technical resources managed in ways that exploit (within
| means) access to the widest range of creative processes and media?

.| 4 I;Iow does the learning environment, curriculum and management
: e .
| ructure promote opportunities for collaboration between disciplines?

ASSESSMENT IN ART, DESIGN AND MEDIA

;;1 l;;bghir edx:ation, the likelihood of feedback providing unambiguous categorical
cedback to the student about the exact standar ’
: a Xact standard of all aspects of their work
e oy ‘ : or how
to improve it is very low indeed with almost all feedback requiring interpretation
(Price et al., 2010: 279)

This state: ers i i
ment)«st;t;?:le?nt (;ff(,;"h EII co}nlase appraisal of the complexity of feedback (and assess
; 1ng 1o the highly nuanced nature of | i ud
: é anguage when it comes to the
ment, appraisal and onward d i S ettt
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vlnnl i z ¥y r . .y ¥ . - ’
h;_-nr:? Lh;ile?ée for practitioners exists in the nature of creativity and its relationship to
-arning (and assessment). Elliot Eisner’s w :
. i ork (2009) analyses the iti
of creating work (concent formation : 2 Ve cognitive processes
j _ pt formation, Imagination, realisation) and
] ’ Sation) and the necessary role
judgment of experts to ascertain the lative i
work as art. Eisner also reminds imitatior N i il
.E : nds us of the limitations of 1
i . : s us a Of language to express what we
(20(0;) 'aé*;ifnzczﬁga;;) V\{]‘lfil)‘l knowing is sensory or tacit. Research conductgd by Shreeve
, Blair and Orr (2010) demonstrates that while it ; .
2 while it is commonl
student work is assessed b o oo s
: 'k is asses y the shared language and tacit knowl ed iti
(in ways that occur in pr i ' y t b s oot
ys the professional practice), to students this
: OBalE ‘ , to S can appear obscure :
cml;tfus?;g ~ Orworse —a question of what teachers like and dislike o sand
ractiti 2T - " aq] 1 1 L )
Ofdeqigln E:més 0; HE ag"./\cfhiflgn and media will find research about assessment
261 Dy Lowdroy and Williams (2006) and asse f fi :
ey Cow assessment of fine art by Orr revealing
EO Cr()ﬁl?oth Lre?te /pedagogy around assessment that acknowledges what is 'mthentiz
-ative practice/practitioners and at the s i : B
‘ > and at the same time formulate wavys to
e RS eatiog, ay make assess-
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Despite the alignment of curriculum, learning outcomes and what was required for
assessment we had to acknowledge our reliance on our own intuitive understand-
ing of what creative ability is, our assumption that our students understood what
we understood by creative ability and our tendency to assess students’ creative

ability on the basis of what teachers like.
(Cowdroy and Williams, 2006: 98)

A respondent in Orr’s research comments on being utterly and profoundly moved by a
piece of student work and comments:

...how do you measure that kind of intellectual[ism]? You have to make part of that
judgment with your heart if you like, which is what art and stuff is about so there

clearly is a role for that and maybe you can’t write criteria.
(Orr, 2010: 12)

In this research, as well as that by Blair on the ‘crit” (2007), practitioners are encour-
aged to draw on the forms of dialogue relevant to professional practice, but reconstruct
them as explicit learning processes. Practitioners are encouraged to use methods of
assessment and feedback as ways to develop the pedagogic literacy of students — to
share and develop the language and criteria by which judgment is made and dwell
on the difficulties of language in assessing sensory, experiential phenomena. Drew
and Shreeve (2005) refer to this as ‘assessment as participation in practice’ — creating
a community of practice where informal, continuous and divergent forms of assess-
ment are conceptualised and decoded in ways that support learning and professional

development.

Interrogating practice

1 Does assessment language (for instance, learning outcomes) help stu-
dents to understand expectation? (This is complex and varies according
to creative discipline but would, for instance, unpick conceptualisation
and the intellectual work of creativity; schematisation and idea devel-
opment; and realisation through making skills, editing, giving point
to, etc.)

2 Have assessment teams discussed and unpicked the language of assess-
ment and do they share a common interpretation of it and agree how it
is applied to level and phase of learning?

3 Is the language and practice of assessment discussed with students as
part of their understanding of pedagogy and particular form of profes-

sional practice?

(Continied)
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4 Do feedback mechanisms (formal and informal) consistenm

and eml?ed the language of assessment?

5 The basm's: fioes feedback support development as well as offer jude-
ment? Is it timely? Are there opportunities for students to discus]s thge
fee‘db'ack (anc? unpick the language)? Are assessment and feedback
building confidence and supporting a growing sense of learner inde-
pf?n.dence? Are students adopting the language of assessment in thei
critiques of their own and others’ work? =%

Why research the crit?

The relatignship between achievement and feedback, and the fact that effecti
feedback improves achievement, is well documented (Taylor and McCormac‘I;e
2004; Hatt.le and Timperley, 2007). This is especially true of written feedback’
Hom*e\fer, in art and design education, feedback will take place in an often emo-.
thl‘Ea'Hy charged face-to-face meeting where verbal criticism, both negative and
posmv.e, ts{kes place in front of an audience. The forum for t;his feedlg,ack in art
education is the Group Crit (Crit, Art Crit or Group Critique) in which students
are expect.ed to present and perform. It is the students’ reception and perce )
tion of this oral feedback in today’s quality-focused context, which ok
heart of this research. et the

How was the research conducted?

The. research explores the impact of verbal feedback on achievement in art and
design education via a survey taken amongst 60 undergraduate art and desi
students at .the University of Wolverhampton in 2009/10. The survey cc:allectggl
both quantitative and qualitative responses and identified a fundamentall
emlotlonal and fear-focused perception of the Group Crit, one that was opposezl’
:}2 its supportlve.and bespoke dynamic intentions. Material was gathered from
the survey, e{nalls exchanged with colleagues and Q&A discussions follow-
INg presentations of this survey at conferences (Higher Education Academ
Teaching and Learning Conferences at the University of Sunderland 1';1 ZOIg
and Ravensbgurne in 2011). The majority of students had little experience 01;
the Group Crit model prior to higher education and the research shows that
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students are often ‘intimidated, scared and frightened’ by the type of feedback
they gain in the Crit and of being ‘made’ to contribute vocally to group sessions.
These same students, unfamiliar with the Crit method, define themselves as
separate; often alienated and differentiated from others and their peers as a

consequence of the Crit.

What did the research find?

1 Deep concerns amongst students towards being criticised; they expressed
emotional and fear-focused responses towards feedback, amplified by the
public nature of the Crit. Indeed, one respondent wrote in response to a
question on how to improve the Crit — "how do you make a firing squad less
scary?’

2 The Crit model is the opposite of the prescriptive teaching style students
have previously encountered and whilst, on the whole, students value the
Crit and (verbal) feedback, it appears to be the least successful model for
those who are struggling the most. These students have nothing or little
to present and feel ignored. For some students, the process is divisive, the
effect is to split those students for whom the process works and those for

whom it does not.

What can practitioners do to create a positive Crit experience?

It is important to guide participants in highlighting the ‘more positive’ elements
of their work produced and in being constructive with feedback that shares best
practice and listens to students. There is also a need for transitional skills into
higher education and an exposition of the teaching and learning styles, not pre-
scriptive education but self-efficacy, independent and innovative learning.

Provisional conclusions regarding the improvement of feedback for the stu-
dents are:
o Greater contact and individualised support

e Smaller groups (seminar model)
e More peer-to-peer feedback opportunities

* More one-to-one tutorials
Feedback can be improved by:
e Explaining the Crit

e Timing the Crit

e Exploring the student role and voice
e Providing clear guidelines relating to the role of feedback in the environ-

ment of the Crit
e Transparency — how all feedback relates to the grade awarded and to

improving achievement
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The full article can be found in Networ

‘ an | tworks, http://arts.brighton.ac.uk /pro;
networks/lssue-lS-]u1y~2012/the—art—group-crit.-how-df— ou-m uk /pl‘?!e_f:ts/
squad-less-scary g g

(Peter Day, University of Wolverha mpton)

ENTERPRISE AND EMPLOYMENT

Er;;fil;il:lerr;lgs Ctaﬁgeteldsit Erhere there are skills gaps (the National Skills Academy for
re: ultural Skills opened in Purfleet in March 2013):

dlversity among creative industr i : s St iy

‘ ng. : y employers (for Instance, through vocati i

ing and apprenticeships); ways to encourage closer links and kﬁowledgé:ogztl:}f;?;

In addition to the findin
&S on employment and skills were those i
: concern <
port needs of new and small creative businesses. For instance, it found: B

o : .

ﬁrrie;l:\{e 1131151 rllesse}s1 with an annual turnover of more than £1 million have no explicit
clalgoals... this absence of business planni ini

: . planning and training has been raised con-

sistently throughout the industry consultation of the Creative Economy Programc;ne

(Department for Culture, Media and Sport, 2008: 24j

The ra i i
Eﬁ)mv?g;i ;{I%ci”?;;ilty.;f é:ase study material, for example Looking-Out Case Studies:
z with Creative and Cultural Enterprise (High i ety
Aot Deiar e p (Higher Education Academ
ject Centre, 2009) suggests that art, des; i .
regard relationships with emp] o i bl e
: ployers as fundamental to the peda f i iSci
plines. The use of ‘live’ projects; the practi i Fingand st
: ; actice of full-time, visiti i
i S inl : p » Visiting and associate lecturers
n from industry; and the integration of
il e . ;an gration of placement opportunities
y address professional Ppractice point to i
- a g
uels2 the way it prepares students for employment. g SRR
esear j i
e Siilgllci cond.ucted by Ball et al. (2010) provides the most recent and comprehensive
ysis of creative careers, analysing the destinations of 3,500 art, design and media

Art, design and media 371

graduates qualifying between 2002 and 2004. The research found that although grad-
uates valued their creative education (and perceived their creative ability to be most
valuable to employment), there were notable gaps. ‘Just over half the graduates (52 per
cent) felt their course had prepared them very or fairly well for the world of work” (Ball
et al., 2010: 9) and specific gaps were noted in IT and business skills, networking and
client-facing skills. Despite the scale of micro- and small businesses within the creative
sector, the research found that entrepreneurship skills were the least well developed
and ‘also perceived to be the least important for career development’ (Ball et al., 2010: 9).

Practitioners will find Creating Entrepreneurship: Entrepreneurship Education for the
Creative Industries (Higher Education Academy Art Design Media Subject Centre, 2007)
a valuable resource identifying the barriers and inhibitors to entrepreneurship educa-
tion; the range, type and distribution of curriculum models; and the areas that require
advocacy and debate, framework and policy. Case study 24.2 provides an example of
entrepreneurship education at the University for the Creative Arts that is available to
students in addition to their accredited learning. Creative Challenge provides a special-
ist focus on social enterprise and sustainability.

Case study 24.3: Creative Challenge - a social and

environmental entrepreneurship programme at
the University for the Creative Arts

The Creative Challenge (http://www.creativechallenge.info) is a trademarked
and unique social and environmental entrepreneurship programme that
empowers students to develop their creative, entrepreneurial and employabil-
ity skills, and at the same time helps them consider how they can use these skills
to address the increasing number of global challenges. The programme has
developed over a number of years with the active support of various University
for the Creative Arts (UCA) academics and industry stakeholders. It is managed
by the university’s Research and Enterprise Department as an extra-curricular
opportunity for UCA students from all disciplines and years of study.

Through workshops, written work, presentations, lectures and tutorials, stu-
dents are taken through a programme of personal and professional support to
develop their skills and ideas, resulting in a competitive pitch to a panel of senior
academics and industry professionals, and an industry work placement. It thus
supports creative arts students interested in environmental and social entrepre-
neurship in making a positive difference — that is to effect social change while
sensitive to, or directly working with the environment. Impact can be achieved
through non-profits, private companies and government. Students are intro-
duced to the concept of the triple-bottom line (people, planet, prosperity) and
are helped to broaden their understanding from value chains to value circles.
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The programme has three elements:

Personal development workshops that help students to focus and
critically reflect on their studies, their ambitions and making a positive
contribution;

Practical workshops exploring employability, entrepreneurial skills and
understanding commerce and exchange, including Intellectual Property
Rights; and )
Master classes and workshops that prepare students to utilise elements 1
and 2 to develop innovative ideas to effect positive change that is recog-
nised and valued by others and has the potential for realisation.

A key part of Creative Challenge is the contribution of inspirational guest
speakers, business skills experts and personal development facilitators.

Key points

Pedagogy: constructivist, activist, critical, humanist, creative, problem and
project learning, placement

Values: sustainability, socially aware, entrepreneurial, holistic, empower-
ment, democratic, challenging, integrity and authenticity

Brand: engaging, aligned and sensitive to the subject matter, industry
standard and professional

Engagement: strong tripartite communication between students, academics
.and industry, long-term vision and relationship building, adaptation, learn-
Ing communities

Skills development: entrepreneurial, business, art and design application,
critical and holistic thinking, listen, presentation, sustainability and Intel-
lectual Property.

Student feedback:

Kane O’Flaherty, Graphic Communication, 2010/11: ‘The Creative Chal-
lenge pushed my creative flair, enhanced my technical skills, and increased
my self-confidence. It changed my way of thinking and guided me to apply
things to reality in a functional manner. Thanks to the Creative Challenge
[ feel that I found myself as a designer.’

Alexandra McEwan, MA Book Arts, 2012/13: “.. .the experience of present-
ing was invaluable. You are put under pressure, with real people asking
you unscripted questions and this is what it is like in the real workplace.
Presenting to a panel was the most valuable part of the process.’

Susan Toft, BA Fine Art, 2012/13: *...I learnt so much from it in all sorts of
areas, from implementing ideas to how I can become entrepreneurial myself’

(Uwe Derksen, University for the Creative Arts)
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CONCLUSION AND OVERVIEW

Restrictions on space and time necessarily place limitations on the range of material
that can be covered in this chapter. There are significant omissions worth mentioning
here owing to their centrality to teaching and learning in art, design and media. The
diversity of the student and staff community provides the points of difference and con-
nection in which creative practice thrives. In this sense, diversity is pursued for social,
cultural and creative reasons. Practitioners will find a range of materials that explore
progression and widening participation at UK Art and Design Institutions Network
(UKADIA) and an exploration of internationalisation in art and design can be found in
Harley et al. (2008). The designation of the chapter (adopting art, design and media over
other options) may imply a conventional or rigid grouping of disciplines. It is therefore
worth stating the extent to which the boundaries of these disciplines are overlapping
with others (business, marketing, technology) or combine with others (ecology, social
science, engineering) to create highly specialised fields, new services and experiences
(information can be found in Universities UK (2010)).

Despite the omissions, the chapter attempts to create a sense of the underpinning
nature (and particularities) of teaching and learning in art, design and media in a
changing disciplinary and higher education context. It will at least provide a sense of
the scale and complexity of the challenge for practitioners —and a discursive setting for
organisational and professional development of the disciplines.

NOTES

1 Bohm in On Creativity (1998) discusses the idea of intelligence as being when the
perceptual field is free of conditioning by any established patterns of reactive and
reflective thought so as to process new ‘ratios’ — fitting’.

2 See the "Template for assessing the quality of the student experience” in Vaughan
and Yorke (2012: 57).

3 Brown's unpublished 2011 research into the student experience at the London
College of Communication found that opportunities to learn with peers, across
courses, was the most frequently cited enhancement theme expressed by students.
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