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Abstract

This presentation is predominantly of interest to art educators but does have relevance to other disciplines across the spectrum of higher education. Although the paper discusses the purposes and practices of assessment in art education, the analysis can be selectively extended to other disciplines because it involves the relationship between assessment, meta-cognition, knowledge and creativity. In so doing, it comes out strongly in favour of practices of assessment that promote and cultivate the dispositions that lead to knowledge-rich, strategic forms of intelligence governed by self-regulated learning and self-regulated creativity. Adopting such a strategic approach to nurturing self-regulated cognition and developing certain character traits for regulating complexity for the operation of the cognitive unconscious in creativity, requires a radical change in the current assessment culture of art education in the UK, which predominantly continues to use assessment for alternative and often educationally regressive ends, primarily because it pre-supposes a dichotomy between knowledge and creativity, or secondary process thinking with primary process thinking. This paper argues for reconciliation between knowledge and creativity framed around a discursive understanding of cognition.
Using Assessment in Knowledge-Rich Forms of Learning and Creativity to Nurture Self-Regulated Strategic Intelligence

Introduction

The assessment of achievement provides information for different stakeholders like government, local authorities, teachers, educational institutions, future employers, parents, and students. The one function of assessment that has arguably been least catered for is its role in enabling students to learn how to regulate their own learning and creativity. This issue is at the centre of the recent educational debate about the purposes of assessment, as research (Black & Wiliam, 1998; 2002) indicates that certain methods are more likely to cultivate strategic intelligence because they focus on nurturing meta-cognitive dispositions rather than being concerned with short term approaches to learning and creativity that simply result in premature convergence. Therefore adopting a strategic approach for nurturing self-regulated cognition and developing character traits for self-regulated creativity requires rethinking the current assessment culture of art education in the UK, which predominantly uses assessment for alternative and often educationally regressive ends (Cunliffe, 2006-in press). Although the discussion of learning and creativity in this paper are explicitly linked to art education, the analysis and arguments can be applied to any higher education discipline, as research discussed below reveals.

There is now a large body of research literature that provides sophisticated empirical analyses of what needs to be in place in any discipline if individuals are to flourish (Jay, Perkins, & Tishman, 1993; Ochse, 1990; Perkins, 1995; Sternberg (Ed) 1999) by being able to engage what Boekaerts (1999) describes as self-regulated learning. This body of research rarely impacts on the way art educators conceptualise and structure their practice of education (Cunliffe, 2006-in press). A consequence is that the practice of art education continues to ossify around what Weisberg (1999) describes as a “tension view” paradigm that dichotomises knowledge with creativity, so that less knowledge creates better conditions for creativity. I will argue in this paper that such a paradigm and its associated methods of assessment undermine the cultivation of strategic intelligence in art.

The Tension View Paradigm of Creativity

An example of the tension view paradigm can be found in Maslow’s (1968) account of creativity. Following Freud, Maslow divided thought into primary and secondary thinking, with the former emerging from unconscious processes, and the latter a corollary of discipline, hard work, acquired skill, patience and perseverance. Maslow (1976) associated the former with creativity in art, and the latter with creativity in science. He valued primary process thinking more than secondary process thinking because of its “lack of wilful trying, a lack of effortful striving or straining, a lack of interference with the flow of the impulse and the free “radioactive” expression of the deep person”. Maslow’s description of the creative process in art contrasts with Newton’s account of his creative achievement in science as resulting from “standing on the shoulders of giants” (Westfall, 1980). Newton’s recognition of the need to appropriate and internalise knowledge from a tradition in order to creatively reconstruct that same tradition of knowledge, contrasts strongly with Maslow’s understanding of the spontaneous operation of creativity in art that somehow manages to flow from an impulse that is located outside any normative cultural forms of knowledge and skills.

The Tension View, Romanticism, Early Modernism, Late- and Post-Modernism

Weisberg (1999) represents the tension view of creativity as a U bend shape, with knowledge at one end of the U and creativity at the other. Such a division between secondary and primary process thinking emerged at the end of the eighteenth century when the Romantics reacted (Abbs, 1987; Williams, 1965) against the disenchanting impact of scientific knowledge and rationality and its associated quest for technological progress and power over nature. The growth of scientific rationality gradually undermined the aesthetic communal space and enchanted view of the world that the previous shared expectations and standards of religious belief had produced. The Romantics attempted to find an alternative potential space for art and values in the transcendental aspects of nature, but more specifically in the artist’s private imagination (Albert & Runco, 1999), which became associated with the mediation of superior reality through a form of extraordinary seeing (Williams, 1965). Such a move initiated the modern division between the ordinariness of secondary process thinking and the extraordinary unconscious processes of primary process thinking that has since sustained the tension view paradigm of creativity. However, as with previous approaches to creativity, the importance of secondary process thinking for making art was initially taken for granted and retained. Kant, for example, thought genius could only be articulated through the acquisition of refined skills (Smith, 1990). 

The Romantic concern to discover the source of unconscious imagination for self-expression was part of a more widespread search for authenticity aimed at appropriating influences from alternative practices of art. Delécluze, a student of the Neo-classical artist, David, was the first to use “primitive” in reference to visual art, when in 1797 he showed his disappointment at David’s new style by stating: “You find in it no grandeur, no simplicity, in short, nothing “primitive” (cited in Gombrich, 1996). In this example, the preferred primitive quality was understood to reside in the style of ancient Greek art. As the nineteenth century progressed, the exemplary model for primitive authenticity shifted from ancient Greece to medieval Europe, only to be superseded later on by the preference for primitive sensibility as exemplified in non-European art. 

Artists of the first half of the twentieth century extended the primitive quest to the “will to regress” (Gombrich, 1971; 2002) in order to realise the primitive within, a practice that carried forward an inflationary version of Romanticism’s transgressive project of discontent with the reality principle of rationalistic society. Such an emphasis on internal regression now meant that child and adult naïve art could act as exemplars for sophisticated adult practitioners (Birtwistle, 1996; Gombrich, 1971; Gombrich, 2002; Hiller, 1991; Smith, 1990). Freud gave further impetus to the tension view of creativity as plumbing psychic depth, which lead the Surrealists and Abstract Expressionists to search for an evermore uncontaminated, unconscious expression (Claxton, 2005; Ochse, 1990). 

The idea of using regression to sustain individual creative practices overlooks the crucial point that the most culturally enduring and successful modernist acts of voluntary regression, Picasso being a paradigm case (Gombrich, 1971; 2002), were made possible because of the presence of well established, knowledge-rich cognitive routines that had been generated by secondary process thinking, making voluntary regression for unconscious acts in the best modernist practices dependent on and continuous with consciously acquired knowledge (Ochse, 1990; Weisberg, 1999). By contrast, the regressive features found in children’s work or that, say, of Alfred Wallis are involuntary, as both are unable to exercise a choice to step up the ascending scale of competency. However, Picasso is able to step up or down the same scale of competency, a point that can be illustrated by his response to a flippant question about whether one of his drawings had only taken a couple of minutes, to which he replied that it had required a lifetime. Steiner (2001) describes this selection process in expert performance as “creativity by omission”, which piggybacks “creativity by accretion”, but not always to exercise the will to regress.

Maintaining pedagogies based on the dichotomy of creativity with knowledge has lead to the gradual erosion of knowledge-rich creative practices, so that late- and post-modernity become increasingly dominated by knowledge-lean novelty. For although post-modernism generally rejects the modernist tendency to equate creativity with the psychic depth of a universal mind as discussed above, its practices are shaped by, albeit for different reasons, the same tendency to separate knowledge from creativity, so that: “(T)he typically postmodern image is one which displays its own artificiality, its own pseudo-status, its own representational depthlessness”(Kearney, 1988). Lyotard’s description of postmodern practices of art reflects a similar point of view: “it is from his unfitness that the contemporary artist draws his power” (cited in Efland, Freedman, & Stuhr, 1996).  Smith (1990) cogently argues that such unfit or depthless late- and post-modern manifestations of art have their origins in the Dada movement’s occult-like disassociation of creativity from skill and knowledge, to which he gives the name “geniusism”, with the emphasis put on the “ism” of the second syllable.

For though the concept of genius has been with us since the Renaissance, it has been only during the course of modernism that the idea of genius has separated itself out from its former matrix in talent and craft skill……..(T)he modernist who first convinces himself and then others of his genius may then act rather like Midas and turn all things into fine art. His name then becomes the brand name that legitimises his work, irrespective of its aesthetic value, throughout the Europeanised world (Smith, 1990).

The occult, knowledge-lean practice of creativity that stems from Dada misleads students of art into believing they are dealing with deep artistic complexity when in fact the creative process sits on the “surface” (Efland, Freedman Stuhr, 1996). It can only operate on the surface because the normally invisible armature of secondary process thinking that provided the organisational depth for knowledge-rich creativity is not in place (Ochse, 1990; Weisberg, 1999). Kuspitt (2004) describes this condition as “postart”, or art that “begins to run on empty”, a state of affairs that terminates the significant role assigned to the unconscious mind in different versions of the Western tradition, all of which have required a full tank of knowledge-rich deliberate learning to prime the cognitive unconscious for complex, strategic acts of creativity. 

The Tension View of Creativity and the Role of Assessment in Art Education
Current and past attitudes about the role of assessment in art education have their genesis in the “tension view” paradigm of creativity outlined above, in which assessment is represented as an unnecessary imposition of inappropriate knowledge and arbitrary values that inhibits or destroys the intuitive roots of creativity. The argument is an extension of the dichotomy between knowledge and creativity found in the tension view, with creativity inaccessibly present in each individual’s primary process thinking, making any formulation of normative assessment criteria based on the acquisition and articulation of deliberately learned knowledge impossible and destructive (Abbs, 1987, 1989; Best, 1985; Clark, Day & Greer, 1987). With this view of art education the student is understood to be more like an isolated natural object than a sociocultural artefact (Abbs, 1987; Efland, 2002; Harré, 1983), making any feedback systems for improving a performance that are derived from a cultural tradition unhelpful for the natural, uninhibited, intuitive flow of creativity. 

The hostility against assessment found in the tension view paradigm of art education could be justified if it is understood as an implicit critique of norm-referenced, summative and impressionistic methods of assessment, which are arbitrary and can be very authoritarian (Black & Wiliam, 1998; Best, 1985). However, the objections to assessment that emanated from those enamoured with the tension view of creativity were not grounded in such thinking, as those teachers who hold the strongest versions of the tension view of creativity are the ones most guilty of engaging in intuitive, impressionistic and authoritarian forms of assessment. Mitchell (1996) exposed such practices when she researched the problems students on fine art higher education courses encounter when assessment is carried out by lecturers intuitively and impressionistically reading motives and values into students’ work that results in ‘discourse being riven with conflict’, so that, ‘to award a student an average class of degree is to fly in the face of the ‘achievement of uniqueness’, where uniqueness is not communicated as the product of successful orientation, but rather as free-floating subjectivity’. The conflict in teaching and learning on fine art higher education courses described by Mitchell is a logical extension of assessment based on the tension view paradigm of creativity. In both cases, the locus of practice floats free from constraints grounded in justified knowledge and how this shapes judgements about the relative complexity of knowledge-rich or knowledge-lean educational practices.

An example of how the tension view unwittingly informs a discussion of assessment in art education can be found in Curtis, et al’s (2000) attempt to justify the intuitive stance of the art educator by making it necessary to ‘take into account qualities which go beyond what is immediately apparent’. However, for this occult-like notion of intuition to operate in a normative way within a community of practice of art educators and with students who participate in such practices, the intuitive judgments would need to flow from following shared rules explicitly formulated for analysing and evaluating creative achievement. Curtis, et al’s discussion fails to distinguish between examples of rule following that are explicitly formulated for actions, and cases where people comply with rules by acting in accordance with them (Wittgenstein, 1953). For intuition to become a normative feature of asessemnt based on a community of practice, the judgments would need to be consistent with following rules that have been explicitly formulated for managing actions rather than resulting from the passive socialization process of acting in accordance with them. Rom Harré (2001) makes this telling point about rule following:


We can say that a rule is immanent in a practice if the normative character of what is being done comes from simply learning the practice, but a rule could be formulated to express the normative character of the practice. In contrast, a rule is transcendent to a practice if the rule exists in the same symbolic realm as the practice, such as when an actor attends to a rule and uses it as an instruction for performing certain actions, or a teacher deploys a rule to guide the actions of a pupil. A rule may be transcendent to the practice for the trainer but immanent for the learner, if the latter is not taught the practice by being given the rule as an instruction. 

Curtis et al’s discussion of assessment can be seen as a misguided attempt to rescue so-called authentic assessment practices from normative or shared criteria. However, because the reasoning dichotomises intuition with shared procedures, it ends up privileging intuition over the justified knowledge (Schatzki, 1996; Toulmin, 1999), so that the assessment of creative accomplishment in art is falsely dichotomised with the conformity involved in explicitly following the rules or criteria.

A Complementary View of Knowledge and Creativity as the Basis for Articulating the Strategic Intelligence for Developing the Cognitive Unconscious

Fortunately, it is unnecessary to subscribe to the tension view of creativity and its corollary of privileging intuition in assessment in art education, as recent research provides an overwhelming consensus for understanding complexity in learning and creativity across a variety of disciplines as a knowledge-rich affair predicated on shared procedures (Amabile & Tighe, 1993; Boden, 1996, 2001; Cropley, 1997; Csikszenymihalyi, 1999; Gruber & Davis, 1988; Hayes, 1989; Howe, 1999; Jay, Perkins, & Tishman, 1993; Nickerson, 1999; Ochse, 1990; Perkins, 1988, 1990, 1995; Sternberg (Ed), 1999; Owen, 1995; Ward, Smith, & Finke,1995; Weisberg, 1999). This complementary view of the relationship between cognition, knowledge and creativity is much closer to Newton’s description of his own creative accomplishment as nested in a knowledge-rich cultural tradition and the related knowledge-seeking strategies of given practices, than in Maslow’s view of creativity as an individualistic, regressive, mystical process (Abbs, 1988; Sternberg & Lubart, 1999; Williams, 1965) not requiring a large stock of knowledge and knowledge seeking strategies. 

Embedded in the research literature that is cited above is what could be described as a sociocultural paradigm for learning and creativity that provides normative criteria for reconceptualising all disciplines in higher education, although in this paper the analysis will be restricted to the role of assessment in cultivating the dispositions and specifying the necessary levels of complexity for underpinning the practice of art education. Such a move makes it possible to differentiate between educational processes that produce short-term knowledge-lean novelty with minimal cognitive and dispositional future tense transfer value for real world activities, with alternative educational practices aimed at cultivating the knowledge-rich forms of intelligence that underpin and sustain strategic learning and creativity for real world settings. By seeing the educational process as engaging with long-term knowledge-rich creativity as opposed to short-term knowledge-lean novelty, the tendency in late- and post-modernism to separate knowledge and skills from creativity, can be overcome. 

The research literature specifies in some detail the components that impinge on the coming-to-be process of learning and creativity in all disciplines. Some of these components could be described as given or involuntary (Nickerson, 1999) because they belong to causal or genetic factors or result from socialization processes that are beyond the influence of educators and the process of education, while others are more susceptible to the influence of voluntary actions that can be systematically nurtured to improve the acquisition of a wide repertoire of knowledge, knowledge-seeking strategies (Boden, 1996, 2001; Cropley, 1997; Csikszenymihalyi, 1999; Ochse, 1990; Perkins, 1988, 1990), and dispositions for learning and creativity (Perkins, & Tishman, 1993; Nickerson, 1999; Ochse, 1990; Perkins, 1988, 1990; Sternberg, Kaufman & Pretz, 2002; Weisberg, 1999). 

The involuntary components that impinge on success include chance or fashion, which should have no part in determining pedagogical practices aimed at cultivating self-regulated learning and creativity (Swanton, 2003), as the arbitrary nature of luck and the temporary mind sets of fashion have little or no future tense transfer value. A further point about how involuntary factors impinge on creativity needs to be made here. For example, research (Ochse, 1990; Nickerson, 1999) indicates that having a miserable childhood can be positively correlated to many cases of achieving excellence across a variety of fields in the arts and sciences; however, no one would want to make such cases of involuntary misery normative for generally improving creativity and learning in the population as a whole. 

There are immediate benefits in understanding creativity as residing in knowledge-rich, voluntarily structured social practices. For when such practices are specified in detail against a background of justified knowledge, it becomes relatively easy to then develop assessment methods to reinforce or support the cultivation of the voluntary aspects of such knowledge and character traits, as opposed to focusing on the involuntary traits, as is the case with the tension view. The new approach would give priority to the acquisition of deliberately processed knowledge, especially self-knowledge, as a pre-requisite for the self-regulation of learning and creativity. In the field of mathematics Polya (1957) was a pioneer. Schoenfeld (1979) carried polya’s work forward. The importance of such meta-level forms of thinking for nurturing learning and creativity brings the discussion to the significance of other research into cognition and meta-cognition for the development of strategic intelligence that makes up the armature of any future operation of the cognitive unconscious.

Phase 1 Research into Cognitive Processes

The first paradigm of thinking skills to emerge divided cognition into two parts: cognitive resources and cognitive strategies, an aspect of which is meta-cognition (see Figure 1) (Blagg, et. al., 1993; Metcalfe & Shimamura (Eds.), 1996; Nisbet & Shucksmith, 1986; Perkins, 1995). Meta-cognition describes the operation of the mind at a “meta-level”; that is, a level beyond normal forms of cognition. The word was first used in a Ph.D. thesis completed by Hart at Stanford University in 1965 (Metcalfe & Shimamura, 1996). Gombrich’s (1961) analysis of artistic processes as engaging with ‘schema and correction’, originally given as the A. W. Mellon Lectures in Washington in 1956, anticipates this general growing interest in meta-cognition, as the correction part of Gombrich’s analysis of the dialectical method for making art is another way of describing the feedback process now commonly known as meta-cognition (Cunliffe, 1998a; 1998b). The schema part of Gombrich’s method equates with using a combination of cognitive strategies and cognitive resources for generating a response, which is always achieved by individuals or groups appropriating the necessary habits of mind, deposit of competencies or skills, insights about style, choice of subject matter, and wider purposes that provide a direction for making art that emerges from the culture. The cognitive strategies that give corrective feedback to the deployment of the schemas for generating art are also acquired from the culture. Gombrich (1983) maintained that the greatest artists are those with the most sophisticated forms of meta-cognition, an understanding that is at odds with the tension view of creativity.

	                                                                     checking performance against original aims

	                        monitoring performance                                                        changing plans and strategies to meet original aims



	       evaluating performance and strategies                                                                   gathering and organising all relevant information  



	                           recognising and defining the problem                                                        generating alternative solutions

  

	                                                                                                           planning tactics

	 Figure I Cognitive strategies: four for planning and generating; four for monitoring and checking [in bold]


Cognitive resources are those tools like language, knowledge, and skills that need to be acquired in order to function competently in a given educational or other context. In art, one such cognitive resource might be to know how to load a brush with the right amount of paint to achieve a desired result. Another would be related to acquiring language and concepts to know, say, some of the cultural factors that determine traditional Australian Aboriginal tribal practices of art. The former cognitive resource is for the procedural, “know how” category of knowledge. The latter is a cognitive resource for a declarative or “know that” form of knowledge (Cunliffe, 2005a, 2005b). Ryle (1949) clarified understanding about these forms of knowledge when he attempted to loosen the grip of the ‘official doctrine’ of the dualistic representation of someone as mind and body, so that a person ‘lives through two collateral histories, one consisting of what happens in and to his body, the other consisting of what happens to his mind’. 

The role of meta-cognitive strategies involves knowing how best to deploy such cognitive resources, as it would be useless to have a fine set of tools without knowing how to use them properly, or to have to rely on others to give directions each time they are used (see Figure 1).

Phase 11 Research that Cognitive Processes to Dispositions
	1. Commonly listed strategies needed for self-regulated learning

(from Nisbet & Shucksmith, 1986)
	2. Cognitive strategies needed for self-regulated learning

(from Blagg, 1993)
	3. Dispositions needed to be cultivated for self-regulated learning

(from Jay, Perkins, & Tishman, 1993)
	4. Cognitive aspects that need to be cultivated for self-regulated creativity 

(from Cropley, 1997)
	5. Character traits needed to be cultivated for self-regulated creativity

(from Cropley, 1997)
	6. Character traits that teachers have to foster to support the development of self-regulated creativity (from Cropley, 1997)

	Asking questions: defining hypotheses, establishing aims, discovering the  audience, relating task to previous work, etc
	Gathering and organising all relevant information
	To be broad and adventurous
	Possession of a fund of general knowledge 
	To be curious, adventurousness, and have a tolerance for ambiguity
	Encourage students to learn independently

	Planning: deciding on tactics and timetables, reduction of task or problem into components: what physical or mental skills are necessary?
	Recognising and defining the problem and planning tactics
	To plan a course of action and be strategic 


	Knowledge of one or more special fields
	The ability to show task commitment, persistence, and determination by deliberate practising the necessary skills and knowledge
	Have a cooperative, socially integrated style of teaching

	Monitoring: continuous attempt to match efforts, answers and discoveries to initial questions or purpose
	Generating alternative solutions


	To clarify and seek understanding
	An active imagination 
	The ability to be curious, adventurous, and have a tolerance for ambiguity
	Take students’ suggestions and questions seriously

	Checking: preliminary assessment of performance and results
	Checking performance against original aims
	To sustain intellectual curiosity
	Ability to recognise, discover, or invent problems
	Having self-confidence and the willingness to risk being wrong
	Encourage flexible thinking in students

	Revising: may be simple re-drafting or re-calculation or may involve setting of revised goals
	Evaluating performance and strategies 
	To be intellectually careful


	Skill at seeing connections, overlaps, similarities, and logical implications (convergent thinking)
	The drive to experiment and the willingness to try difficult tasks
	Help students to learn to cope with frustration and failure, so that they have the courage to try the new and unusual

	Self-Testing: final self-assessment both of results and performance on task
	Monitoring performance and revising plans and strategies to meet original aims
	To be meta-cognitive
	Ability and willingness to evaluate their own work
	The ability to be independent


	Promote self-evaluation in students

	
	Gathering and organising all relevant information
	To seek and evaluate reasons


	Ability to think up many ways to solve problems
	
	Offer students opportunities to work with a wide variety of materials and under different conditions

	
	Changing plans and strategies to meet original aims
	
	Skill at making remote associations, bisociating, accepting primary process material, forming new gestalts, etc. (divergent thinking) 
	
	

	
	
	
	A preference for accommodating rather than assimilating
	
	

	
	
	
	Ability to communicate their own results to other people
	
	

	Table 1: Recent research findings that identify the cognitive processes, dispositions and traits needed for developing self-regulated capacities for creative performance predicated on higher order thinking (apart from column 4, the skills, knowledge and other cognitive resources necessary for such a performance are assumed rather than made explicit)


Table 1 relates the information processing analogy for mind identified in the first phase of research described above to the second phase of research into cognition and creativity that was based on a discursive and motivational view of mind (Harré & Gillett, 1994; Jay, Perkins, & Tishman, 1993). Column three and four bridge the earlier research paradigm described in Figure 1, which in Table 1 is reproduced in the grayed in areas of column one and two, with column five. Column four and five specify the cognitive processes, character traits and cognitive resources that are needed to engage the cognitive unconscious in strategic learning and creativity. Column six specifies the dispositions and character traits that teachers have to foster to enable students to learn how to regulate their own creativity. The table specifies the capacities required for successfully engaging with the process of enculturation as a means of facilitating the process of knowledge-rich creativity that is a pre-requisite for lasting cultural transformation (Boden, 2001).

Each of the cognitive processes, dispositions and character traits in Table 1 has to be used in conjunction with the others. For example, a student’s capacity to work independently will only operates successfully if this works in tandem with other dispositions as independence, in itself, will not guarantee success in quality of learning. Translating the variables in Table 1 into pedagogies is complex, but a necessary requirement if the aim is to develop strategic, self-regulated forms of learning and creativity. 

One reason why, unlike mathematical whiz kids, there are no exceptionally ethical or knowledge-rich creative artistic whiz kids on the block, is that the successful collation of skills, knowledge, and dispositions that structure the cognitive unconscious of exceptional creative performances requires practical wisdom to know how to effectively deploy heuristics, in contrast to reliably applying, say, the algorithmic rules used in mathematics (Hursthouse, 2003). The ten-year rule of deliberate practice for distinctive creative achievement and expert performance across all disciplines that variety of research has systematically verified (Weisberg, 1999) adds overwhelming empirical weight to this comment.

Neglecting the importance of ethics for optimising the cognitive processes for learning and creativity is a deficiency of all the lists in Table 1. One reason why students find meta-cognition difficult is that reflection is an ethically demanding process. A corollary is that a person who has developed cognitively reliable habits of mind could use these for unethical ends. Equally, a highly creative person can use their abilities to serve unethical purposes. Therefore, ethics should be included when developing normative standards for reproducing and transforming culture, as thinking needs to engage ethical responsibility as well as an epistemic and creative reliability (Gruber, 1993; Macleod & Cropley, 1989).

Conclusion

The paper started with the false dichotomy found in Maslow’s work between unconscious and conscious processes that makes up the received wisdom about how to identify and teach for creativity in the practice of art education, a dichotomy that sees creativity in art as operating differently from science. The paper puts forward an alternative view in which, in the context of education, the unconscious is understood as cognitively structured by voluntary acts of deliberate knowledge acquisition, a view that unifies understanding of creativity across all disciplines. When the unconscious is understood in this way, secondary and primary process thinking become reconciled. It follows from this analysis that developing and improving students’ abilities and desires to acquire knowledge-rich cognitive resources and deploying cognitive and meta-cognitive strategies should be the rationale for all assessment in all education, but in the case of this paper art education. A corollary of such an approach would be to inaugurate a change from teachers being responsible for the summative assessment of students’ work towards having them take responsibility for evaluating their students’ capacities to responsibly diagnose the strengths and weaknesses of their own knowledge-rich performance, as the former, predominantly current approach might simply indicate results obtained by teaching for some type of outcome, be the results of chance, undue pressure to work in certain ways, or impressionistic assessment. 

In this respect, assessment for learning how to learn to cultivate strategic intelligence relocates normative properties away from the teacher making judgments about temporary acts or mindsets, in favour of supporting the cultivation of stable dispositions, character traits and cognitive processes that enable students’ to accurately form judgements about their own learning, which in turn might lead to genuine flourishing based on the content that makes up the cognitive unconscious. With such a practice of assessment, what is considered normative becomes agent-based as opposed to act- or belief-based, as actions and beliefs are finally justified through the character traits of agents as opposed to some external source of validity. To take this form of analysis beyond its potentially dualistic structure of agent- or act-based, we can draw on Aristotle’s (1951) idea of cultivating and practising virtue as an agent-focused process, which is summarised very well by Nietzsche as ‘a long obedience in the same direction’ (cited in Swanton, 2003). This has the advantage of making the causal link between an agent’s motives and the same agent’s right acts and correct beliefs normative for the practice of art education. In other words, it is the student’s capacity to accurately and responsibly diagnose the strengths and weaknesses in their own forms of cognition and work that should be seen as normative for assessment, which is as much an ethical as epistemic and creative issue as the judgements, if they are to be meaningful, cognitively and strategically reliable, will also require integrity. 
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