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Introduction

InQbate, the Centre for Excellence in Teaching & Learning (CETL) in Creativity, is a joint initiative by the University of Sussex and the University of Brighton. Part of its work is carried out through the Creativity Development Fund, which provides funding for the development and enhancement of innovative learning and teaching across the two universities and research into the nature of the creative process in existing courses and activities.  The fund aims to support a range of imaginative and rigorous projects that might extend our understanding and experience of the complex notion of creativity in the context of higher education. 

As everyone at this conference will be aware,  the notion of creativity is highly current; on November 15th, a search on HE Academy site found 395 hits for the term ‘creativity’, for example; we have recently had the significant Cox review of Creativity in Business among a plethora of other government sponsored initiatives including the idea of Creativity as a National Curriculum subject, and the literature is vast.   But as Norman Jackson[2006] noted in his consideration of ‘Creativity in Higher education’, although academic staff might recognise the value of creativity in student learning, they may be reluctant to take on the extra work that is perceived to be associated with more creative approaches to teaching and there are institutional barriers that might also frustrate such attempts.  [p5]

One of our reasons for launching the Fund was indeed to provide resources and support to colleagues who wanted to develop more creative approaches to learning and teaching. By explicitly valuing creativity, we also hoped to challenge and dismantle some of those institutional barriers to which Jackson refers. However, small institutional Funds are often hedged about with prescriptions and conditions; staff may well decide that the process of detailed bid-writing, and then reporting back on the project, is too onerous to be worthwhile for just a little bit of money.  Paradoxically, something that is intended as an opportunity is then experienced as a further burden.  
Addressing this created two challenges for us: 
· The first – which will be the focus of this paper -  was to solicit projects that would be genuinely creative in some way, without providing guidelines or prescriptions about what might be thought to constitute creativity  and that might rather arbitrarily restrict imagination and innovation by encouraging writing a bid to fit the perceived expectations;

· The second was to be creative ourselves in finding innovative ways to monitor and evaluate projects, so that those participating in different ways are able to recognise and articulate their experience and understanding of creativity, without placing undue and unattractive additional burdens on project leaders. 


There was one immediately practical of these challenges.   How could we define ‘creativity’ for the purposes of our fund, which hoped to encourage the innovative, the unexpected, but perhaps also the reflective, the new perspective on established domains?  The notion of creativity is highly complex and contested; typologies abound and definitions proliferate.  It did not seem possible to provide a definition that would be succinct and focused enough to be helpful to bidders yet broad enough to allow for different approaches. 
Hence the first iteration of this session’s title: ‘What counts as creativity?’ was the most frequently and anxiously asked question from prospective bidders, to which the response was, put most simply, ‘We don’t know – you tell us!   Inspire and excite the panel with your ideas!’   
On the form itself, bidders were exhorted to ‘explain clearly and persuasively how  creativity is embodied in this project’ though this was expressed more soberly, and with a degree of circularity, in the first of the four criteria: 
· Show how the project will further the aims of the CETL (as outlined in the extracts from the original bid  annex D13, also posted on the creativity website).

· Articulate the intended improvement in learner creativity, or our understanding of it. 

· Identify at least one tangible product that will result from the project, e.g report, case study, learning resource.

· Show a clear project plan for the intended timescale of the project (between 6 and 36 months) 

Despite this somewhat uninspiring  guidance, we have in fact received many good proposals since the bid was launched, of which 17 projects have been funded so far. (A list of all the current projects is appended).  So has this strategy genuinely helped colleagues to give freer rein to their imaginations and aspirations in terms of new approaches and initiatives?  Or, conversely, has it merely resulted in just about anything counting as creativity, and emptied the concept of meaningful content in this context? (A variant on Oliver’s [2002] ‘creativity as motherhood and apple pie’ understanding, perhaps]. 
To help to inform the discussion, we will focus on just three of these projects :

· Learning to Look - The Creative Medical School

· Creative responses to the Holocaust -  interacting with artefacts
· Overalls - a visual diary
Learning to Look 

The aim of Learning to Look was to pilot a new photography course for students at the Brighton and Sussex Medical School, designed to help them develop visual and critical awareness and to explore the role of creativity and observation in both photography and medicine.  Taught by a professional photographer, students took photographs and learned developing and printing skills as well as engaging critically with the work of other photographers. They were encouraged to analyse the relationship between medicine and art, with a focus on perception and observation and their application across both art and science, particularly on the contribution they make to diagnosis. 

Students were also required to produce a considered body of photographic work for assessment, and to complete a log book of images, observations and reflections on the issues raised during the course. 
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Students appreciated the opportunity for personal response and the fact that there were not necessarily right answers to many of the issues raised.  Some responded that the discussions about subjectivity and objectivity had given them new insights not only into the ways in which their perceptions of patients were affected by their own standpoint, but also how patients view them as doctors and how  patients’ own subjectivity affects the histories they give to doctors.  Similarly the common perception of the absolute in science and medicine was questioned, ”medicine involves… varied perceptions among healthcare professionals.” 
The requirement to work with images was particularly fruitful for some students.  One claimed,  “I have learned more about the kind of person that I am with the images I shoot.  In my opinion it will help in being a better doctor.” 

A definition of creativity and the role it plays in medical studies was addressed early in the course when most students responded that creativity had little to do with their medical studies.  As the course progressed some revised this view, one commenting “ I believe [that] standing back from scientific theory and developing the creative side of my mind has aided my perception, and taught me to think and look closer(sic)”

The final session of the pilot was a dialogue between the photographer/course tutor Tom Wichelow and Professor of Primary Care, Helen Smith, on the relationship between art and science practices, and on some of the issues addressed during the delivery of the course:

· How important is looking in diagnosis?  Does the prevalence of technology mean that all the looking is done by machines and doctors simply read the data?  How could the observational skills practised by a photographer contribute to the diagnostic skills of a doctor? How far are these skills transferable?  

· Subjectivity and objectivity. How far does a consciousness of the ways in which personal preference and context affect perceptions during the process of looking at or taking photographs or making a diagnosis, contribute to good practice as a doctor and as a photographer?
· How do you train yourself, or someone else, to look whether as a doctor or as a photographer or as a skilled practitioner in any field? Does current medical training fulfil its role in this area? 
· How does learning the practical and creative skill of photography contribute to an increased ability to make visual judgements? How can this be used to enhance medical training? 
· How does learning to look in a certain way or within a certain discipline affect perception and judgment more generally?

· Can observational skills and ideas about perception learned through creative practice REALLY make better doctors?  What is a 'good' doctor?  How can the study of photography with an emphasis on the process of looking contribute to the attributes that make a 'good' doctor?

The CETL funding allowed a more systematic planning and evaluation of the initial pilot that might have been possible otherwise .  This rigour, and the overwhelmingly positive response of the students, helped the team to make the case for the course to be formally validated by the Medical School. It is now included in the curriculum options open to all 3rd year medical students, and when the new course started in October it was oversubscribed, so will run again in the next semester. 
The success of this initiative has allowed it to become self-sustaining; only time will tell whether it has also made better doctors. 

Creative responses to the Holocaust: interacting with artefacts

This project aimed to discover how students articulate non-academic responses in academic ways, and how teachers/tutors assess these student articulations, by exploring the hypothesis that interaction with artefacts deepens student learning. The course in question was an existing one,  a second year option 'Holocaust Representation and Cultural Memory' in the School of Humanities at the University of Sussex.  

Students studying subjects such as the Holocaust often respond in emotional ways – it needs to be acknowledged that there is a place for emotional responses to academic subjects and the need to mobilise these responses in creative ways.

The first step was to collect student responses to the subject of the Holocaust, and their feelings at the beginning of a course of study. 40 students took part in two seminar groups. In each seminar group the students were divided into small groups to discuss these questions:

· What do you already know about the Holocaust? 
· How did you learn what you know about the Holocaust? 
· What would you like to learn? 

In half the groups there was a scribe who wrote down the other students' responses; in the other half the discussion was recorded. Some of the students chose to record only part of their discussions, when they felt they had reached a conclusion, and the written responses varied in detail. The analysis of the discussions will inform the next stage of the project.

In lectures and seminars issues of Holocaust representation - forms and challenges - have been explored. The course tutors have looked at literary responses, film, music, oral testimony, diaries and art. They have also allowed for emotional and personal responses to the material the students have encountered. 
Student felt that viewing artwork had altered their understanding of the holocaust:

· “Made it far more accessible”

· “Brought into focus enormity of what happened”

· “Seeing paintings brought a new dimension to the holocaust”

· “confirmed that it is ‘unrepresentable’”

The next step in the project is to extend seminar discussion with hands-on contact with an art collection: the Daghani collection held at the University of Sussex library. In the summer term they will offer three afternoon workshops for students who will be encouraged to reflect creatively both on the artist's, and on their, responses to the Holocaust. In the final part of the project student responses will be collated, looking at how they applied their personal interaction with the art works through discussions and their final written work. The tutors hope this will lead to further understanding of how students can creatively incorporate their reflections in the research and writing of their dissertations, and the ways in which this approach will challenge current assessment procedures.

Overalls - a visual diary 

Although the project leaders, Alice and Jane Fox, are presenting in a separate session at this conference, we wanted to include it in this discussion as it represents a slightly different understanding of creativity from the other two. 
The project grew from an initiative called Access to Art (now known as a2a), an ambitious visual arts course in which students with learning disabilities work with undergraduate art students at the University of Brighton. With support from the Community University Partnership Project (CUPP) it has established an excellent model for the kind of inclusive learning envisaged in the 2001 Special Educational Needs and Disability Act,  gaining a HEFCE Student Volunteering Opportunities Award, whose panel commended it as ‘an innovative model which should be adopted more widely’ . With the aid of Arts Council funding,  a2a graduate artists with learning disabilities have now established their own artists group, the ‘a2a Rockets’, with a studio space at the Phoenix Arts Association in Brighton, where the course itself also takes place. 

 ‘Overalls - a visual diary’ set out to investigate a new model of creative documentation and reflective, practice-based evaluation for participants on this course.  This grew out of the informal use of protective clothing – ordinary white overalls - by some participants in a2a sessions to record or collect images. The course tutors wanted to explore whether this impromptu activity could be developed into a useful reflective tool. 

As well as gathering the marks and traces of the day’s activities, the overalls have provided a blank canvas for participants to process and record their experiences and thoughts in a more deliberate fashion while they were working and in whatever medium they were using, by drawing, writing, printing or stitching on their overalls. 

For the a2a students, the overalls have been used as a visual and tactile memory aid, to note down their learning around art making- mixing colours, making decisions, developing creative ideas, remembering appropriate tools or references and noting discoveries. 
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Making notes during a practical session

The university students have also used them to reflect on their learning whilst supporting people with learning disabilities, and developing communication skills. By unravelling their own experience of arts practice and learning in order to begin to facilitate others, the university students are required to break down and communicate what they know about art making and support the teaching of that. By engaging in this the students are developing a range of skills, thoughts and questions that can be usefully recorded on their own overalls. These skills are both practical- it may be that they are unfamiliar with the medium or materials used - and connected to the development of awareness. 

For all the participants, the overalls have provided an opportunity to record experiences, record their learning and reference and remember discoveries, while accumulating a visible record of work that is worn about their person. This is a more inclusive and arguably more appropriate approach for art education than traditional word-based reflection. The evaluation practices remain within the processes of art making, and the knowledge gained is recorded in a visible and accessible form.  
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Transferring photographic images onto overalls

Because they are worn, the overalls become a documentation of practice by literally becoming part of that process - inhabiting the site of practice along with the artist who is ‘doing’. What builds up on the overalls over time is two fold: the traces of the day’s activities and deliberate reflective action. In this way the overalls offer a range of ways for participants to recall experience and make sense of what they are learning. Taking part in this form of documentation allows the students and artists to hold their learning within a visual language that crosses boundaries within an inclusive learning environment. 
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The overalls have inspired a strong sense of ownership, sometimes from an initial position of resistance or confusion. They have been a demanding and highly visible element of the a2a project this year and students were required to work hard to record their learning alongside their practice. During the sessions some interesting issues around notions of 'wearing your thoughts' and privacy were raised. Students were able to make their learning either very public (by placing it on the bib of the overall for example) or to keep a thought quietly in a pocket or under a flap. It was very interesting to see the  different points of ownership that were reached and how the participants began to 'make them their own' through various means. 

They began to explore an alternative approach to documentation , broadening the medium in which learning can be communicated. Although the university students relied quite heavily on text to reflect on their experiences, they also needed to consider medium and make aesthetic choices to capture those thoughts. This allowed them to move a step closer to communicating their learning by making use of some aspects of the complex visual languages that their practical work is based in. Specific moments of learning or tiny events that needed to be remembered could be recorded through a variety of means. Choice of colour, scale and materials, placing of thoughts and images in relation to other ideas already on the overalls all come into play. In this way students begin to employ the skills embedded in image making in order to capture their learning. 

Although this project developed directly from the very specific conditions of the a2a course, it has attracted interest from academic staff in other subjects at Brighton and nationally.   This is partly due to the growth in importance of reflective practice across the HE sector, both in professional courses and as an element of personal development planning (PDP).  However, most models of reflective practice are based on reflective writing  - valuable in itself but not always the most appropriate format for some students, some contexts, or some kinds of learning that may be the subject of reflection.  There is also a concern, especially where such reflection is formally assessed rather than carried out purely for the students’ own purposes, that students may learn how to produce a strategic simulation of reflective writing, missing out on the intended benefits.     

[image: image6.jpg]



This unorthodox method of documenting learning is also about shared experience, a vehicle for making learning visible and a focus for exchanges and recollections between participants. In some instances people gathered around moments of learning, both reinforcing the importance of it and capturing it together for future reference.  Over the weeks the amount of work and learning accumulated and became visible (in this case literally ‘worn’) and in some cases built up a sense of esteem and achievement…a visible accumulation of learning and progression.

In a group where communication is varied and challenging, it also encouraged ‘showing’ rather than ‘telling’ and challenged the university students to think about visual communication within a new context. The overalls were still being worn for the final review of the unit, and offered the surprising gift of animated input, as the students used these richly meaningful artefacts to talk from and to share their learning journeys with tutors and each other.

Conclusion
The first two projects discussed are based in subjects that are not traditionally thought of as being ‘creative’ (although many doctors would argue that medicine is as much an art as a science).  Here the introduction of some kind of creative practice, or engagement in art making, has been undertaken to help students get in touch with aspects of the subject or personal learning that more conventional approaches might inhibit. (A similar motive underlay another of the CDF projects, the employment of an artist in residence throughout the first year of a Pharmacy Masters, where students’ well-founded anxiety about ‘getting things right’ was thought to be a barrier to learning.) 

The Overalls project is slightly different. We turned down a number of other proposals that seemed to assume that merely teaching some form of creative practice was enough to guarantee funding. Here, what we were looking for was genuinely new approaches, that questioned what it meant to be creative and the norms of teaching in those subjects.  The interest of the Overalls project has been that it offers an radically alternative way of thinking about reflection, as a non-linear ‘mapping’ of ideas that can be layered and added to on a weekly basis, so that students can represent ideas in non-textual ways and relate them to each other in spatial as well as chronological ways.  

We might hazard some provisional general remarks on ‘what counts as creativity’, in conclusion here but primarily to prompt further discussion.  On the basis of the examples outline above, might there be three different ways to answer this question? 

The first, and perhaps the most obvious, is to do with the nature of the activity itself.  In these examples, the additional ‘non-traditional’ activities introduced into these courses were all concerned with the production or appreciation of, broadly speaking, visual arts.  This is unsurprising perhaps given the highly visual nature of contemporary culture and the consequent valuing of the visual, but while this certainly wouldn’t challenge a student’s notion of what it is to be creative as such, the engagement in or with art-making in an unfamiliar context certainly prompted some reflection on this.
The second possible answer we might note is the creative thinking that leads to these sorts of projects; sometimes just an individual’s bright idea but more often a collaboration where people spark off each other, introduce fresh perspectives, encourage each other’s thinking to go a bit further or in a different direction.  This is the sort of creativity that, at least in some institutions, fails to flourish: while evident in the rhetoric, reality can be very different.  Disciplinary boundaries, policies and habituated practices, scarce resources – all these can make creative thinking [collaborative or independent] about learning marginal, difficult and even high risk.  
Hence, we think, the value of our Fund in promoting and supporting these endeavours,  but the challenge to move them from the margins to the mainstream – without being submerged by other demands and priorities. 
Lastly, but perhaps most importantly is whether what counts as creativity here is the nature or quality of the learning that takes place.  Have students, as a result of these activities, really been able to create deeper and richer understanding of the material or content they have been engaged with, of the responses they have made, of the significance of the learning experiences they have had?  We are really only beginning to ask these questions systematically and will have much to learn from the answers.
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Appendix
InQbate  Creativity Development Fund funded projects.

	School or Department
	Project:

	Brighton and Sussex Medical School
	The Creative Medical School 

	Centre for German-Jewish Studies
	Creative responses to the Holocaust: Interacting with artefacts and exploring new assessment methods



	Education
	CREATE Project: creativity, e-learning and teacher education

	Engineering and Design
	Quantifying the teaching & learning value of "Fab Labs",

	3D Design
	Shared insight: Understanding Creativity

	Architecture & Design
	Using specialist Fashion Design Development & Pattern cutting CAD system software, to inspire student creativity rather than stifling it

	Arts & Communication
	Overalls Evaluation - Pedagogic research into practice based forms of documentation and evaluation of art making and learning for undergraduate arts students and students with learning disabilities

	Engineering
	Developing models of using social (Web 2.0) technologies for supporting Personal Development Planning and building an environment to augment creativity within group projects



	Pharmacy & Bimolecular Sciences
	Artemacy - The fusion of creative art and pharmacy education

	Learning Technologies / Information Services
	Co-ordinate and support the use of Web 2.0/social technologies across two CETLS

	Chelsea School
	'Football 4 Peace' - The development of multimedia modules and hypermedia research methods in a visual evaluation

	Media
	Reading into Creativity - an investigation into the new relationship between technology and scholarship

	English
	Succour -  a Biannual Journal of Creative Work  produced by students

	Education & Sport 
	Creative space: a writing retreat for academics 

	Engineering
	PUBGLAS: recycled glass as a material for teaching of product design

	Informatics
	Phidgets 2006: Advanced Design for creative interactivity

	Engineering
	Scaffolding Automotive Engineering Learning: Linking  Y3 Motorsport Teaching Course into M.Eng Formula Student Car Racing Project


�  This account draws upon the interim report by the Education Officer for the Brighton Photo Biennial, who were partners in the project, and on the student responses included there. 





� This account draws upon the interim report by the project leaders Chana Moshenska and Deborah Schulz


� This account draws on a forthcoming chapter on Access to Art by Alice Fox and Pauline Ridley, and on the limited edition book produced by Alice and Jane Fox, which was one of the outcomes of the Overalls project . 





