


1] Handbook for Artistic Research Education

General Introduction:
How to Use
this Handbook

Living with contradictions is difficult, and, especially for
intellectuals and artists employed in academic institutions,
the inability to speak honestly and openly about contradicto-
ry consciousness can lead to a destructive desire for ‘pure’
political positions, to militant posturing and internecine
battles with one another that ultimately have more to do with
individual subjectivities and self-images than with disciplined
collective struggle for resources and power. - George Lipsitz, 2000'

This handbook for artistic research education is the outcome of three
years of work by the SHARE network. It is a poly-vocal document,
designed as a contribution to the field of artistic research education
from an organisational, procedural and practical standpoint. For some,
this organisational and procedural focus is anathema to artistic
research; for others, this approach ‘goes (uncritically) without saying’.
For most of the members of the SHARE network, attending to questions
of research form and process while being primarily invested in
questions of artistic practice might be read as one more of the many
contradictory impulses that we must negotiate. Contradiction seems
intrinsic to the role of the professional artist-educator, working to
secure a position within different public institutional landscapes for the
elaboration of art, pedagogy and research that is both transformative
and challenging. This role involves maintaining and extending a space
for a range of practices that have not been exhaustively predetermined
and co-opted by the current fashions of art, intellect and policy while
negotiating a language and accountancy of outcomes, outputs and
metrics. Artist-educators have proposed that the creation of a research
milieu within higher artistic education can potentially enact a radical
openness, within the day-to-day operation of the institution, to the not-
yet-known, not-yet-understood, not-yet-realised and not-yet-imagined.

1. G. Lipsitz, ‘Academic Politics and Social Change’ in Jodi Dean (ed.), Cultural Studies and Political
Theory. (Cornell University Press, 2000). p. 80.
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But, artist-educators have also expressed a concern about the difficulty
of maintaining this openness and these values within regimes of
increasingly reductivist academic accountancy.

Inevitably, then, this is a book that is neither final not comprehensive,
but rather a provisional disclosure of the state of the art within a specific
constituency at a particular moment. It does, however, seek to be
serviceable to many different agendas and projects, and it attempts to do
this by demonstrating the lived contradictions of what is simultaneously
both an emerging and fully formed domain of research education.
In another of its many paradoxes, this book is both hopefully and
hopelessly instrumental. The modest claim to critical saliency this
volume makes is that it seeks to disclose the contradictions and tensions
that criss-cross the domain of artistic research education, while also
providing intellectual and practical models that enable divergent
re-negotiations, re-constructions and re-orderings. Our ambition, in
presenting this book, is that, in rehearsing our contradictions, we may
provide some assistance to colleagues and research students mobilising
and re-negotiating their own contradictory impulses, desires, research
horizons and operating contexts.

The book is divided into five parts:

The Contexts of Artistic Research Education
Examples and Case Studies of Artistic Research
Values and Debates

The Next Generation of Artistic Research Education
Toolbox: Curriculum Resources

In turn, these parts are divided into chapters, and each chapter typically
includes several sections. Within each part, chapter and section,
members of the SHARE network have provided short introductions
and conclusions. These connective texts serve as a way of navigating
awide variety of texts that speak in a wide variety of voices, ranging
from the meta-theoretical to the bureaucratic, from the descriptive to
the speculative, and ranging in tone from the pragmatic-discursive
to the polemical; the book s, therefore, unashamedly heteroclite.

The book (and its structure) is relatively self-explanatory. It begins
with a series of texts that map the contexts of artistic research education
and identify some of the discursive and pragmatic discourses for current
work. This is then followed by a set of short descriptions of doctoral-level
projects in the arts and a series of positions and provocations on the
question of artistic research education in general and the doctorate in
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the arts in particular. The fourth part of the book is a relatively concise,
but nonetheless, hopefully, helpful and challenging, speculation on
future scenarios pertaining to artistic research education and the
doctorate in the arts. Finally, some resources are provided as the closing
contribution of the book, which may be of use in constructing a
curriculum for doctoral-level education in artistic research. We present
these tentatively, bearing in mind the widely contested nature of the
field, while recognising the need, expressed by members of the network,
for knowledge of alternative models that might function as examples
rather than paradigms.

A key priority for the SHARE network has been to move arguments away
from an exclusive focus on questions of first principle, in favour of the
discussion of concrete examples of doctoral work and artistic practices
that have an explicit engagement with ideas of research, knowledge
and enquiry (e.g. What does this art practice do in this particular case?
What knowledge is happening in this situation within art? What kind
of knowledge work does this particular artwork or performance ‘do’?).
Through SHARE’s workshops and expert meetings, we had access to
the ways in which questions around the doctorate for artists were framed
by the educators and students directly involved in third-cycle work in
the arts. The goal of SHARE was not, then, to establish a single fixed
model that was intended to work for all art forms, cultural contexts,
institutions and national situations but rather to map what was already
happening and to share local knowledge about what has been done in
different parts of the world. What worked for some? What did not work
for others? Who has been and who is now active, and where?

Finally, a note of caution to the reader on the nature of a publication
that is authored in the name of a network. The viewpoints expressed
throughout this book do not cohere into the SHARE network’s singular
account of artistic research and doctoral education for the arts. The book
comprises positions that have appeared at different times within
the network. They are presented not as positions to be adopted as an
orthodoxy, but as positions worth attending to, if only to disagree with,
qualify or otherwise amend. Part of our principle in selecting material
has been to complement that which has already been given wide
exposure within the debate so far. With respect to the members of the
SHARE network, the perspectives expressed here may prove conducive
for some, and disagreeable to others, but the editors’ hope is that, for
all readers of the book, they may prove a provocation to further work in
building a diverse and energetic ecology of critical artistic research.
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The SHARE
network

SHARE is an international network, working to enhance the
‘third cycle’ of arts research and education (i.e. doctoral-level
studies) in Europe. SHARE is an acronym for ‘Step-Change
for Higher Arts Research and Education’ (a ‘step-change’ being
amajor jump forward, a key moment of progress). The network
brings together a wide array of graduate schools, research
centres, educators, supervisors, researchers and cultural
practitioners, across all the arts disciplines.

Over the period 20102013, this network was (co)funded
through the ERASMUS Lifelong Learning Programme.
Jointly coordinated by the Graduate School of Creative Arts and
Media (GradCAM), the Dublin Institute of Technology (DIT)
and the European League of Institute of the Arts (ELIA), the
funding bid was comprised of 35 partners from 28 European
countries.

This publications caps off this three-year period, but ELIA
will continue SHARE network activities, pushing the agenda
for artistic research and further developing this research
community, together with global partners and collaborative
networks for research within the arts.
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Part One

The Contexts of Artistic
Research Education

The opening part of this book consists of two chapters.
The first of these attempts to outline the multiple genealogies
and contexts of artistic research education in a way that
seeks (I) to understand why the notion of artistic research
is contested and (l1) to identify some of the different factors
underpinning the energetic contest of meanings and
values which characterises contemporary artistic research
education. The second chapter turns to the organisational
bases of contemporary research education in the arts.
In doing so, it deliberately juxtaposes the contested
genealogy of artistic research, given in the preceding
chapter, with a discussion of some of the practical
strategies already prevalent in doctoral education in the
arts. This is done in a bid to renegotiate the arguments
from first principles (‘Is research through art practice
possible?’), paving the way for a consideration of actually
existing practices and organisational strategies. In summary
form, the proposal is that the debate on artistic research
should be pursued, in substantial part, through attending
to actually existing practices and production. This can best
be done by attending to the forms and contents of already
operative doctoral educations in the arts, and not predomi-
nantly through exchanges of meta-theoretical propositions
on the nature of art or research by commentators.
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The Third Cycle
in Arts Education:
A Contested
Construct

The applicability of doctoral study to different artistic practices
is one of the key areas of debate and practical experimentation
in contemporary arts education. This debate has along history,
arguably going back to the 1960s and earlier. However, in the
past two decades, there has been an intensification of these
debates and a wide expansion in the variety of third-cycle
— doctoral-level — platforms available to artists in different
disciplines and domains, including performing arts, film and
audio-visual media and contemporary fine art. This may be seen
as consistent with the broader pattern of massification in doctoral
education during the last decade, which has entailed a very large
expansion of the number of students pursuing doctoral-level
studies across most disciplines, akin to the earlier massification
of bachelor-level studies in Europe in the 1970s and 1980s. At this
point, three basic observations need to be made:

The wider debates on artistic research have most often taken an
abstracted epistemological (‘What does knowing mean in art?’) and|
or ontological (‘What is knowledge?’ ‘What is art?’) and/or politico-
critical form (‘What is valorised in artistic research?’ ‘What form of
labour is being proposed?’);!

In practical terms, the doctoral level of studies provides a fundamental
site of contestation in relation to the nature of research within artistic
practices and the nature of institutional arrangements appropriate to
the research cultures of different arts practices;?
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- Avariety of doctoral-level educations already exist, catering to artists
employing a wide range of models, practices and organisational
modes. Within these programmes, there is an accumulated experience
that has been under-represented in the wider debates.

This first chapter of this handbook seeks to provide a broad overview
of this context. It seeks to establish the contours of these debates,
as a prelude to later sections that give specific examples of, and
describe tools for developing, doctoral-level studies for artists and
for the arts.

This chapter begins with a specially invited contribution by Prof. James
Elkins, who has been conducting a global mapping of the doctorate
for studio artists. This text presents a concise summary of one
arena - contemporary fine art. The importance of this survey is
that it establishes the global currency of the debate and points to
divergences that will become apparent in other arts disciplines.
This is followed by a description of the development of the third-
cycle debate in the arts that further complicates Elkins’s typology.
The chapter concludes with a short genealogy of the wider debate on
artistic research, which establishes that the impetus for developing
aresearch culture within the arts is not solely a consequence of
educational policy and institutional change. The chapter is thus
divided into three sections:

1. A.  ‘SixCultures of the PhD’ (James Elkins)
1. B. The Development of the Third-Cycle Debate
1. (. Genealogies of the Artistic Research Debate

1. If one considers a relatively recent discipline, such as computer science, which emerges in the
orbits of mathematics, engineering and related disciplines, one does not find the same level of
abstracted debate in terms of the specificity of the knowledge/practice of computer programming,
systems development, theoretical work on computability, etc. The development of a research culture
has proceeded from some other basis than the epistemological (‘What does knowing mean in computer
programming?’) or ontological (‘What is computer science?’). These questions have been raised, of
course, and rightly so; however, there is no sense in which they have been given an overarching
significance so as to constitute the framework of debate and the basis on which to launch a research
culture.

2. The term ‘fundamentally contested’ is used here by way of indicating the presence of some who
question the viability of research and/or doctoral-level studies through arts practices, and others,
who while accepting artistic research as a potentiality of artistic practice, wish to place artistic research
largely outside the institutional arrangements of higher education. SHARE was constituted as a project
by those who broadly endorsed, and indeed embraced, the potentials of artistic research and the critical
potential of higher arts education as providing one milieu (among others) for the exploration of these
potentials. However, SHARE also critically revisits these questions of foundation from the premise that
there is already an accumulation of practical experience which allows the discussion to attend to the
abstractions of epistemic systems and to the polemical rhetorics of observers, as well as to the concrete
experience and achievement of specific researchers, research groups and research platforms.


Úrsula
Resaltado

Úrsula
Resaltado


10 The Contexts of Artistic Research Education

. a  ‘Six Cultures of the PhD’

(James Elkins)
Approximately 280 institutions around the world offer the arts-based PhD.
The administrative structures of the institutions that grant research degrees
invisual art vary widely in different parts of the world, and the names of the
degrees they offer also differ (DCA, DPhil, PhD, DFA). These institutions have
special strengths and weaknesses, differences in assessment, funding, levels
of international students and, of course, faculty and staff. All these parame-
ters can make it seem as though the studio-art PhD is widely different from
one institution to the next. But that may obscure a deeper question: Aside
from these many differences, is the PhD for artists fundamentally the same
worldwide? Is it developing as part of a single conversation? Does it share a set
of common concerns, a bibliography, a history? Or does the PhD have different
cultures, styles, concepts and purposes in different parts of the world?

Each institution offering the PhD has its own administrative literature; there
are now at least 15 books on the subject and in the order of 300 to 400 articles,
alongside an indeterminate number of blogs and listservs. Viewed in retrospect,
2011 stands out as the first year in which it became impossible for any single
person to read all the literature on the PhD. The fact that the literature is no
longer available to any researcher means that the studio-art PhD is no longer
a single subject. In addition, no one has visited more than a fraction of the
280 institutions, and as a result, there is no way of being sure about whether
the studio-art PhD is a coherent phenomenon worldwide. In the past few
years, [ have been travelling widely, collecting information on studio-art
PhDs around the world; in 2013, I visited China, Ghana, Japan, Portugal
Singapore (where a PhD is being planned), South Africa and Uganda. In this
essay, I want to risk some generalisations and simplifications, to propose that
divergent PhD cultures exist around the world. I'd also like to suggest that
these sometimes subtle and elusive differences are important, and that, as
conversations become more global, we need to be careful not to inadvertently
homogenise different practices.

In the most provisional manner, let me outline six cultures of the PhD.

The Continental Model

The Continental Model is found in continental Europe, especially
Scandinavia, along with some institutions in the UK, Central and
South America and Southeast Asia. North-western Europe, if I can
use such an expression, is where most of the publishing about PhDs
is taking place. It is also the centre of a certain type of research. In
literature like Henk Slager’s The Pleasure of Research, the concept of
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research is aligned with a post-structuralist critique of institutions;
it becomes partly a matter of mobile, oppositional spaces and of
intellectual freedom. Research is less the institutionalised, science-
based practice of hypothesis, deduction, experimentation and
falsification and more a set of strategies for reconceptualising art
in relation to existing academic structures. (Exceptions include
design academies and art universities, because design has its own
tradition of PhDs, and its own more quantitative sense of research
based on the social sciences.)

The Nordic Model

The Nordic Model emphasises what Henk Borgdorff calls a ‘sui generis
perspective’; it stresses ‘artistic values when it comes to assessing
research in the arts’s Programmes in Norway and Sweden follow
this model, which is based on the idea that what counts as ‘research’
in the arts should proceed according to the properties of visual
art; in that sense, this engages Christopher Frayling’s original
concept of ‘research for art’, which he described as being not about
‘communicable knowledge in the sense of verbal communication,
but in the sense of visual or iconic or imagistic communication’.

The UK Model

The UK Model is practised in the UK, Australia, South Africa, Uganda,
Canada and other Anglophone centres including Malaysia and
Singapore. There are many overlaps with the Continental Model,
but there are also significant differences. The UK was one of two
places in the world (along with Japan) to develop the studio-art
PhD in the 1970s. The UK Model involves sizable bureaucratic and
administrative oversight, sometimes including elaborate structures
for the specification, assessment and quantification of learning
outcomes. It remains closer to the scientific model of research than
the Continental Model. Because of Herbert Read and Christopher
Frayling, the UK is also the origin of the discussions about how
research might be conducted ‘in’, ‘for’, ‘as’ and ‘through’ art. (These
terms are all discussed in the book What Do Artists Know?, co-edited
with Frances Whitehead.#)

3. See: chapter 5.B.1 of this book: ‘A Brief Survey of Current Debates on the Concepts and Practices
of Research in the Arts’, Henk Borgdorff, 2013.

L. James Elkins and Frances Whitehead (eds.), What Do Artists Know? (Penn State University Press, 2012).
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The Japanese Model
One of the main surprises of this research was the discovery that,
by 2010, Japan had 26 universities granting the PhD. Few European
and North American scholars are aware that, in terms of the length
of their tradition and their independence (if not in terms of inter-
national influence or number of students), Japan and the UK are the
co-founders of the studio-art PhD. As a corrective to the more familiar
North Atlantic conversations, here is a list of all the Japanese PhD
programmes:

University of Tsukuba

Joshibi University of Art and Design

Tama Art University

Nihon University College of Art

Tokyo Polytechnic University

Musashino Art University

Tokyo Kasei University Graduate School

Bunka Gakuen University

Bunsei University of Art

Sojo University

Kyusyu University

Kyusyu Sangyo University

Kyoto City University of Arts

Kyoto University of Art and Design

Kyoto Seika University

Osaka University of Arts Graduate School

Kobe Design University

Takarazuka University

Kurashiki University of Science and the Arts

Hisorhima City University

University of East Asia

Nagaoka Institute of Design

Kanazawa Bijutsu Kogei Daigaku

Tohoku Institute of Technology

Tohoku University of Art and Design

Aichi Prefectual University of Fine Arts and Music
Most Japanese institutions take their cues from Tokyo University
of the Arts, but no history of Japanese academic institutions exists.
Japanese dissertations are based on studies of natural, technological,
scientific and artistic precedents that are then applied to the students’
practices. In this sense, the Japanese system is not yet participating
in the debates about research ‘in’, ‘for’, ‘as’ and ‘through’ art.
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The Chinese Model

China has a much shorter, more modest, tradition of PhDs. There
are only three PhD-granting programmes: Central Academy of Art
(CAFA); Beijing China Academy of Arts (CAA), Hangzhou; and
Tsinghua University (THU), Beijing. Part of the reason for the PhD
not expanding is administrative; the degree is awarded under an
administrative research heading, which does not exist in academies
such as Chongging and Nanjing. This means that a change will be
required at the Department of Education in order for other academies
to offer the degree.

If this goes ahead, it will be interesting to see which models China
will use for its studio-art PhD. Because the degree beganin a
university (Tsinghua), it was based on the concept of the university
PhD in general rather than international studio-art programmes.
In spring 2013, delegations from CAFA and CAA toured Europe and
North America, gathering information, presumably as a prelude to
Chinese institutions choosing the collaborative partners they prefer.

The Lack of a North American Model
Rather than a model, this last entry represents a lack, because there
is no consensus in North America about how the PhD should look.
There are currently seven institutions in the US that grant the PhD:
Rensselaer Polytechnic Institute, Troy, New York
University of California San Diego, California
Institute for Doctoral Studies in the Visual Arts (IDSVA)
Santa Cruz, California, Center for Film and Digital Media
University of California Davis: Performance Studies
University of Washington, DXArts
Texas Tech, Lubbock
Canada has five programmes:
York University, Toronto
University of Western Ontario, London, Ontario
Université du Québec a Montréal (UQAM): doctorat en
études et pratiques des arts
Concordia, Montréal: the Art Department doesn’t have a
PhD, but there are three ‘research creation’ PhDs
University of Calgary: one student completed (2009)

Of the seven US programmes, several have distinct flavours. IDSVA
has no rivals for what it does; it has a fixed curriculum of theoretical
and philosophical texts that are intended to inform any artist’s
practice. Because the director, George Smith, has a background in
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literary criticism, the IDSVA has had a roster of prominent guest
lecturers from beyond the visual art world. Santa Cruz has a strong
programme in North American-style visual studies, which also
involves gender theory, postcolonial studies and anthropology.
Rensselaer Polytechnic is one of the US’s leading technical universities
(alongside Georgia Tech Institute), and the nearby State University of
New York at Albany houses one of the world’s largest nanotechnology
laboratories; this means that students at Rensselaer receive a unique
combination of political theory, activism and science. The University
of California San Diego is the base of Helen Mayer and Newton
Harrison, who have been actively engaged in developing a new,
environmentally focused PhD. Because of the unique cultural
configuration in Canada, there is little communication between
the Francophone and Anglophone institutions, to the point at
which Canadian correspondents have been surprised to discover
the existence of other institutions that already grant, or are
contemplating, the PhD.

North America is the least formed of the PhD ‘cultures’ around the
world. That is also my source of interest in this subject; [ am sceptical
about a number of the concepts and administrative structures in
existing institutions, so I think that North America has an opportunity
torethink the fundamental conditions of the PhD. In some other parts
of the world, particular administrative structures and particular
understandings of terms such as ‘research’ and ‘knowledge” have
become naturalised and therefore inaccessible to foundational
critique.

By Way of Conclusion

One effect of the proliferation of PhD-granting institutions and
the literature is that many institutions are proposing changes that
have already been implemented in other places. Another consequence
is that younger traditions, like China’s, are susceptible to influence
by the more developed traditions, the latter of which take on the
appearance of international norms. It can be very tempting, for
example, to ask whether a dissertation at Tokyo Geidai might be
made more reflective by engaging with Christopher Frayling’s idea
of ‘research through art’; but that would risk overwriting the less
theorised Japanese sense of what a dissertation might do for a
student’s work.

L hope that, as SHARE expands, it can make the field more interesting
by highlighting similarities and differences and allowing regional
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and national practices to develop their autonomy. The alternative
would be the spread of one of the predominant models of the PhD.
A way to guard against this is to increase awareness that words like
‘research’, ‘assessment’ and ‘knowledge’ are not unproblematic or
universal but bound to particular cultural and historical settings.

. & The Development of the Debate

Introduction
Over the past decade, there has been a lot of debate on the question of the
doctorate across all disciplines. This attention to research education is partly
a consequence of the Bologna Process of coordinating higher education
across Europe and due to the significance attached to ‘knowledge production’,
intellectual property’, ‘cognitive capital’ and a skilled work force in economic
planning and development policys It is also partly to do with ‘human capital
formation’ being the key policy framework within which education is typically
conceptualised by governments - an emerging global norm heavily influenced
by the role of the Organisation for Economic Cooperation and Development
(OECD) and the increasing hegemony of neoliberalism.®

All this attention being paid to doctoral education, particularly
within the dominant rhetoric of human capital formation, has
givenrise to arange of debates and issues” Among these are:

- the employability of doctoral graduates and career pathways for

researchers;
- theeconomic and social relevance of the research being undertaken
by graduate students;
5. This interpretation of the impetus towards the development of artistic research and doctoral

studies in the arts needs to be balanced by considering the internal dynamics of different arts fields.
See Section C. Terms such as ‘knowledge production’ and ‘cognitive capital’ are cited here without
necessarily endorsing the conceptual frameworks that have mobilised these terms. It is simply a matter
of noting different ways of naming and interpreting the changing dynamics of research in terms of
broader socio-cultural and political-economic analyses.

6. Human capital theory comes from the Chicago School of Economics and has become a dominant
way of thinking about education planning and policy because of the adoption of these ideas by bodies
such as the OECD. Human capital theory places the emphasis on the generation, through education, of
people who can add value to the economy by virtue of their ability to generate new knowledge, apply
that knowledge in new ways, and so forth. It is a controversial model - even though it is the dominant
policy language. Part of the controversy lies in the way in which education within human capital
models becomes an instrument of economic wealth formation; and emphasises individual life projects
(career building) rather than social, communal or citizenry based life projects (society building, public
good, social justice, equity, inclusion, cohesion etc.)

7. See for example the European University Association’s work in this area: http://www.eua.be/
cde/Home.aspx
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the role of doctoral education in promoting a combination of
disciplinary expertise, interdisciplinary aptitude, generalisable skills,
and the much contested construct of ‘flexibility’;

the appropriate relationship between doctoral-level research work
and the teaching and learning done at Master and Bachelor levels;
the commercialisation of research and the ability of doctoral
researchers to recognise potential applications and knowledge
transfer opportunities;

the building of team-working competence and collaborative practices
inresearch and education;

the capacity to work with and develop new technologies;

the impact of doctoral-level study on international mobility and
second language competence;

Within perspectives that self-consciously critique the dominant
human capital formation model, the kinds of issues that arise are:
the necessity of space for critical intellectual work that questions
the dominant systems of value construction;

the ‘flexibilisation’ and ‘casualisation’ of knowledge work both within
the private and public sector (including such themes as: loss of job
security; the ‘precaritisation’ of intellectual and cultural labour;
expansion of workloads/working hours; loss of status by researchers
and academics in management of education and research under
‘new public management’ models);

the public good served by advanced education and research;

the reduction of education to the simplified model of training for
employment;

the transfer of public wealth into private ownership (including such
themes as: the state meeting the costs of corporate training through
public monies; the privatisation of shared social knowledges and of
cultural and biological heritages);

technological change and questions of sustainability beyond the
projection of ‘permanent’ growth;

the role of educated elites in broader society and the political culture
engendered by bureaucratised systems of ‘expertise’ construction.

1. B.1. Platforms of the Debate

In turn, these discussions have provided the backdrop for specific
debates on doctoral-level research within the arts. There are many
platforms for these debates, ranging from the internal dialogues
of teaching teams within higher education institutions to the
discussions by higher education authorities and ministries of
education in different countries. These platforms also include the
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production of specific argumentation within individual doctoral
projects and the very different style of argumentation that emerges
in broader debates on international policy forums (e.g. European
Commission, OECD).

There has also been a significant level of debate within the creative
arts outside the academies. An important example of this has been
the series of debates that played out in the pages of e-flux journal,
in which both the general terms of the Bologna Process and the
particular question of the doctorate in the arts were intensely
critiqued.® Mapping the debate within both the academy and the
wider frame of the art world(s), Prof. Chris Wainwright at University
of the Arts London has established an initiative to catalogue the
conferences and publications that have provided a platform for
the development of the artistic research and doctorate debate.
Networks such as the European Artistic Research Network (EARN),
European Forum for Research Degrees in Art & Design (EUFRAD),
docARTES,? the Association Européenne des Conservatoires (AEC)
(especially the Polifonia Third Cycle Working Group),* Doctoral
Curriculum in Musical Arts (DoCuMa)" and the Society for Artistic
Research (SAR) have all been important enablers of the debate. In the
UK, the Arts and Humanities Research Council (AHRC) has also
been an important contributor to the debate with publications such
as the 2007 AHRC Research Review: Practice-Led Research in Art,
Design and Architecture'> and the 2008 Report on the ‘state of play’ in
practice-led research in Art, Design and Architecture (an AHRC| Council
for Higher Education in Art and Design (CHEAD) joint initiative).3
At the same time, journals such as Art & Research, the Journal for
Artistic Research (JAR), maHKUzine* and ARTMonitor have opened
out the debate in a number of different directions.

8. See www.e-flux.com/journal

9. The docARTES programme is run at Orpheus Institute in Ghent, together with Flemish and
Dutch partner institutes since January 2004. See http://www.docartes.be

10.  http://www.polifonia-tn.org/Content.aspx?id=179

11. Eight major higher education institutions in three European countries, together forming the
DoCuMa alliance, this group of institutions developed the first joint European doctoral curriculum in
musical arts, see: http://www.orpheusinstituut.be/documa/en/home.

12. C. Rust et al., AHRC Research Review Practice-Led Research in Art, Design and Architecture, 2007.
http://arts.brighton.ac.uk/__data/assets/pdf_file/0018/43065/Practice-Led_Review_Novo7.pdf

13.  For the executive summary, see: http://artsresearch.brighton.ac.uk/links/practice-led/Practice-
led-Research_2008.pdf

14.  From the summer of 2006 onwards, the Utrecht Graduate School of Visual Art and Design
(MaHKU) has published the biannual MaHKUzine, Journal of Artistic Research, see: http://www.mahku.
nl/activities/publications_index.html
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The debate on the doctorate in the creative arts may sometimes
appear to be permanently caught up in an argument about basic
legitimacy. The question ‘Can or should a doctoral research process
be applied to the creative arts?’ has surfaced repeatedly. This
discussion slowly began to appear in the second half of the 20th
century, and it intensified to become especially prominent in the
first decade of the 21st century. Some countries and disciplines now
have almost two decades of experience of doctoral-level study through
arts practices, and some countries and disciplines are only now
having debates about whether there is a need or a desire to develop
the third-cycle award. This means that the discussion has often
returned to such first principles as: ‘What is a doctorate in the arts?’
‘Can there be such a thing?” ‘What does research mean in the arts?’
‘Should it be “taught” within an academic institution?’ ‘How is “art”
different from “science”?’ In addition to this, the debate has also
been shaped by concrete experience as countries such as Australia,
Belgium, England, Finland, Hungary, Portugal, Scotland and Spain
have implemented (widely different) models for doctoral-level
studies across such disciplines as Architecture, Contemporary Art,
Dance, Design, Music and Theatre, leading to the development of
new questions in the debate.

Asindicated above, the discussion has proceeded along two broad
lines. On the one hand, it has been built upon questions of first
principle, and, on the other, it has been built upon practical and
concrete experience. With reference to questions of first principle
and epistemology, the treatment of these can tend to operate with
highly problematic ahistorical constructions of ‘art’ and ‘the
aesthetic’, whereas, with actually existing projects and programmes,
the approach becomes both more anecdotal and more empirical.
In a sense, the question of ‘What is a doctorate in the arts?’ has moved
from being theoretical to practical as the debate has been enriched
through the development of practical experiments in doctoral
education for artists that provide a counterpoint to more abstract
debates.

1. B.2.Ideological Stakes of the Debate

As the debate on the doctoral level of studies for the arts has
intensified over the past decade, there has been a move towards
identifying the ideological stakes of the discussion so as to question
the broader changes taking place in educational policy and practice.
Arecurring theme in such debates has been the impact of ideological
and economic arguments about the nature and function of higher
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education. Ideological approaches to education are perceived as having
adual impact/effect. On the one hand, higher arts education has
been subject to a wide range of interventions such as: institutional
mergers; new and revised university laws; the introduction of new
public management models; new financing models, including
student loan systems; performance metrics and the re-calibration
of education as content delivery and service provision. On the other
hand, state subsidies for the arts have diminished; proxy markets
have been created, advocating competitive, market-like behaviours
for cultural ‘providers’; private sector organisational models have
been implemented as normative; and cultural policy rhetoric has been
colonised with terms such as ‘cultural industries’, ‘creative economy’,
‘creativity’, ‘clients’ and ‘prosumers’.

At times, it appears that older claims for the liberating effects of art,
education and creativity have been co-opted into a discourse of
inescapable economic necessity: creativity is good, it liberates and
capitalises individual entrepreneurial agency and engenders greater
autonomy. However, these newer rhetorics of the creative economy
must be contrasted with the historical traditions that preceded
them. In some European countries, the idea of ‘autonomous’ art
has been a foundational principle for both arts education and state
support. The theme of autonomy is a complex one, linking the terms
of Kantian and post-Kantian aesthetics with the broader themes of
liberalism and individualism. Different institutional arrangements
have historically been elaborated to manage the proposition of
autonomous art. This has given rise to highly specific models of
educational practice, ranging from the sovereign-like independence
of the professoriate to the radically regimented, time-intensive
practices of virtuoso training. It is clear that the ‘autonomous art’
paradigm has historically served (implicitly and explicitly instru-
mentalised by) state and commercial interests in contradictory ways.
In those European states that emerged from the collapsing Soviet
empire after 1989, different traditions have been at play. In former
times, the artistic role often carried within it great social and
institutional prestige, whether as advocate or critic of the regime.
The social and political salience of the artistic role has been radically
undermined in the new arrangements for state support of culture.
These different circumstances serve to indicate that the neoliberal
conception of education and culture has not been installed in a
completely uniform and equivalent manner across the different
traditions of arts education and state policies within Europe.
Nonetheless, certain commonalities can be discerned, not least the
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tendency to subsume art and education under an economic evaluative
logic, advocating return-on-investment and market-like competition
for resources in the public sector.

The ways in which these sea changes in state approaches to higher
education and culture interact creates a further level of complexity.
The overall impact of the resourcing and leadership of public
education and culture requires a move from any simple ‘us’ (the
good guys - the artists) and ‘them’ (the bad guys - the bureaucrats)
conflict towards recognition of a more complicated world of multiple
and co-existing professional identities and contexts. As artists
(which, for the purpose of this discussion, includes dancers, actors,
writers, film-makers, animators, designers, visual artists, architects,
composers, musicians and curators) and as professional educators,
often funded by public monies through the state, the sector is
already working within systems of power, knowledge, competition
and politics that make such simple ‘us and them’ rhetoric too simple
to capture the complexities of our working lives in cultural practice
and education. As Tom Holert has argued:

The problem is, once you enter the academic power-
knowledge system of accountability checks and evaluative
supervision, you have either explicitly or implicitly
accepted the parameters of this system. Though acceptance
does not necessarily imply submission or surrender to
these parameters, a fundamental acknowledgment of
the ideological principles inscribed in them remains a
prerequisite for any form of access, even if one copes with
them, contests them, negotiates them, and revises them.
Admittedly, it is somewhat contradictory to claim a
critical stance with regard to the transformation of art
education through an artistic research paradigm while
simultaneously operating at the heart of that same system.s

The picture presented by Holert must be further complicated by
recognising that the academic power-knowledge systems being
reconstructed in contemporary Europe are founded upon the
contradictory moments of their historical formation. It is helpful
to recall that there is no single history of ‘the university’. It is also
important to note that reception of the new managerialist and
neoliberal frameworks is mediated by different local and national
histories, so that a Swedish academy or a Hungarian academy, for

15.  http://www.e-flux.com/journal/view/40
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example, experience these changes in very different ways — one through
the partial demise of social democracy and the other through the
emphatic rise of ethnic nationalism.

The reordering of higher arts education has multiple conjunctions
folded into it - the development of the doctoral level is but one of
these — and, as such, it touches upon both the emancipatory and
instrumentalising tendencies within the contemporary state’s
approaches to contemporary art and education. The question, for arts
educators and researchers, then becomes: ‘How do we work with
these contradictions rather than pretend that we are completely
free of them?’ This is difficult, especially if these contradictions
are to be kept ‘live’ and actively avowed in our dialogue. Indeed, it
would seem important to acknowledge that there is a considerable
emotional charge to the debates about the doctoral level of studies
in the creative arts. This should not be seen as a weakness within
the debate, but rather an indication of the importance of the issues
at play. The Belgian critic, Dieter Lesage, captures this sense of passion
when he writes:
Atartacademies in many of the forty-six European countries
participating today in the Bologna Process, the doctorate
in the arts has become the subject of heated discussions.
First of all, there is the existential question many people
ask: Why should there be a doctorate in the arts, rather
than nothing? Weren't we happy without it? It is no secret
that many people see neither the socio-economic necessity
nor the artistic relevance of a doctorate in the arts. There
is fierce opposition to it from people within higher arts
education, universities, and the arts field — at least in so
far as it still makes sense to draw a clear-cut distinction
between higher arts education, universities, and the arts.
[...] voices are heard opposing the doctorate in the arts.
Against these voices - whether coming from the grumpy
old folks who prefer to continue to live in a world that no
longer exists and cling to the character of institutions as
they once knew them, or from the jumpy young ones who
already live in a world yet to come and fly at the character of
institutions which they believe they know are no longer useful
—Iwould like to fiercely defend the doctorate in the arts.

Whether one is for or against, or whether one is unsure what to think,
it is clear that, in some way, the discussion of the doctoral level of

16. http://www.e-flux.com/journal/view/45 (published 2009)
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studies in the creative arts touches upon key issues facing us in arts
education more generally, within the academy and the university,
and within the world of arts practice beyond the academy.

Clearly, those of us who worked for the past three years within
SHARE - a network that investigates the future of the doctoral level
of studies in the creative arts in Europe - are more likely to consider
doctoral-level studies as desirable. But we also want to maintain our
right to contradiction, our right to go back to these fundamental
questions: ‘Is it appropriate/legitimate to elaborate a conception

of research and research education within the arts?’ ‘What should,
could or will the doctorate level of studies be used for?” ‘Who will

it serve?’ ‘What interests will it represent?’ ‘How should it connect
with a world of culture that is not institutionalised in the art acad-
emies and universities but which lives and thrives in other insti-
tutional and non-institutional contexts?” ‘What kind of cultural
workers and practices are we trying to facilitate?’

1.  B.3. Terms of the Debate

When we turn to the specific content of the debate on the third cycle
or doctoral format in higher arts education, we see that there have
been common themes over the past two decades. These themes
move across many registers - from practical questions at the core
institutional arrangements to speculative questions on the future
of the discipline. The latter category includes reference to: the role of
writing, of artefacts, of performance and of original cultural works
within doctoral research; the relationship of doctoral works to the
mainstream art world and professional practice outside the academy;
the impact of the doctoral level on the future autonomy of art
academies, architecture schools, conservatories and specialist arts
institutions; the colonisation of creative practices by the explanatory
or discursive priorities of the humanities and/or social sciences and/or
natural sciences; the open or closed nature of learning outcomes in
specifying educational attainment; the epistemic particularity of
the arts, variously as forms of ‘not-knowing’ or knowing ‘otherwise’
or as another knowledge type alongside the broad spectrum of
knowledges typically referred to under the humanities and the
sciences; the impact of the doctorate on qualification requirements
for teaching. There has also been a specific discussion around the
general reform processes driving educational change and whether
these will undermine the resource needs and specialist environments
required by the arts. It seems likely that we will continue to
encounter these debates in our work. This has provided the stimulus
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for practical experimentation and concrete intervention, and the
discussion needs to attend closely to specific examples of work by
artist-researchers and educators, not just to abstracted debates on
epistemology or policy. Before attempting an examination of specific
cases, it will help to provide an overview of the wider debates.

As seen above, the debate on the doctorate in the creative arts has been framed
within larger debates on the doctorate. There is also a specificity regarding the
question of artistic research as it has emerged within the practices of the arts
and not simply within the institutional logic of educational policies, universities
and academies.

. < Genealogies of the Artistic
Research Debate

Introduction
As mentioned at the outset, the question of research by artists has been
prominent in international academic debate and within certain areas of the
mainstream art system. It has become especially intense during the 2000s,
a development often attributed to the effects of the Bologna Process on debate
within arts education in Europe in general. However, this should not be accepted
at face value, as an engagement with the doctoral debate was a relatively late
development within the Bologna Process. It would seem more appropriate to
regard the question of artistic research as emerging from several strands of
development, and from different aspects of the various artistic disciplines
(including audio-visual media, design, film, fine art, literature, music, and so
forth). So, for example, within the visual arts, the emergence of conceptualism
in the 1960s had a decisive impact, making the question of art as a form of
cognitive activity central to practices within both certain art academies and
different institutional sites of the international art world. Indicative of this
development are initiatives such as Experiments in Art and Technology (EAT,
1965-1981) and the Artist Placement Group (APG, 1966-1979).

Other developments, in ethnomusicology for example, contributed
to a debate on performance practice as a research action, again
bringing together the consideration of artistic practices, research and
the generation of new knowledge. A key area of enquiry here was
the topic of improvisation, the study of which requires performance
as an integral activity within the research process, and so the turn
to improvisation engendered a context in which the role of the
performer-researcher emerged very clearly.
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Within literature, the emergence of the novel in the 17th and 18th
centuries, and the rise of various realisms and naturalisms in the
19th century, generated a very different context for addressing writing
as a form of knowledge practice. This was complemented by the
question of historical writing and the recognition that the greatest
historical scholarship had often produced historical knowledge as a
work of literature. In the 20th century, the emergence of the study of
literature as a separate university discipline, and the co-evolution
of new critical and theoretical paradigms (such as Russian ‘Formalism,
Anglophone ‘New Criticism’, Francophone ‘Ecriture Feminine’ and
Postcolonial ‘Subaltern Studies’), further complicated the ways in
which the writing of literature and the conduct of research were
differentiated.

In theatre, the engagement with anthropology and concepts such as
liminality in the 1960s and 1970s had a decisive effect in generating
a context in which artistic practice and a concrete and widely shared
research problem became intertwined. Within the field of film
practice, both the increased emphasis on psychoanalytic models in
criticism and theory in the 1960s and 1970s and the emergence of
various politicised documentary practices contributed to a renewal
of film as a self-conscious knowledge-making practice. The salient
point here is that different arts disciplines have given rise to research
agendas and desires for art-as-research and art-making-as-an-act-of-
enquiry. We should not, therefore, assume that the research cultures
these disciplines have developed are undifferentiated. At the same
time, we should not suppose that they require radical separation. It is
in the nature of research activities (as with artistic practices in
general) that the close encounter and exchange with other knowledge
traditions provides openings for mutual enrichment.

The general rise in the 1970s and 1980s of what was termed ‘theory’,
as a key dimension of cultural practices, must also be seen as
contributory stream into the development of a debate on the role
of artists and artworks in the making of knowledge about how the
world is constituted, encountered, experienced, imagined or known.
Although theory did not rise to prominence uniformly across the
visual and performing arts and it manifested itself in various ways
in different national contexts, the conceptual aspect of the artwork
within the education of arts practitioners was often unhooked
from traditional notions of authorship and authorial intention. It is
notable, therefore, that, in an exploration of artistic research at
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dOCUMENTA(13) in 2012, Chus Martinez framed the debate with
reference not primarily to the knowledge ambition or research project
of the artist (a theme prominent in the doctorate debate) but rather
to the knowledge content or knowing of the work of art itself.

These summary remarks on the emergence of the artistic research
debate indicate that this genealogy needs to be considered not simply
as a uniform development within the arts. It is also clear that we
have strong grounds for not limiting the artistic research debate to
its determination by institutional and policy imperatives emerging
from governmental educational and cultural planning discourses.
This serves to underline the importance of linking the academy/
university to other sites beyond itself in the construction of an artistic
research culture, recognising the academy as one locus rather than
the exclusive site for research practices by artists. In turn, this
will inform the different ways in which doctoral-level studies will
be constructed in a space that bridges the academy/university and
other institutional and ‘public’ sites.

Turning to the content and form of the debate on artistic research,
it has already been noted that the overarching preoccupations of
the past decade have been questions of a broadly procedural and
epistemological nature, such as: ‘What should research from the arts
be?” ‘How should the concept of research be translated into artistic
practice?’ ‘Is it legitimate to deploy an array of research-related
concepts (such as method, object, knowledge claim, evidence,
reproducibility, originality) and research-related institutional
structures (such as peer-review publishing, doctoral awards, research
training, state of the art review, examination) with reference to
artistic practices?” ‘Who should validate artistic research, and in
what institutional matrix should the research culture of artists be
vetted?” We have already indicated that these questions have been
accompanied by other debates that adopt the approach of ideology
critique to ask: ‘What is the relationship between the priority of
artistic research as a contested category and those changes in socio-
economic order that have prompted analysts and policy-makers
to speak of the “knowledge economy”, “information society” and
“cognitive capital”?’

There have been many instances in which the question addressed has
been more descriptive in nature, such as: ‘What are artist-researchers
actually doing right now?” ‘What does this work look like?” ‘How is it
formatted?’ ‘How is it presented to audiences and publics?” When
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pursuing this form of descriptive questioning, standard practice
has been to invite artist-researchers to present work. In terms of the
ways in which this content has been structured, there has been a
relatively traditional use of exhibition, performance and publishing
(including anthologies and singly authored ‘statements of position’)
and a relative under-use of other instruments such as the state-of-
the-art survey or review of the field. Conferences and anthologies
have tended to be structured around presentations of work-in-progress
or recently completed work or as assemblages of broad position papers
on epistemological or institutional questions, or a combination of
the two. There has been less use of a thematised approach, for example,
positing a shared research problem or research object (beyond the
generalised questions as to what research is for an artist, etc.). In
part, this reluctance to gather artistic research under well-defined
themes, problems or objects may be a consequence of claims for the
radical specificity of both the artwork and artistic research, making
it important not to gather this ‘specificity’ under a more general
heading (which might be seen to undermine the sui generis claims
of a given practice). However, more recently, we have seen the
emergence of thematically coordinated presentations of artistic
research, with conferences and publications beginning to adopt a
more pronounced inter-relationship between papers and panels
referring to objects of enquiry rather than simply presenting projects
together as examples of artistic research.

1. C.1. The Emergence of Research Cultures and
Infrastructure
In terms of research infrastructure, it may be helpful to note some
generalisations about the emergence of research cultures in the
humanities, social sciences, natural sciences, and so forth. By the
end of the 19th century, a model had emerged that seemed to provide
abroadly applicable template for constructing disciplinary research
communities, including such institutions as the PhD, the academic
conference, the scientific journal, the scientific paper and various
forms of peer review. Another aspect of the formation of disciplines
and recognised expertise were the professional membership societies
modelled on the older guild and academy systems.

In the German universities of the 19th century, as a consequence of
reforms inaugurated in the Prussian system by Alexander Humboldt
in the 1810s, the disciplines of history and chemistry emerged to
become exemplary of the ways in which research cultures could be
formatted. Within the German system, these subject areas were
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pivotal in establishing the PhD system as a certification of proficiency
inresearch, which has important consequences for the modern
system. Chemistry substantiated the relationship between advanced
research training and technological and economic development,
while history established the seminar — as exemplified in Leopold
von Ranke’s famous research seminar and the training of his
students in the rigours of source criticism - and the priority of the
Doktorvater relationship. From the 17th century onwards, the Royal
Society established a form of scientific communications - the famous
letters — which gradually became codified into a system of formal
reports on current research. Building on this precedent, the 18th
century also witnessed the embryonic formulation of the scientific
journal, while, in the 19th century, the communication of scientific
research became increasingly standardised and the paradigm of
scientific journals and yearbooks became generalised to a wide range
of subjects. The late 19th century is generally recognised as the period
within which the Introduction, Methods, Results and Discussion’
(IMRAD) formula for academic writing begins to emerge, a formula
which, in the mid-20th century, became the norm for much of the
social and natural sciences.”

If one considers the discipline of sociology as it emerged in the late
19th century (from a complex genealogy of historical, economic and
political discourses from writers as varied as Vico, Smith, Ferguson,
Carlyle and Condorcet), one finds an exemplary instance of the ways
in which these elements (doctoral education as research training;
the establishment of international conferences and professional
associations; the emergence of research journals: and an increasingly
standardised formulation of scientific communication) were
combined to ground the new discipline and research enterprise of
sociology. Emil Durkheim’s work is exemplary in this regard - setting
up the first European department of sociology at the University of
Bordeaux in 1895, establishing the journal, L'Année Sociologique, in
1896 and constructing a standard work of reference for the new
discipline in his work on Suicide in 1897. Durkheim’s project was also
dependent upon international associations in the field that emerged
in the same decade, with René Worms establishing the Institut
International de Sociologie in 1893 and the American Sociological
Association in 190s. These infrastructural developments were not
just a matter of institutional forms (departments, PhDs, conferences,

17. R. Day, How To Write & Publish A Scientific Paper (4th Ed.). (Phoenix, AR: Oryx., 1994). pp.-3-5
and W. Brock, ‘Science’in J. Doncann and R.T. VanArsdel (eds.) Victorian Periodicals and Victorian Society,
(Toronto: University of Toronto Press, 1995), pp. 81-96.
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associations, journals) but also of particular research orientations.
The emergence of new disciplines also signalled the emergence

of new constellations of objects and methods of study. In the case of
sociology, for example, this included social regularities, behaviours
and orderings as objects of enquiry; statistical variation as mode of
enquiry; and extra-psychological concepts as explanatory principles.
The development of sociology went through a specific step-change
in the 1890s, so that previously disparate materials and problems
began to be aggregated in a clear and systematised way, as manifested
in the development of the new associations and publishing platforms
cited above. Thereafter, the modern formation of sociological enquiry
becomes clearly discernable. This step-change must be seen as a
consequence of multiple determinants, including the dramatic
emergence of particular forms of mass society in the industrialised
world of the 19th century.

In thinking about this example of discipline formation, it is helpful
to consider the contrast between Durkheim’s project and that of
an earlier German academic, Wilhelm Dilthey, who also sought to
establish a broad methodological foundation for the systematic
enquiry into human affairs. Dilthey’s project eventually contributed
to several important philosophical currents in the 20th century -
including phenomenology, hermeneutics and critical theory — each
of which developed a critique of scientific sociology. Through the
work of Dilthey, and that of Max Weber, German social research took a
distinct journey that gave rise to some key critical intellectual traditions.
A significant distinction is the degree to which the professional
formation of sociology as a discrete discipline (as opposed to a range of
social philosophies and cultural critiques) was less accomplished in the
German-speaking world, with the grounding discipline of philosophy
arguably retaining a stronger influence on the development of social
research in Germany during the late 19th and early 20th century. In
terms of research infrastructures, it is arguable that the path taken
in the development of an institutional matrix for social research in
Germany enabled a different research project, contrasting with French
sociology, which consistently problematised the naive ‘scientificity’
and ‘positivism’ of increasingly quantitative studies of human systems.

This simplified summary of developments in chemistry, history and
sociology is provided here in order to indicate that the development
of aresearch infrastructure is key to discipline formation, and it
may also have a strong bearing on the research content. If we apply
this observation to an analysis of the development of a conferencing
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and publishing infrastructure for artistic research, we should then
be alert to the conditioning impact of these developments on the
research content itself.

1. C.2. Overview Analysis of the Debate

A cursory review of the published material in this field makes it clear
that there are a number of national contexts in which regular
engagement with the question of artistic research has been established.
These include the Scandinavian countries — Sweden, Finland and
Norway (especially Bergen) -— Belgium (especially within music,
and latterly within architecture) and the UK (all the arts disciplines).
Other countries are conspicuous by their relative absence from this
debate, particularly Germany (although the indications are that
this may change slowly).

Asindicated previously, the emphasis in the earlier stages of the
debate has been on general positioning, with the primary question
being posited as ‘What is artistic research?’ (or ‘What should artistic
research be?’) It is clear that thematic development has largely taken
place in those situations in which there is a regular occurrence

of meetings and discussions, e.g. Sensuous Knowledge, EARN,
Practice As Research In Performance (PARIP) and Art of Research.
However, even here, development appears to be broadly at the ‘meta’
register of ‘What is artistic research?’ ‘How is it evaluated?’ ‘How is
it disseminated?’ ‘How is it archived?” ‘How does it collaborate with
other fields?’

The publishing that has happened with regularity also manifests a
strong identification with an institutional locus, such as: ArtMonitor
at the University of Gothenburg; MaHKUzine, Journal for Artistic
Research (JAR) at the Utrecht School of Arts; and Art & Research at
Glasgow School of Art. It is notable that these vehicles for discourses
around artistic research have potential limitations in terms of
distribution, which largely falls to the host institution. Interestingly,
JAR - the most prominent attempt to generate an international and
inter-institutional platform - has received significant institutional
endorsement. JAR’s model of online distribution and peer-review
appears very promising. The open-access research catalogue that
underpins it is also very promising as a mechanism for providing
greater visibility and promoting dissemination of artistic research
work. However, the consistent attraction of relevant content appears
to be akey challenge, but this is likely to reflect the relative youth of
the project (at the time of writing, JAR is in its third issue).
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In the mainstream art world, publication is a means of both
disseminating content and affirming the identity of a given artist,
cultural provider or agency and their reputational capital. Art
publishing thus often has a strong promotional dimension, centred
on publicity generation and reputation-building. Academic research
publishing also has a publicity function; however, in some sense,
this is secondary to the over-riding imperative that is (supposed to be)
a contribution to the field, making new material available to
colleagues engaged in enquiry in the same area. In artistic research
communications, these two different publishing imperatives overlap.
Of course, this is complicated by the imperative to publish for the
purposes of job applications, tenure, and so forth. However, the
point remains that academic publishing is rooted in the substantive
merit of the knowledge contribution being made. In the culture of
publishing around artistic research, there appears to be a tension
between publicising the work and the communication of knowledge.
This should not be overstated, but there is a potential friction between
the desire to make artworks visible within the reputational economy
of contemporary art and the desire to make knowledge claims subject
to critical review and challenge by colleagues within the same area
or field. In turn, this kind of tension becomes the content of the debate
within some conference settings, and a certain self-referentiality is
reinforced, not necessarily in an interesting way.

If one considers the challenge faced by the would-be surveyor of
the current field of artistic research, the question arises: ‘How would
you subdivide this material in terms of topical connections?’
Without being too reductive, it could be said that it is not possible
to subdivide this material according to a criterion of what it is
about - other than it being about ‘artistic research’. This creates a
problem for the elaboration of a sustainable research culture, because
research would seem to depend, in some fundamental way, on the
possible accretion of new knowledge upon existing knowledge
driven by some logic of interconnection such as shared research
object, problem or theme.

1.  C. 3. Deficits, Gaps and Development Potentials

It would seem that, within both the publishing and the conferencing
landscape, the key deficit is a space in which research related by a
shared object or a shared ‘about-ness’ (beyond the topic of artistic
research itself) can come into critical relation.
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Another key gap, correlating with this, is the absence of paradigmatic
works within the space of artistic research. There is no Durkheim’s
Suicide or Weber’s Spirit of Capitalism or Said’s Orientalism or Habermas’s
Public Sphere or Van Gennep's Rites of Passage — that is, there appear to
be no foundational works that serve as basic referents for the
subsequent development of a field of debate. Indeed, for many
protagonists within the debate on artistic research, it would seem
that the institution of a paradigmatic or canonical work would be
counter-productive and stand in opposition to the radical alterity
of artistic research. This is based on an understanding of artistic
research as undisciplined, adisciplinary, radically autonomous,
and so forth. In that sense, what is defined here as a ‘key gap’ may be
regarded as a key virtue. However, one thinks of certain artworks
which function as key referents (perhaps even clichés) within their
traditions. Consider examples such as Duchamp’s Fountain or Cage’s
433" or Kelly’s Post-Partum Document or Jarry’s Ubu Roi or Mallarmé’s
Un Coup de Dés or Vertov’s Man with a Movie Camera or Nijinsky’s
Lapres-midi d'un faune, and the role they play as key reference points
for subsequent artistic works within their respective traditions.
Consider the way in which artistic developments are often orientated
by a re-reading of something that becomes canonical, even when we
are considering self-consciously avant-garde cultural practices. It may
be useful to clarify that what is sought is not necessarily a defining
masterpiece, but rather paradigmatic examples that can be established
as shared referents, subject to both contestation and recognition as
something worth attending to and contesting.

Among the tasks that could be set for developing a research infra-
structure in publishing and conferencing, are the following:
Creating a topically orientated publishing/conferencing enterprise
that would seek to constitute itself as the leading organ for publication
on a particular problem or closely related set of problems (defined
from within actual research work, rather than from within the debate
onresearch).

Renewing an existing element of the infrastructure which has largely
fulfilled its original mission or which might benefit from re-definition.
For example, EARN had the original mission to establish a Europe-
wide support system for debate on artistic research in fine art and to
create opportunities to review and discuss actual artworks and artistic
research projects. Arguably, this mission has been accomplished and
so the EARN network can now evolve new tasks. Another example
is that of the Swedish journal, ArtMonitor, the original institutional
publishing function of which could be enhanced by creating a
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specific topical agenda for it and linking it to a distribution agency.
Yet another example is EUFRAD, a relatively new networking
infrastructure with a remit for many art forms, which has demonstrated
an increasing membership but which would seem to require a clearer
formulation of its mission. One could also reflect on what might be
possible if the online journal, Art & Research, was re-activated under
arenewed mission and with a new structure of inter-institutional
collaboration.

- Providing annual state-of-the-art surveys of research developments
within different arts and subject areas, constituting a central reference
point for what happened each year in the fields of artistic research,
supporting the international community of researchers to become
orientated by shared projects that exceed the individual work.

- Taking a specific ‘meta’ theme (so characteristic of the debates in
the field) and using it to frame a specific contribution (e.g. NATURE
Methods, a journal, established in 2004, centred on the question of
method and not topical objects of research).

- Translating a model from the critical humanities publishing press,
such as the University of Chicago’s Critical Inquiry or Representations
or Public Culture, in which generalist interdisciplinary academic
publishing across the humanities is realised and topical coherence
achieved through a combination of broad thematic mission and specific
focused themes in the construction of individual journal issues.

- Establishing a series of definitive works for the field, combining
special close-study case study conferences of exemplary instances
with publication of definitive critical editions (or the equivalent
construct for the arts).

- Approaching the question of publication and conferencing
infrastructure in terms of practices immanent to the field of the
arts (e.g. curating and dramaturgy), as a survey overview from an
engaged editorial/curatorial group or even individual editor.

- Identifying cultural agencies outside the academy/university as
potential partners in the research-building task. For example, cultural
providers or cultural planning and policy agencies might have an
interest in partnership. How might a partnership approach change
the content/structure of what we plan?

Conclusion
The emergence of a debate on artistic research has been integral to the arts
themselves and not simply a response to educational policy change (although
this has been an important contributory factor in recent years, as we saw in
Sections A and B above). Within the elaboration of this debate, a particular
pattern of publishing and conferencing has been identified and a key gap has



The Third Cycle in Arts Education: A Contested Construct 33

1. C. Genealogies of the Artistic Research Debate

been posited. This gap is identified as the absence of a general tendency to
co-ordinate the presentation of artistic research with reference to shared objects
of enquiry. Instead, the tendency has been to aggregate presentations of
individual projects with reference to their shared identity as artistic research
projects and/or formal- rather than content-specific issues (such as method or
mode of dissemination). (It is worth noting that this might be seen as a virtue
by some commentators inasmuch as it is consistent with the specificity of
artworks as art.) The challenge presented by approaching artistic research in
terms of traditional discipline models from the university system was also
indicated. Again, there is a desire on the part of certain protagonists in the
debate to position artistic research as counter-disciplinary, adisciplinary,
anti-disciplinary and/or non-disciplinary. Finally, we have seen the desire of
some participants to foreground the specificity not of the artistic or the arts
in general but of individual arts traditions, e.g. Western art music or contem-
porary visual arts. This debate on artistic research has a complex relationship
with the third cycle, which is often seen as, precisely, the finalisation of one’s
competence within a discipline. (See contributions to this discussion below in
Chapterssand 11.)
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Organisational
Strategies and
Platforms for
Artistic Research
Education

Contestation of the ways in which the doctoral level of studies
should be interpreted for the arts has meant that a wide range
of models, strategies and platforms has been used for the
implementation of doctoral studies|third-cycle work in the arts.
This chapter seeks to provide an overview of the organisational
strategies adopted, and to describe some of the instruments
that have been used to elaborate a doctoral-level education for
the arts. In some ways, this chapter may be seen as a rejoinder
to James Elkins’s description of a ‘Continental Model’ of
doctoral studies in the studio arts. The argument developed
here is that a real diversity — rather than just a surface play of
institutional contingencies - exists among the organisation-
al strategies and platforms that have been developed for the
third cycle in the arts.

This chapter begins with an overview of the key variables that exist
among the organisational forms adopted for doctoral education
before giving some examples. The next section considers the emergence
of national platforms and the opportunities and challenges that
these relatively new models represent. The chapter then turns to the
question of the summer school, and variations thereof, as a key
instrument in providing doctoral-level education to artists in the
early stages of their development as researchers. The chapter then
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moves on to the question of education and development supports for
supervisors by looking at the model proposed by the Norwegian
Fellowship Programme. The chapter concludes with a look at the
way in which development of doctoral-level studies has been shaped
in different parts of Europe, pointing again to the specificity of
regional contexts first introduced in Chapter 1.

The chapter is divided into five sections:
A.  Two paths: Graduate-school and master-apprentice
B. National Platforms
C.  The Summer School as Instrument and Situation
D. ‘Organising the co-education of supervisors’
(Nina Malterud)
2. E. ‘Developing Third-Cycle Artistic Research Education’
(Anna Daucikova)

NN N

.. » Two Paths: ‘Graduate School’ and
‘Master-Apprentice’

Introduction
Within the heightened attention paid to the organisation of doctoral-level
studies, along-standing tension has been evident between two basic models
of third-cycle education: that of the doctoral school and the master-apprentice.
While both models are discussed below, it is worth noting from the outset that
the master-apprentice model is being de-prioritised in the turn to ‘structured’
doctorates and cohort-based models of doctoral programmes, which favours
the establishment of graduate schools across most disciplines. With the
development of new national and European university and research policies,
there has been a further expansion of the graduate school model since the 1990s.
Interestingly, at the same time as the increased prominence of the graduate
school model, there has been a renewal of interest in the master-apprentice
paradigm on the part of some of those active in building doctoral education
for artists.

2. A.1 Graduate Schools
A graduate school is an organisational unit within higher education that
awards ‘higher degrees’, usually masters and doctoral-level degrees. These are
higher degrees in the sense that a student typically requires a first qualification
from a university, academy or higher technical institute (a bachelor’s degree,
for example) before being permitted to study for a masters or doctorate. In
some countries, the term ‘graduate school’ refers to a platform that deals only
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with doctoral education - for example, the Graduiertenkollegs, set up in the early
1990s in some sciences and other disciplines in Germany, with funding from
the Foundation Deutsche Forschungsgemeinschaft (DFG - German Research
Foundation). These Graduiertenkollegs — around 285 of which had been established
by 2001, about 10 percent of them based on international partnerships - might
typically have only 20 to 30 doctoral researchers.

Graduate schools are often contained within a single institution of
higher education, but they may be based on collaboration between
several institutions. Sometimes, a graduate school refers to a physical
location or building, but very often it refers simply to an organisational
structure or institutional sub-division that might be dispersed across
several different places. Some graduate schools are finite projects,
with a fixed duration limited to five or ten years; some have been
established as enduring institutions.

The graduate school model was developed in the US in the late 19th
century as a response to German university models that placed an
emphasis on research. In Germany in the 19th Century, the PhD
did not always entail a major volume of research and was often a
qualification used to enter a high-school education career or the civil
service. The US model of educating advanced students gave particular
importance to separating the postgraduate level of research education
(masters and doctorate) from the undergraduate level (bachelor level).
The PhD also became a different kind of qualification in the US, where
it was primarily seen as a career gateway into university teaching
and the professoriate.

Thus, the organisational form of the graduate school is generally seen
as aNorth American innovation. Nonetheless, it remains closely
associated with a particular model of seminar-based research training,
which was first given prominence by German historians such as Ranke,
who used this model to teach the ‘higher criticism’. The seminar
format involved bringing advanced students and university teachers
together to discuss their research work. In Germany in the early
19th century, the seminar was a semi-autonomous form (that is not
fully contained within the university’s formal protocols and partly
conditioned and shaped within the social orbit of the informal
community of teachers and select students), sometimes happening
in the professor’s home. However, in the new US model, it became a
formal class of courses lasting one or two semesters.

There is some debate as to why the US model developed in the way it
did, but the most important factor is that this model distinguished
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itself from the original European ‘master-apprentice’ model. In the
‘apprentice’ model, a member of the faculty sponsors and supervises
a candidate’s doctoral work on an individual basis. The key difference
in the US model was that education at doctoral level involved greater
amounts of group work and structured learning and teaching, and
it was organised through new platforms - the graduate schools -
many of which became internationally renowned centres of learning
and research in their own right. Thus, the Harvard Graduate School
of Business Administration, established in 1908, became world famous
as an institution in its own right.

The graduate school model centralises the idea of bringing communities
of scholars together to provide the most advanced education.
Graduate schools have become widespread in response to the rapid
growth of doctoral education in recent decades. Graduate schools have
also become important because governments are actively seeking to
establish structures that promote the training of researchers and
the development of knowledge specialists within the ‘knowledge
economy’. Some commentators also see, in the growth of graduate
schools, an attempt to construct systems of control over the development
of researchers and their research.

2. A.2 New German Graduate School Models
Building upon the Graduiertenkolleg experiment in doctoral education, a
different type of graduate school was established in Germany in 2006, termed
Graduiertenschule. These were established by the DFG as part of the German
Universities Excellence Initiative. Graduiertenschule are much larger organisations
and often have up to 200 doctoral students. These graduate platforms were NOT
established in the creative arts but in other disciplines; however, both these
models have been key referents for artistic doctoral programmes in other countries.

In the early 1990s, the German Rectors’ Conference and the German
Science Council began to speak about difficulties with the traditional
model of master-apprentice doctoral education. The introduction
of these new graduate schools took place in response to perceived
problems with the old model of PhD studies. Writing in 2008, Barbara
Khem, Professor of Higher Education Research at the University of
Kassel, retrospectively described the situation as follows:
Insufficient structure, unclear status of doctoral students,
increasing time to successful completion of the degree,
high numbers of drop-outs, high degree of personal
dependency on the supervisor, lack of interdisciplinary
approaches, and insufficient orientation to labor markets
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outside academia were just some of the problems which
could be observed. The German Rectors’ Conference
suggested the introduction of graduate programmes that
would incorporate the model of graduate colleges.!

The Graduate School model is often seen, then, as the alternative to
the master-apprentice model. However, the two models sometimes
go together, and the problems that the German Rectors’ Conference
identified in the master-apprentice model can also be found in some
graduate schools.

2. A.3 Criticisms of the US Graduate Schools
In the US, a debate about doctoral education took place throughout the 1990s,
and many of the problems that the German Rectors identified in relation to
the master-apprentice model were also prevalent in US graduate schools.
In 2000, this gave rise to an important conference in Seattle, Washington, called
‘Re-Envisioning the PhD’ (as part of a larger project assessing the doctoral
level and its future development potentials). The criticisms made by some
commentators at this time have been translated into the claim that doctoral
students in the US were:
. educated and trained too narrowly;
- lacking key professional skills, such as working in teams;
- lacking organisational and managerial skills;
- ill prepared to teach;
- taking too long to complete their doctoral studies and in some fields
many not completing their degrees at all;
- ill-informed about employment outside the academies;
- havingtoo long a transition period from PhD completion to stable
employment.

Inresponse to these criticisms, many new initiatives were developed,
such as ‘Preparing Future Faculty’ in the 1990s;? the ‘Carnegie
Initiative on the Doctorate’;* and the ‘Responsive PhD’ (established
by the Woodrow Wilson National Fellowship Foundation): It is
interesting to note the goals of the latter:

1. B. Khem, in M. Nerad, M.Heggelund (eds.), Toward a global PhD?: forces and forms in doctoral
education worldwide. (Seattle: University of Washington Press, 2008). p. 23.

2. Nerad, 2008, p. 288

3. http://www.preparing-faculty.org/

4. See http://www.ams.org/notices/200305/comm-carnegie.pdf and http://www.carnegiefounda-
tion.org/previous-work/professional-graduate-education

5. The Woodrow Wilson National Fellowship Foundation, September 2005 (See: http://www.
woodrow.org/images/pdf/resphd/ResponsivePhD_overview.pdf)
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to improve diversity in graduate education and the professoriate;

to ensure that academic knowledge is used to meet social challenges
and to promote ‘public scholarship’;

to understand the impact of globalisation on doctoral education;

to prepare doctoral students for a range of careers.

2. A.4 European Graduate School Models: European

University Institute and European Graduate School
Having looked at the contemporary positions in Germany and the
US, it is helpful to consider some specific examples of graduate
schools in the wider European context. Describing itself as a ‘world-
class postgraduate and postdoctoral research institute for Economics,
History, Law, Political and Social Sciences’, the European University
Institute (EUI)° in Florence is an example of a graduate school that
has gained a worldwide reputation. The institute was set up in 1972,
by the six founding member states of the European Community
(Belgium, France, Italy, Luxembourg, the Netherlands and West
Germany), to promote research among, and provide advanced education
to, doctoral researchers. Full-time teaching staff, fellows and
researchers are recruited from all over Europe and beyond. The EUI
also provides a special doctorate (a four-year PhD) and a one-year
masters programme in law (LL.M.) as well as hosting and funding
postdoctoral researchers.

Based in Switzerland, the European Graduate School (EGS) is a
private institution that has gained a lot of visibility in recent years
because of its innovative ‘immersion’ model of doctoral education.
This entails bringing doctoral researchers together with leading
philosophers and intellectuals during immersive three-week summer
schools that involve seminars, presentations and lectures. EGS is
divided into Arts, Health and Society, and Media and Communication.
Among the subjects it lists as being addressed through its programmes
are: architecture, art, contemporary philosophy, cultural studies,
film, literary theory, literature, media studies, performance art,
photography and video.

These two examples, combined with the discussion of the German
models above, make clear that the graduate school model in Europe
is already quite diverse and contains ample potential for further
organisational innovation and experimentation.

6.

http://www.eui.eu/

7.

http://www.egs.edu
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2. A.5 ‘New’ Doctoral Programmes: The Structured PhD
and the ‘New Pathway’ Doctoral Programme

Part of the experimentation with doctoral education that has occurred in
recent decades has resulted in the development of new approaches to doctoral
programmes. A doctoral programme usually implies taught elements and group
work, especially during the initial phase of research. Sometimes, this new
programme approach is based on building a combined masters and doctoral
programme, so that researchers enter into doctoral work through a first phase
of masters work.

The structured doctorate is described as an alternative to the thesis
project model, in which the student initiates their doctoral pathway
of studies with a reasonably well-formed and discrete project proposal.
In the structured model, a candidate is integrated into a specific
training programme in which they are grouped with other selected
graduates whose projects typically emerge through participation
in the programme and most often share a topic, field or subject area
with the other doctoral projects in the same structured programme.
Sometimes, but not always, this structured programme will include
amix of masters and doctoral students. For example, some UK models
use the MRes (Masters of Research) as a phase in the progress of the
research student toward becoming a full PhD student.® A specified
curriculum prepares candidates for their research projects. The formal
curriculum and group sessions within the programme are supposed
to ensure ongoing exchange among researchers. Such structures
are designed to promote frequent contact, both on an institutional
basis and informally, with a supervisory team, typically comprising
at least two mentors. Thus, structured doctoral programmes tend to:

- Becohort-based as opposed to single-candidate learning situations;

- Beconfined to a specific standard length of studies (typically 3 to 4
years);

- Usethe European Credit Transfer System (ECTS points) as part of
the required study achievement of students - especially in the first
phase of study;

- Usedetailed research plans and study contracts, specifying the
workload of the doctoral candidate;

- Develop adetailed research proposal as a staged phase of the programme
of study.

The emphasis of new programmes on well-defined phases of learning
has been especially significant in the sciences, technology, engineering
and medical disciplines, where advanced training in specialist

8. http://www.ukcge.ac.uk/links/resourcespginfo/discussionpapers/papers/fiveyearsofthemres2001
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techniques and technologies is often a feature of research. Another
driver for these new programmes has been the need to construct
new interdisciplinary frameworks enabling researchers to tackle
large-scale problems — such as sustainable development, ecological,
public health, societal change, urban renewal or new technology
development - in a thematically focused way.

This is another important distinction from the master-apprentice
model because it tries to break with the idea of reproducing a discipline.
The emphasis is on producing new competencies and new types of
‘knowledge workers’, often destined to work not in academia but in
industry, policy, the public sector or an NGO or other professional
setting. These programmes are often based in the idea that graduates
have a very different mix of competencies from any individual
professor teaching them. An important feature of the move towards
new structured programmes is the emphasis on what are called
‘transferable skills’, which are not just abilities confined to a single
knowledge area but which apply to many different areas of professional
life.

Demands for innovation in doctoral education, on the part of national
governments and within European policy initiatives, have created
pressure on universities to claim that they have developed new
structured doctoral education. Sometimes, the programmes are
new in name only, and the old established practice of master-apprentice
remains the norm for doctoral work. Some supposedly innovative
programmes entail the construction of new layers of administration
and management, which seem to pile extra work onto the supervisors
without a clear sense of why this work is relevant to an individual
research project. Sometimes supervisors prefer the older model because
they experienced it, because it leaves space for greater independence
and because they are reluctant to get involved with more bureaucracy.

2. A.6. The Professional Doctorate
The graduate school model has not only been developed for research education;
it has also been used to support professional doctorates and education that is
directed not towards careers in research but towards careers in the professions
and in industry. US business, law and medical schools make professional
relevance more important than academic research.

The professional doctorate is an increasingly common alternative to
the PhD - examples include the Doctor of Fine Arts (D.F.A.), Doctor
of Architecture (D.Arch.), Doctor of Education (D.Ed.), and so forth.
Professional doctorates have their origins in North America. They were
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initially developed in the field of education, with the purpose of
enabling teachers and lecturers to pursue their professional education
to the highest level. More recently, they have emerged in Australia
and the UK, where they have been developed in areas including
education, business, law, psychology, health sciences, humanities,
design and architecture.

There is no single definition of the professional doctorate in the
literature or in practice. The UK Council for Graduate Education Report
(2002) suggests that it is ‘a further development of the taught Doctorate
but the field of study is a professional discipline, rather than academic
inquiry and scholarship [...] most Professional Doctorates are designed
to meet a particular professional need [...] the research element of a
Professional Doctorate is focused on professional practice [...] it is
possible for the work to make an original contribution to the way
in which theory is applied, or to the nature of practice within a
profession’. Powell and Long describe the professional doctorate as
an award in which ‘the field of study is a professional discipline and
which is distinguished from the PhD by a title that refers to that
profession’. The University of Ulster in Northern Ireland defines
the professional doctorate as ‘a programme of advanced study and
research which, whilst satisfying the University criteria for the
award of doctorate, is designed to meet the specific research needs of a
professional group, and which develops the capability of individuals
to integrate research practice within a professional context’?

The key features of the professional doctorate are generally:

. A focus on professional work;

- Afocus onthe development of the individual in relation to their
professional work;

- Asignificant taught element;

- The specification of learning outcomes;

- Cohort-based pedagogies;*

. A shorter length of thesis than that for the PhD, but with the same
requirement for originality;

- Acloserelationship to the development of practice within the
profession concerned, possibly accredited by a professional body
and resulting in a professional qualification;

- Areference to profession or professional usually being made in
the title of the award.

9. University of Ulster, Regulations for Professional Doctorates (PD) and Associated Rules and
Guidelines

10.  The UKCGE survey 2004 reports that some programmes are not universally cohort-based.
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The main area of distinction between the PhD and the professional
doctorate appears to concern: (I) the overall degree of emphasis
placed on research and (1l) the nature of research. The award of PhD
is most often conferred solely on the basis of a substantial written
piece of work (the thesis), whereas the professional doctorate is
usually awarded on the basis of a portfolio involving a broad range of
assessed objects. A fundamental issue, then, is that, in the professional
doctorate, the work is aggregated as a string of components rather
than a single cohesive research project. This distinctiveness may be
challenged by the recent changes in PhD programmes outlined above.
The increase in structured programmes, which include substantial
taught elements and measures to develop generic and transferable
skills, are arguably, bringing PhDs more into line with core features
of the professional doctorate.

2. A.7. Other Third-Cycle Models: The Fellowship Model
The Fellowship model is used here to refer to other models of third-cycle
education that move away from the PhD degree award and focus instead on the
construction of a research milieu and educational platform in which advanced
practitioners can embark together upon a programme of work within a
higher education institution or network of institutions. The emphasis appears
to be on the production of a new situation in which artists can conduct new
experimental and often interdisciplinary work, rather than on achieving a
particular examination award as such.

The Fellowship model is very different from the traditional master-
apprentice model because of the already advanced level of achievement
by the Fellows, who typically nationally or internationally recognised
artists in their own right at the beginning of their Fellowship. In some
cases, a community of Fellows becomes a key aspect in a given
educational situation, making the organisational platform crucial
because it must bring highly accomplished individuals, often from
very different disciplines, into meaningful dialogue.

2. A.8.Relationships between Second- and Third-Cycle
Awards

One of the key issues in the broader discussion of the doctorate, as identified
in chapter one, is the relationship between the doctoral level and the earlier
stages of higher education (first and second cycles). In this section, attention
turns to the specific question of the relationship between doctoral and masters
levels, which has already been briefly referenced above. The second cycle, more
typically called the masters level, is a very varied award type. There are taught
masters, research masters, professional masters and award nomenclature
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continues to expand, now including the MFA, MDes, MMus, MArch, and so
on. For some, the masters award can be a transition point into doctoral studies,
and, while the doctorate is typically seen as the terminal degree for most
professions and disciplines, there are some situations in which the masters
(for example the North American MFA) is seen as the terminal degree. Some
masters degrees introduce students to research, and some give them advanced
professional skills, job-related education or cutting-edge knowledge of a field.
Some masters awards are ‘first’ awards, which means that students do not need
abachelor’s degree but spend four, five or even six years to achieve an award
at masters level (although this model may be becoming less common with the
implementation of the Bologna Process). More typical now is the ‘postgraduate’
masters, for which the student must already have a bachelor’s degree before
starting masters study. These postgraduate masters are typically two years long,
but they can be one or even three years in duration in some cases. As indicated
above, some of these postgraduate masters can be converted at a certain point,
so that a student registers to undertake a masters degree by research but, after
a period of study, changes to a doctoral degree without acquiring the masters
award, and advancing to the higher award of doctorate.

The Bologna Process and the ‘Dublin descriptors™ have provided a
system of describing the differences between bachelor’s, masters
and doctoral awards in very generic terms, through generalised
outcomes. In this way, the meaning of a masters award is becoming
fixed as ‘an academic degree higher than a bachelor's but lower than
adoctor’s’. However, what is not apparent in these descriptors is the
historical diversity of masters programmes:

A concerted effort is needed to focus on the master’s degree
—its academic strengths and weaknesses, its diffuse
character, and its importance in the hierarchy of degrees.
The master’s degree is distinct from other graduate degrees
and needs to be analyzed as a class of degrees rather than
as one generic model. While its relationship to the [BA]
and doctorate is important, it is increasingly sought as
acredential on its own merits. By addressing the issues
pervading this degree, we can modify and adapt various
models that strengthen [post-BA] education and suggest
future parameters for the master’s degree.

1. Shared descriptors for Short Cycle, First Cycle, Second Cycle and Third Cycle Awards, known
as the 'Dublin Descriptors' after the meeting in which they were agreed, in Dublin, March 2004, see:
http://www.nqai.ie/documents/bolognasummary.pdf (accessed on: 5-11.2013).

12. ). S. Glazer, The Master's Degree. Tradition, Diversity, Innovation. ASHE-ERIC Higher Education
Report No. 6, 1986.
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Taught masters programmes typically involve one or two years of
full-time study. They are often very intensive and demanding; they
may concentrate on a very specialised area of knowledge or they may
promote a very generalist type of enquiry. Some universities in the
UK also offer a masters by ‘learning contract’ scheme, in which a
candidate can specify his or her own learning objectives. These are
submitted to supervising academics for approval, and are assessed by
means of written reports, practical demonstrations and presentations.
Taught masters degrees often entail the accumulation of ECTS
through set courses and learning units, with a final research project
counting for 20 to 60 percent of the overall award. Until recent decades
inIreland and the UK, masters degrees were awarded without grade
or class. Nowadays, however, masters degrees - especially taught
ones - are increasingly classified into the categories of ‘pass’, ‘merit’
and ‘distinction’ - commonly 50+, 60+, and 7o+ percentage marks,
respectively (although there is great variation).

Research masters can involve two to three years of full-time study.
Research masters may entail the accumulation of a small number
of ECTS through set courses and learning units but very often do not.
The main assessment output is usually a final major research
project counting for 8o to 100 percent of the overall award. While
the distinction between the ‘research’ masters and the ‘taught’ or
‘coursework’ masters was historically one of the most familiar
distinctions in this award level, this has been blurred in recent years
as the pervasive emphasis on building research competence has
taken hold in higher education policy.

The many types of ‘professional’ programmes, combined with repeated
efforts to differentiate these ‘professional’ degrees from the dominant
‘academic’ models (both taught and research types), have resulted in
an avalanche of new titles. The major ‘professional’ masters degrees
range from business, engineering and public affairs to teacher training,
nursing and library science, and they include many specialties
within each degree designation. The overriding issue, in the literature
on these degrees, is the balance between theory and practice. The major
issues that repeatedly arise in discussion are: specialisation vs.
multidisciplinary education; requirements for admission and
convocation; access to professionals outside traditional full-time
student models; relevant standards for both industry and academic
perspectives; and modes of instruction and delivery appropriate to
professional practice.
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In the Anglophone context in the 1960s and early 1970s,% changes
in the nature of masters awards were a function of the growth of
the university, the rapid expansion of graduate education, the
vocationalism of graduate students* and the introduction of public
policies to strengthen access at all levels. In the 21st century, these
factors continue to be paramount; however, the most important issues
are arguably the development of research activities, competencies
and the drive for maintaining and updating skills and knowledge.

The masters has also proven to be a very important award in terms
of non-European participation in European higher education system
with many masters programmes being increasingly designed to
cater for this demand and extensively marketed through international
development offices in universities. The graduate school can be a
framework that integrates both masters and doctoral programmes,
or it can be the basis of a stand-alone doctoral programme. (See
Section A1 above.)

As noted above, a key concern in developing doctoral-level studies
is the way in which the relationships between masters- and doctoral-
level programmes are built. Four models can broadly be identified,
according which an institution provides masters degrees and doctorates
in the same discipline:

() SEPARATE AND DISTINCT: The doctorate and masters are almost
completely separate awards, with the masters designed to ensure
that a student has a high level of proficiency in a given area and the
doctorate focused primarily on building research competencies.
Within such systems, the doctoral programme is independent from
other forms of postgraduate tuition and can, in many instances,
be entered into by candidates with a good bachelor’s degree. While
masters and doctorates are provided in the same organisation, they
operate as separate programmes with very little cross-integration.
In some cases, certain topics can only be pursued at one of the two
levels — masters or doctorate — but not both;

() SEPARATE BUT RELATED: The masters is seen as a separate study
programme but understood as potentially enabling a student to
enter into doctoral-level work in the same subject area. The masters

13.  Itisimportant that we secure more discussion of the divergent pathways of other parts of
Europe and other systems.

14.  Of course there is some debate about whether we should be talking here of student-led
‘vocationalism’ or the re-orientation of educational policy in a technocratic model of education as
‘training-for-employment’.
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will typically be closely related in terms of content to the doctoral
area of study. In such systems, the masters may not be obligatory for
entry to doctoral study. Some classes and workshops may be shared
between levels, and doctoral candidates and masters students will
interact through the formal programme elements;

(IN) RELATED AND OVERLAPPING: The masters degree is seen as a
self-contained qualification, but there is a standard pathway which
specifies that most or all doctoral students begin on the masters
register and ‘transfer’ or ‘convert’ onto the doctoral register. The
masters is thus seen as an ‘earlier’ exit point on the same track that
will lead ultimately to the doctorate;

(IV) FULLY INTEGRATED: In some doctoral programmes, there is an
integral masters award that most or all doctoral students achieve,
whereby the masters award is an element built into the pathway to the
doctorate. There are variations on this, including a version of the Masters
of Research (MRes) award, which is used by some institutions in the
UK as a general qualification in research practice that has to be achieved
by completing specified units of study. Another variation is the
achievement of an MA, MSc or other masters award indicating proficiency
in the subject field within which doctoral work will be located.

These four broad models are complicated by the wide variation in masters models
described above. It is to be anticipated that the masters level will continue to
manifest a wide variety of models and approaches, and that it will not be
fully assimilated within doctoral pathways but also have an independent and
self-sufficient existence as a discrete award level. However, it is notable that
the masters level has proved very important as a site for innovation in arts
pedagogies, and it is also to be anticipated that the diversity of the masters level
will in turn enhance the range of models that will be developed in the future
for the doctoral level. We have only just begun to explore the possibilities of
interchange here.

2. A.9 Renewing the ‘Apprentice’ Model
There is still a great deal of debate about the potential value of the older ‘apprentice’
model, and it should not be assumed that this model has been superseded by
the ‘structured’ model. One of the important aspects of the apprentice model
is the degree to which the supervisor has the potential to mentor the future
career development of doctoral students. It must be recognised that part of the
pressure being placed on the apprentice model comes from a change in working
practices with the massification of the doctoral level of studies (as indicated
at the start of Chapter 1 above).
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There are also cultural and professional differences that need to be
taken into account, as various traditions have diverse approaches to
the fostering of peer community and to the development of the
individual practitioner. Most importantly, different countries, cities
and regions have widely varying scales of need, and so alternate
models will often emerge to address these. Furthermore, the role of
networks in providing linkages and integration across many countries
may sometimes be more compatible with the apprentice model.
The graduate school as an institutional form may tend to reinforce
adistinction between the professoriate and the community of doctoral
researchers because of the hierarchical logic of formal ‘school’
structures as against the informal dynamics of mentor/apprentice.

The significance of this debate about the apprentice model to the
earlier discussion of the relationship between masters and doctoral
programmes might be seen as follows:

the apprentice model may tend to isolate doctoral researcher from
the broader community of both masters students and other doctoral
students;

the attempt to bring masters and doctoral programmes into a closer
relationship with each other could potentially create a greater
hierarchical separation between the combined masters and doctoral
student body, on one side, and the professoriate, on the other;
however, organisational strategies around the relationships between
masters and doctoral programmes might pave the way for experi-
mentation. The learning opportunities available when there are highly
accomplished individuals working with each other, while operating
at different points in their professional and academic formation, could
provide a means to evolve new practices in mentorship and peer
learning that shapes future doctoral supervisors’ practices in new ways.

Clearly, there are many choices here, allowing a range of models and
practices for developing new programmes and renewing existing
programme models. The following sections of this chapter will
look at some concrete examples as well as describing some of the finer
grained aspects of doctoral level pedagogy in the arts.
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]
.. 5. National Platforms

One of the most notable developments in the field of artistic research education
over the past decade has been the emergence of national platforms, or
national-level multi-institutional partnerships, for doctoral-level education
in the arts. Countries in which such platforms have emerged include Norway,
Sweden, Finland and Ireland. Key to these national platforms has been the
combination of a wide variety of arts disciplines within an overarching network
of doctoral-level studies, characterised by strong interactions between the
visual and performing arts. Typically, these partnerships are initiated on a
short-term basis and subject to renewal on a three- to five-year cycle, often
correlated with the duration of the doctoral study cycle itself. These platforms
normally require that doctoral-level candidates are registered within one
academy or university within the national network, while also actively
participating in a common programme of research education, seminars,
conferences, workshops and related events shared by all the academies within
the network. Often these network activities are marked by periods of immersive
encounter akin to the summer school model alluded to earlier and fleshed out
in the next section. A programme of support for doctoral students usually exists,
with places sometimes being funded at a national or institutional level, based on
competitive application processes by individual researchers or by the institutions
themselves. Often, the format of platform events resembles that of a conference
or immersive symposium, involving several days of presentations, seminars,
dialogues and moments of practical production or performance.

In the production of this programme of research education activities,
there is usually a combination of central provision, by the team
steering the network, and local offerings made to the network by
individual academies and institutions within the platform. In terms
of the research student’s institutional home and identity, there

is usually some degree of hybridity, often further extended by the
researcher being identified with the national platform, the home
institution and the departmental sub-unit within the home institution
- such as music, dance, scenography, film, etc. Often the emergence
of a national platform will overlap with the development of broad
platforms with a combined portfolio of arts disciplines within
individual institutions. In the early stages of the development of these
consortium-based national platforms, potential exists for duplication
of provision across different institutional levels. There is also the
potential for confusion in the relative priority of demands created,
for doctoral researchers and supervisors alike, by the different layers
of institutional arrangements - the host department within an
academy, the academy and the national platform.
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Often, these platforms will seek to integrate supervisors into the
platform process and provide opportunities for supervisors to meet
and discuss their experiences in the building of research culture.
As the paper by Nina Malterud (2.D below) indicates, this networking
of supervisors can become a very important strand of national platform
activity, ensuring a critical mass to enable important (and relatively
underdeveloped) discussions of supervision, enhancing connectivity
across different disciplines and enriching the environment for research
education in many ways.

The significance of these national platforms is immediately apparent
from the level of visibility that they command within international
dialogues on artistic research and artistic research education. It is
notable, for example, that national platforms have a strong presence
within the orbits of networks such as the Society for Artistic Research
(SAR) which is the formal body that underpins the Journal of Artistic
Research (see Chapter 8 below for more on these). They imply an
enhanced reputational standing, enabled by pooling institutional
identities within a larger platform, and make it easier to embed their
research students in wider international contexts by more readily
attracting international engagement and partnership from prominent
researchers, artists and cultural institutions. These national platforms
canalso do a lot of important advocacy work at the national and
European level, by ensuring direct dialogue between the proponents
of artistic research education and the ministerial level, thereby helping
to inform national policy.

Whereas smaller arts academies may only be in a position to recruit
one or two doctoral researchers at a time, participation in a national
platform ensures that a critical mass is achieved, creating a rich
research milieu for the individual research student and engendering
a strong context for research dialogues. The national platforms can
also operate as a way of differentiating research space between
institutions, so that academies and universities can specialise in their
research mission and avoid duplication. This also means that specialist
competencies and resources can be shared between institutions.
This is, perhaps, the greatest challenge faced by the national platforms
- to both enable specialisation in the respective research partners
and secure real collaboration at a very basic operational level.

National platforms, or indeed any multi-institutional partnership,
within doctoral-level education can also provide a strong balancing
of interests within the doctoral process, by opening up the process
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of doctoral supervision to many observers, participants and discursive
contexts. Within these platforms, there is a clear tendency for
students and supervisors to comparatively analyse their working
circumstances, the regulatory environment for doctoral work,
resource levels, and so forth. This kind of multi-tiered dialogue across
the national research space is then complemented by international
dialogue - again, something that is facilitated by the concentration
of resources and construction of a national point of contact.

Inevitably, as with any institutional process of partnership and
exchange, there are some risks. One very important challenge for
the national platforms is to avoid the splitting of ownership and
separation of cultures, whereby the national platform becomes dis-
embedded from the constituent academies and universities. Within the
structural logic of higher education institutions, there is an
unfortunate, but all too understandable, territorial impulse that
makes shared initiatives challenging, and this can be exacerbated
when a national platform is seen as external to the day-to-day
operational realities of the member academies.

For the individual research student, if the terms of engagement are
not well defined and clearly implemented, this potential tension
between the home institution and the national platform with which
the home institution is nominally aligned can create confusion,
anxiety and even conflict. Ultimately, this is not simply a matter of
organisational protocols; it is a matter of human relations between
professional colleagues and the kinds of conditions within which
these relations unfold.

There are several levels to the challenge here. The first level is that of
institutional strategy and planning; the institutions aligning
themselves in a shared platform require good internal communication,
in order to establish collegial support and engagement, and a common
understanding of the rationale for the collaboration; the different
functional units of the institutions in partnership must be aware
of the logic of that partnership, to create a basis for active future
support and to ensure that the partnership would survive a change
of institutional identity, such as a change in leadership. The second
level is that of the personnel directly engaging in platform work,
whether as students, researchers, educators, supervisors, leadership
or boards of studies. It is an important requirement that each of
these be afforded an opportunity to understand the logic of partner-
ship and the significance of the relationships at play. Territorial
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tensions at this level can prove fatal to the partnership, so it would
appear key to the long-term sustainability of these ventures that
there is explicit statement of purpose and identification of respective
roles, as well as a clear mechanism for discussing divergent under-
standings. The third level here is the wider professional and public
legibility of the partnership platform. Given the highly sensitive
personal and institutional reputations at play, it is imperative that
there is a clear communication plan around the platform and the
nature of the constitutive relationships, ensuring that prestige is
held in common across the partnership, rather than creating a tension
between a central platform and a periphery of academies. Ultimately,
art and research depend upon high levels of personal and professional
autonomy, and the orchestration of partnerships at an institutional
level will only succeed if vital human relations underpin the
collaboration. This is a matter of building upon operational realities
within each partner institution as well as surpassing the limits of
a given collegial environment. It is important to recognise that the
productive potential of a national platform is to be found in the degree
to which existing institutional cultures and horizons of possibility
can be re-negotiated within a new operational context.

It is often remarked upon that, within these national platforms, the
sustained dialogue engendered between practitioners of different
art forms is quite unique. When doctoral-level practitioners of
performing and visual arts, of architecture and design, of film and
dance, encounter each other within these frameworks, there is a
qualitatively different intensity to the cross-disciplinary dialogue
created (compared to that in other inter-arts educational collaborations)
by virtue of the longevity and intensity of these relationships. Nur-
turing such dialogues is important for researchers, supervisors and
the institutions themselves. They build new connectivity across the
arts, at a time when higher arts education is vulnerable to a changing
policy regime, which is increasingly econometrically focused and
often operates within a very reduced conception of public culture
and the public good. This new connectivity can provide a forum for
shared enquiry that allows new narratives to be constructed which
champion public culture and the public good of the arts, overcoming
the political vulnerability inherent in the fragmentation and internal
competitiveness of the sector.

A further consideration is the cultural impact of these national
platforms beyond the educational sphere, by virtue of the ways in
which they provide new frameworks for critical development of
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experimental art practices. It is notable that many of the writers,
filmmakers, designers and artists engaged in these national platforms
are quite explicit about the respite from the imperatives of the
market and/or industry these research platforms provide, affording
the time and critical community within which to evolve practice
without subordinating experimentation to the incessant demand
for concretised production, effectively facilitating new project forms
that can risk failures and mis-fires in a sustained process of enquiry.
Some of these platforms can come to operate as a kind of counter art
scene — a space for dialogue and practice that is not already captured
by the operational logics of the existing art world(s). There is, however,
the risk of engendering an artificial or incomplete art scene in which
the informal peer-review processes characteristic of the mainstream
art world(s) are suspended and a self-referential (and potentially
narcissistic) institutional bubble is created. However, based on the
performance of these national platforms to date, the evidence seems
to suggest that they have, for the most part, avoided this pitfall and
attracted practitioners of a very high level, generating artworks that
operate within the art world(s) beyond the immediate orbit of the
academies and conservatoires.

Attracting artists of national and international prominence can, in
turn, generate other challenges. For example, in smaller countries,
the relative size of the national art scene can create problems when
supervisor and candidate are both competitors for relatively limited
resources and for recognition within the same field. Thisisnot a
problem specific to the doctoral level of research education, but it is
perhaps exacerbated at this level. For this and other reasons, national
platforms usually place strong emphasis on international connectivity.
International peer exchange provides a critical bulwark against any
potential for the problems and rivalries of scale to assert themselves.
The transdisciplinary nature of these platforms also proves very useful
in this context, opening up the internal politics of an art form to a
degree of critical accountability within a peer network.

In the future, it is to be anticipated that national platforms will
provide the basis upon which research achievements within the arts
can be interchanged with those of other disciplines and domains.
It is to be expected that the second generation of national platforms
will maintain a wide variety of artistic practices while beginning to
articulate these within broader research questions. If, as seems likely,
abroad consensus is built across higher education, along with the
recognition that research within the arts will be a sustained,



54 The Contexts of Artistic Research Education

long-term development, then we should also be anticipating greater
integration of non-arts disciplines within the orbits of these national
platforms. It will be a mark of the maturing research culture within
the arts that these platforms become sufficiently robust that they can
host non-arts researchers without any anxiety of undue influence or
loss of identity. Of course, right now, as we are building this consensus,
it seems imperative to construct dedicated artistic research education
platforms, but even these already demonstrate a wide receptivity
to transdisciplinary dialogues and encounters (as demonstrated by
several of the contributions in Chapter 5 below).

.. ¢« The Summer School as
Instrument and Situation

Introduction
In the development of doctoral-level studies for artists, there has been a
recurring appeal to various models of summer school that bring a group
together, in one place for a period of days or weeks, in a structured dialogue
mixing early stage researchers with established professionals and experienced
supervisors in a temporary peer community of practice and debate. This section
provides an overview of this kind of pedagogical instrument and describes some
concrete examples. It also suggests some reasons for the suitability of this
instrument to the education of doctoral researchers in the arts and introduces
the notion of curatorial practice as an organisational format for doctoral-
level education in the arts.

2. (. 1. Knowing what they did last summer
A summer school is a form of educational event that is typically:

- shortin duration (1 to 3 weeks on average);

- immersive (i.e. alot of activity over a short period of time);

- structured (i.e. a clear programme of activity);

- discursive (i.e. an emphasis on dialogue and not just presentations
or lectures);

- participative (i.e. participants are required to actively engage in,
rather than passively receive, information and ideas).

The original idea of a ‘summer’ school was that it took place in the
period of the year when educators were freer to undertake inventive
and non-standard activities because their teaching-load was lighter
during the summer months. The construct now includes short
immersive programmes that are set up in winter, spring and autumn.
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Summer schools may be directed at the general public or they may
be directed at world leaders in a field and will often bring together
international mixes of advanced students, already well-established
players within a given filed of knowledge, and world-renowned figures.

Summer schools:

- Have proven important for higher-level studies because of the way they
facilitate advanced students who may have professional and life
commitments that make it difficult for them to attend programmes
on a weekly basis;

- Allow the bringing-together of expertise from several institutions
and countries at once. This means that an international spread of
inputs can be achieved, which is necessary if one wishes to develop
work at the cutting edge of a field - especially when that field has
practitioners distributed around the globe;

- Havean experimental nature as they are usually organised as single
self-contained events allowing risk-taking and invention in terms of
modes of presentation and mixes of people, disciplines and educational
models. This experimental aspect is, of course, suited to developing
new work in a research frame;

- Provide stimulation, enrichment and opportunity for those involved
in third-cycle education - for research students, supervisors, examiners
and people involved in managing and leading third-cycle programmes.
Everyone who attends - whether as a ‘teacher’ or a ‘student’ — has an
opportunity to hear, see and learn new ideas and practices because
of the interdisciplinary, inter-institutional and/or international
aspects of the school;

- Canbe organised so as to bring the work of third-cycle students into
closer relationship with the field of practice they are pursuing. Sum-
mer schools are mobile, and can follow the centres or margins of the
art world in ways that open up the academy to insights from beyond
its ambit;

- Arekey to networking researchers from across disciplines and across
countries as they allow new social and professional bonds to be created.
This kind of networking is clearly important for the development of
research and for peer communities of knowledge and practice.

2. C.2. ‘As the Academy Turns’, Murcia, Spain, (2010)
‘As the Academy Turns’ was a joint initiative between EARN and Manifesta 8
(the nomadic European biennale of contemporary art) and curated by Henk
Slager, EARN and Manifesta 8.5 It was a unique experiment at the intersection
of artistic research, contemporary art and the new art academy practices that

15.  http://www.artresearch.eu/index.php/2010/08/22/earn-manifesta-8-as-the-academy-turns-2-51210/
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have emerged across Europe over the past decade. ‘As the Academy Turns’
was a multi-layered project exploring the potentials and tensions in the growth
of artistic research. The project was framed by the adoption of a series of
questions in response to the perceived ‘academisation’ of art education.
The questions proposed for the School were:

What do these challenges mean for the art academy as such?

Will novel forms of academic elitism pop up or will research induce

anovel form of intellectual conscience in the art academy?

How will research and artistic practice be intertwined?

Will they produce redefinitions in both domains or is research

doomed to be a fringe phenomenon at the art academy?

How will research be conducted within art academies?

These questions and themes were tackled in three different strands
of activity: (I) a three day international symposium; (I1) an artwork in
the form of a soap opera set in an art academy; and (l11) the profiling
of a series of exemplary projects.

The participants included artists and researchers based in Utrecht
Graduate School of Visual Art and Design (MaHKU), Finnish Academy
of Fine Art (KUVA), Malmo Art Academy, Faculty of Fine, Applied
and Performing Arts, Gothenburg, Centre for Practice-Led Research
in the Arts, University of Leeds (CePRA), and the Graduate School of
Creative Arts and Media (GradCAM). The presentations by student
researchers were critically addressed by a number of invited respondents
including Sarat Maharaj, Tom Holert, Hito Steyerl, Marquard
Smith and Jan Kaila. In addition there was a special infolab
presentation in Centro do Documentacién Y Estudios Avanzados
de Arte Contemperdneo (CENDEAC), which included research
statements provided by the twelve researchers presenting and provided
further information on their research trajectories and practices.

The presentation of the soap opera, As the Academy Turns, a specially
commissioned art project developed and realised by artist Tiong
Ang, also took place in CENDEAC. This parodic soap opera is set in
a contemporary art academy, where the characters, the art academy
population of teaching staff and students, act within a situation of
transformation in which the current master-pupil oriented educational
system moves towards a seminar-based form of education with artists
as scholars and researchers in an academic community. The school
itself was the occasion of a very lively debate between participants,
with the soap opera and some of the representations sparking
controversial interventions from the floor, the spirit of which is partly
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indicated by the review of the event that appeared subsequently in
e-flux magazine. It is noteworthy that this research education event
was also an art world event, indicating the hybridised space engendered
by the project.

2. C 3. ‘First International Finnish Summer Academy for

Artistic Researchers’, Helsinki and Seili, Finland,

(2011)
The First International Finnish Summer School for Artistic Researchers held
in Helsinki and on the island of Seili in August 2011 was co-organised by a
series of academies (Aalto University School of Art and Design, Finland;
Faculty of Fine Arts, University of Regina, Canada; Faculty of the Arts, Tel Aviv
University, Israel; Finnish Academy of Fine Arts, Finland; Graduate School
of Creative Arts and Media, Ireland; Theatre Academy Helsinki, Finland;
University of Dance and Circus, Sweden; and Utrecht Graduate School of Visual
Art and Design, the Netherlands.)

The school invited graduate students pursuing practice-based
research to submit applications and proposals to the school and a
short list of candidates then that took part in the event that took
place during the last ten days of August 2011. The aim of the summer
academy was to clarify and develop issues arising out of the individual
projects of the participants, identifying and responding to the
potential thematics emerging form the interaction of the different
project formats, disciplines and subject matter. The summer academy
provided a supportive setting in which artist-researchers from all
fields could collaborate, present their ongoing artistic work and
research and receive feedback from experienced tutors and peers
from leading academic institutions. The tutors for the academy
included: Prof. Annette Arlander, Theatre Academy Helsinki, Finland;
Prof. Kathleen Irwin, Faculty of Fine Arts, University of Regina,
Canada; and Prof. Dorita Hannah, College of Creative Arts, Massey
University, Wellington, New Zealand. The academy aimed to reflect
the international diversity and scope of artistic research and to provide
a stimulating intellectual environment. It consisted of a broad range
of activities including individual presentations by all the participants,
discussions on material sent beforehand, individual tutoring and
collective work.

The academy began with a two-day stay in Helsinki during which
participants visited art universities and cultural institutions and

16.  http://www.konstnarligaforskarskolan.se/wordpress/wp-content/uploads/2011/01/summeracad-
emy201icall.pdf



58 The Contexts of Artistic Research Education

attended guest lectures by researchers who had previously competed
their doctoral studies. The remaining seven days were spent in a
study centre in Seili, a remarkable island in the South Western
archipelago. There were 16 participants coming from a number of
countries (including Mexico, Germany|Turkey, Belgium|Tunisia,
Netherlands, Finland, Israel, Canada, Ireland), and from a range of
disciplines (including theatre, dance, architecture, fine art, audio-
design, scenography and photography). The working language was
English. European applicants were required to be enrolled as doctoral
students, while MA|/MFA students from other continents were eligible
to apply. This summer academy built upon an earlier summer school
process that was developed by the Theatre Academy in Helsinki,
and this new model was based on a lot of earlier experience and
experiments. It also brought a new disciplinary mix and degree of
internationalisation into the model.

The combination of an immersive environment (the relative isolation
of the island, Seili) and the requirement on participants to generate
practical work, much of this performative in nature, created an
intense atmosphere that was marked by several moments of critical
confrontation between participants. It was very notable that the
discussion of individual research projects became much more
challenging and productive once some initial points of contestation
and dispute were established within the group. Dissensus was a
powerful force in orchestrating a fuller critical discussion of each
project.

2. C. 4. ‘The Question of Culture’, Dublin, Ireland (2009)”
This was a one-week intensive summer school that introduced participants
to the principles, methods and purposes of creative research across many
different art forms. It was delivered as a collaboration between GradCAM,
the School of Architecture in University College Dublin, and the Irish Museum
of Modern Art, Dublin. This series of lectures, workshops and seminars focused
on how artists, musicians, designers and architects are currently pursuing
research through their different art forms and practices. The summer school
was open to anyone interested in developing a better understanding of creative
cultural practice as a means of enquiry. It was therefore not restricted to doctoral
candidates, but targeted at a much wider community of practitioners in an
effort to promote a wider understanding of the potential of artistic research
paradigms for developing critical artistic practices. The following table gives
an outline of the structure, themes and questions:

17.  http://www.gradcam.ie/summer_school.php and http://www.gradcam.ie/autumn_schools.
php#question
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day mon tues weds thurs fri
theme on first principles on not knowing on motives on methods on public-ness
what is the . s
: h what do you want why is it worth how do you go who is this work
question qléﬁfﬂﬁ';?d to find out? knowing? about finding out? for?
Pauline Byrne Luke Clancy Siun Hanrahan
special guest Sarah Tuck Brian Hand
Simon Sheikh Barbara Holub Dominic Campbell

Participants included doctoral researchers, independent practitioners
and masters students and brought urbanists, musicians, artists,
designers and cultural historians together in one structure. Each day
entailed lectures, seminars and workshops around the key theme of
the day, enabling participants to begin formulating an answer to the
key question adapted for each day. At the end of the week, participants
presented their ideas to each other in small working groups.

One of the consequences of this programme was that a number of
independent practitioners attached themselves as associate researchers
to the GradCAM and there was a longer-term broadening of the
research community based there. The model used in this summer
school was further developed in a transfer into the domain of cultural
history, indicating the potential of artistic research initiatives to
energise dialogue within neighbouring disciplines.

2. C. 5. ‘Re-Visions and Re-Drafts’, NIDA, Lithuania, (2012)
This ten-day summer school on ‘visual thinking’ and on ‘writing as artistic
research’ was organised in partnership between the SHARE network, the NIDA
Art Colony and Vilnius Academy of Arts. It took place at the NIDA Art Colony, on
the Curonian Spit, a peninsula dividing the Curonian Lagoon and the Baltic
Sea. The school was curated by Alvydas Lukys (Vilnius Academy of Arts) and
Schelte van Ruiten (ELIA, Deputy Director) with the motive force, animating
spirit and hospitality of Rasa Antanaviciaté the Executive Director of NIDA
Art Colony, as a key driver of the event. The focus was primarily on visual arts,
and teachers included Ausra Trakselyté (Vilnius); Giedré Mickanaité (Vilnius);
Prof. Klaus Jung (Cologne); Mick Wilson (Gothenburg); and Prof. Jan Kaila
(Helsinki). The project was funded by EU structural assistance to Lithuania and
this has enabled the Summer School to offer eight scholarships whereby all
accommodation costs and a subsidy for travel costs were provided to successful
applicants, who came from several European countries including Lithuania,
Germany, France, Italy, Finland and the UK.
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The scholarships were allocated based on the following criteria:

1. Relevance of the programme to the applicant’s area and level of
studies/practice (including potential benefit to the student from
participating in the programme);

2. Potential contribution of the applicant to the dialogue in the
Summer School;

3. Quality of existing art and/or design practice as demonstrated in
the sample of recent work;

4. Quality of research ideas shown in the material submitted.

The content of the programme was divided between two units: the
first four day unit concentrating on the question of visual thinking,
and the second looking at the ways in which the practice of writing
can constitute both a thinking and a research activity that can
operate across genres and disciplines in a challenging and productively
disruptive way. Participants were required to present their work with
reference to these themes and there was also a robust programme of
one-to-one tutorials. Among the key protagonists in the pedagogical
setting were the physical location itself, an artists’ studio colony,
and the cultural milieu of NIDA and the Curonian Spit, a unique site
criss-crossed by Europe’s unresolved historical narratives.

.. o ‘Supervisors’ Support -
Some Specific Challenges’

(Nina Malterud)®

Introduction
This paper was contributed by Nina Malterud from the Norwegian Artistic
Research Fellowship Programme and is based on a workshop that was held at
the second SHARE conference in London in 2012. This section helps to identify
the organisational challenges presented by the project of developing supervisors’
capacities as doctoral-level educators and project advisors. While based on the
specifics of the Norwegian operational context — marked by a high level of
public investment in artistic research — the paper provides ideas and reflections
that will be helpful in many other contexts as well.

2. D.1. Background
In the Norwegian Law for Higher Education, artistic research has been
considered equivalent to scientific research since 1995. This made it possible for
Norwegian institutions of higher art education to establish the Artistic Research

18.  Norwegian Artistic Research Fellowship Programme. http://artistic-research.no/
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Fellowship Programme, which was developed as an artistic alternative to the

scientific

PhD programmes with a dedicated support from the Ministry of

Education and Research in 2003. The programme was one of the first in Europe
to offer a three-year research education explicitly based on artistic goals and

methods.

The fellowship programme was established for the ten main higher
art education institutions in Norway, covering the fields of design,
film, music, performative arts and visual art. In an international
perspective, all these institutions are rather small, and one of the
reasons for establishing a common programme was to ensure a
critical mass for the fellows. Relations between the institutions
and the programme are regulated through various documents and,
subsequently, through years of practice.

In the first year, the Ministry granted a few three-year fellowships
which were continued for other candidates in subsequent years. PhD
projects in Norway are normally funded like this, so the economic
framework consolidated the equality that had been inscribed into law.
Institutions may also fund additional fellows from their own budgets,
and all applicants go through the same procedure in having the
quality of their project description assessed before being accepted
into the programme.

In order to pass the final assessment, a fellow needs to present one
work or a body of works of art of a high international quality and to
deliver a critical reflection upon the work. Within the Norwegian
Qualification Framework from 2011, the fellowship programme is
defined within the third cycle, corresponding to the PhD level, but
it does not yet give the official PhD title to fellows who have passed.
The programme qualifies fellows for employment at the level of
associate professors in the Norwegian system of higher education.

Six research fellows started in 2003. In 2012, about 80 research fellows
have been attached to the programme over the years of its operation
to date. About 30 have passed the final assessment, and a few have
failed. The research fellow is considered to be an employee at one of
the institutions, and is based in the local environment to accomplish
her or his project. Fellows also take part in seminars and courses
arranged by the programme, focusing on themes such as the under-
standing of artistic research, methodologies, critical reflection,
ethics, etc. During the period of study, each fellow must have one main
supervisor with competence based on artistic merits (the supervisor
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doesn’t have to hold a PhD title), and one or more co-supervisors,
whose main field may also be theoretical. One of the supervisors should
be closely connected to the fellow’s home institution. All supervisors
must be professors or associate professors or have unquestionable
competence on one of those levels.

To date, more than 140 people have been involved as supervisors -
afew of them for several fellows, but many related only to one. About
60 percent of supervisors are employees in Norwegian institutions
of art education (but not all are Norwegian nationals); the rest are
recruited from abroad, mainly Sweden, the United Kingdom, the
United States, Denmark, France and Italy. Most of these are professors
within higher education, but some are also freelance artists, curators,
producers or researchers.

2. D.2. Challenges
When establishing the programme, there was a clear intention that the art
education institutions involved should take responsibility for developing a
third cycle relevant to the arts. The insistence on the primary supervisor having
an artistic background has been crucial in this context. However, few of these
supervisors were familiar with the PhD level from their own educational
background, as the artistic PhD is a rather new phenomenon. The programme
framework raised a lot of questions among the supervisors involved. Many
supervisors’ experience of teaching at BA and MA level had to be expanded in
order to construct a new role for the third cycle. This could not be done only
individually, but needed a community, and it could not be done in a day, but
required a lot of endurance on the part of participants.

Because Norwegian art education environments are small, it was
considered necessary to closely connect the programme and its projects
to international discourses. The programme board recommended
that one of the two supervisors should be non-Norwegian, and it
is a formal demand in the regulations that assessment committees
should have at least one member from abroad. Over the years, many
resourceful experts with a foreign background have made valuable
contributions to the development of the programme, both as
supervisors and as assessment committee members. However, this
huge diversity also represents a continuing challenge in the sense
that supervisors and assessors may find it difficult to adjust their
own preconceptions to the specific conditions. Some of them
undertake this task only once and cannot draw on a longer experience,
and some of them are not otherwise involved in educational affairs.
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These two main challenges - the potential difficulty of adjusting to
the programme framework and supervisors’ lack of previous
experience of the third cycle — presented an obvious need to bring
supervisors together to establish a common understanding. Given the
busy schedules of the people involved, it was not considered feasible
to demand participation in a mandatory foundation course of
‘supervisors’ school — the occasions for meeting between the stake-
holders in the Programme should be compact and build on attraction,
not obligation.

Two regular spaces for developing a culture and building competence
have been established:

- The Artistic Research Forum, twice a year since 2003 (19 gatherings
to date);

- The Supervisors’ Seminar, once a year since 2011 (two so far).

2. D.3. The Artistic Research Forum
This is a two-day gathering of all active fellows, supervisors and institutional
representatives ‘to focus on the understanding of artistic research from a
national and international perspective, on the interdisciplinary dimensions
in the programme, on the fellows’ competence to present their projectin an
interdisciplinary setting, on relevant ways of communicating and discussing
the projects’ main aspects’. (Statement for the Artistic Research Forum
autumn 2012) During the first years, keynote speakers were invited to address
specific themes, but the content of the forum has more recently been largely
based upon the actual fellowship projects and the people present as supervisors
and fellows, with a focus on the professional exchange. Expanding over the years
from a gathering of 20-30 to 80-90 people, care had to be taken to enhance
active participation, by arranging more group discussions than plenary sessions.
As ameans of facilitating social interaction, the forum was held in a conference
hotel just outside Oslo, and, in order to get closer to the art environment,
every autumn forum now takes place at one of the art education premises
around the country.

The forum has been the main meeting place for everybody involved
in the programme, and it serves as alandmark. It continues to be

a challenge to engage all participants from different fields of art
and to find fruitful ways of stimulating productive discussions,
but the forum soon proved to offer great academic potential and a
stimulating experience that far exceeded the practical level. Within
the forum, we have witnessed new networks being built up and an
unexpected exchange of resources.
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2. D.4. The Supervisors’ Seminar

From the outset, supervisors’ meetings were included as a small part of the
Artistic Research Forum. In 2011, it became necessary to establish a separate and
more focused meeting place. Each time, there have been about 40 participants,
including a large contingent of active supervisors.

For the first seminar, the following issues were elaborated, to be
discussed in small groups:

Ownership of the fellow’s project — the degree to which the supervisor
is involved.

Supervision in connection with the reflective process. Artist as
supervisor — a challenge when it comes to the demand for critical
reflection?

Relationship between supervisor and fellow. Maintain a critical
distance - a challenge?

Project failures — supervisor’s failure as well?

All the issues generated strong engagement, and were followed up
in the next seminar with these two points on the agenda:

Focus on the supervisor’s own experience of the relationship between
artistic practice, theory and reflection — exemplified by two of the
supervisors who described their own reflection related to practice;
Focus on clarification of the supervisor’s individual, often unspoken,
attitudes to supervising, regarding essential artistic[research questions
as well as practical conditions, and how these positions may be
communicated to the fellow.

None of these questions have found final answers, but they have been
opened up to an ongoing discourse. Feedback from participants has
been very positive and generated demand for additional activities.
By building this up as aregular meeting place, the seminar may
also serve as a socialising community for new supervisors. The third
seminar took place in March 2013 and focused more closely on the
issues of critical reflection, both format and content.

2. D.s5. Further Perspectives

Most of the pertinent questions concerning the supervisor’s role are, at their
core, both artistic and academic, and, therefore, of great interest to the art
education environment as a whole. When supervisors are invited to share aspects
of their role, some basic principles emerge as crucial:
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- Create an environment for sharing by setting up small groups and
focused agendas;

- Make the exchange relevant to the supervisor’s own professional
development;

- Respect the supervisor’s competencies; meet as specialists, not as
beginners;

- Concentrate on core challenges, not general discussions on pro-
gramme profile and regulations;

- Separate practical problems from principal academic issues.

The positive energies among supervisors are generated by their
professional interest in a demanding task and by the positive experience
of breaking new ground together. By putting the above issues on
the agenda in an open environment and by making specialists from
very different corners of the art fields talk to each other about these
questions, the supervisors’ meetings may, in the longer run, become
an important factor in developing new discourses within the arts.

.. & ‘Developing Third-Cycle Artistic
Research Education’

(Anna Daucikovd)

Introduction
This section draws on the experience of a key workgroup within the SHARE
network to provide a short overview of the issues faced in building new
third-cycle arts education.® Workgroup two was focused on development of
the third cycle at institutions where doctoral study had either not yet been
established or was going through the early stages of development. The members
of the group sought to support each other in identifying strategies that would
enable new initiatives in this area to succeed. The working meetings created a
good ground for cooperation, by mapping typical approaches to building the
third cycle, recognising common difficulties in the participating countries;
identifying similarities and differences in the practice of doctoral studies;

19.  This section is based on a report made by SHARE Workgroup 2 at the closing conference in
Brussels (22/05/2013). Work package 2 is the group of 11 countries represented by art education
institution experts from: Art Academy of Latvia (Andris Teikmanis); Academy of Fine Arts and Design
Bratislava (Anna Daucikova); University of Arts in Poznafn (Andrzej Syska); European University Cyprus
(Sophia Hadjipapa-Gee); Hacettepe University (Pelin Yildiz); MOME Moholy-Nagy University of Art and
Design Budapest (Marton Szentpéteri); National University Of Arts Bucharest (Roxana Trestioreanu);
University of Ljubljana, Academy of Fine Arts and Design (Alen OZbolt, Bojan Gorenec); University of Malta
(Raphael Vella); Brno University of Technology (Tomas Lahoda); and Vilnius Academy of Arts (Agne
Narusyte). In the course of the project the partner institutions organised three WP2 meetings at: Academy
of Fine Arts and Design in Bratislava, Slovakia, 14-15 January 2011; University of Technology in Brno,
Czech Republic, 20-21 January 2012; and The European University Cyprus, Nicosia, 11-12 January 2013.
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and defining the need for further development and quality enhancement.
Very early on in this process, the group acknowledged that there were common
patterns in the Czech Republic, Hungary, Latvia, Lithuania, Poland, Romania,
Slovakia and Slovenia due to a common geopolitical experience. A different
picture was presented by colleagues from Turkey, Cyprus and Malta, with some
work already underway at the third-cycle level in Turkey and a much earlier
stage of development in Malta and Cyprus (where the second cycle is the focus
of much energy at present). This divergence also allowed for these patterns
within the former group of institutions to emerge more clearly. Through
intensive networking within the group and across the whole SHARE network,
the exchange of documents and comparison of models was very important,
taking account of national regulations on artistic research outputs in Latvia
and the Central Evidence Register of Artistic Activities (CREUC) in Slovakia
and the Research Excellence Framework (REF) in UK. While the examination
of procedural documents and regulatory frameworks was a key activity for this
group, the question ‘what is artistic research?’ dominated the entire discussion.
This gave rise to a workshop by Andris Teikmanis and Marton Szentpéteri,
dedicated to the issue of models and methodologies within artistic research, as
seen from a non-Western European perspective. (See chapter 5 section B.4 below.)

2. E. 1. Changing Legal Frameworks and Recognition of
the Doctoral Degree in Art

National legal frameworks are a key element in the process of initiating the
third cycle within higher arts education institutions. Legal recognition of the
doctoral degree in the arts already exists in Lithuania, Romania, the Czech
Republic, Turkey, Poland and Slovakia. These arrangements differ slightly in
their structure; for example, in Poland there are two forms of postgraduate
study within the arts, so that, along with the standard doctoral study model
(conferring the title of PhD), some higher arts education institutions have the
right to offer third-cycle study through ‘special procedures’ (Przewdd doktorski),
which provide a flexible model of doctoral-level award.

In Latvia, third-cycle degrees in the field of fine art are not yet
established. Higher education legislation acknowledges the ‘doctoral
degree in science’ but does not currently recognise the ‘doctoral degree
in art’. Proposals, submitted by the Association of Art Academies,
to implement a doctoral degree in Art and Design that would be
different from the degree in Art Science was not accepted by the
Education, Culture and Science Committee of the Latvian Parliament.
However, third-cycle education in art has been practised and
accredited since 2001 through international collaboration. The academic
titles conferred in Latvia, Lithuania, Slovakia and Hungary are
variations on the title ‘Doctor of Art’ with abbreviations: Dr.art.,
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Dr.A., Art.D., DLA. In the Turkish example discussed, the title
conferred at the third-cycle level is (loosely translated as) ‘Proficiency
in Arts’, while in Poland, Romania and the Czech Republic, it is
‘Doctor of Philosophy’ or PhD.

One interesting example is the specific case of Slovenia, where the third
cycle in the arts has not yet been established. Historically, the idea
of postgraduate study in the arts was discussed quite early, and was
introduced as a two-year programme of study ‘specialisation’in the
1970s. Paradoxically, with the implementation of the Bologna Process
(and the transformation of studies into a three-year bachelor and
two-year masters system), art academies in Slovenia lost this advanced
postgraduate level and so an earlier development within advanced
studies in the arts was interrupted. The potential for reconnecting
with these earlier models was seen as an important consideration
in developing the doctoral level.

Today, the National Programme for Higher Education in the Republic
of Slovenia 2011-2020 reads: ‘“The University enables the formation
and the mediation of new scientific and artistic knowledge in the
framework of different scientific disciplines and artistic areas’. It
also asserts that the ‘teaching staff on these programs will have to
have proven scientific and research competences, in case of artistic
programs and also pedagogical competences’. It further states that
the third cycle will be ‘scientific and investigative, including art,
and it will assure the competences for independent scientific and
research work or artistic research work and academic activity’. And
finally, it establishes demand for ‘a contribution to the international
treasury of science or art and an original research work. Universities
will include the doctoral students into active research programs and
projects’. The PhD in the field of art in Ljubljana is ‘under construction’.
The Academy of Fine Arts, as a part of the University of Ljubljana,
has made a proposal to the senate of the university to establish an
autonomous Commission for the Third Cycle in Art. (For more on
this development see chapter 5 section A4 below.)

2. E. 2. Challenges of Policy Volatility
In analysing difficulties in the different national experiences of developing
doctoral-level studies in the arts, several common features can be identified.
One key difficulty is the volatility of the political-juridical contexts of higher
education, as demonstrated by major national law reforms and policy changes
observed in most participant countries - especially in the former Eastern bloc
countries. The general pattern here was one of inconsistency and short-termism
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in relation to policy changes, making long-term strategic development in
higher arts education difficult as successive governmental elites came to power
generating turbulence and imposing further changes of attitude and priority
within national legislation. Accompanying this political instability, there was
also a consistent pattern of gradually diminishing state support for higher
arts education. It is notable that, in Romania, all the members of the national
research council resigned in response to the radical divergence between the
demands of the sector and the retroactive removal of funds.

2. E.3. Changing Status for Artists and Artist-teachers
Itis important to note that the status of higher arts education in these
countries is that of a ‘public or state higher education institution’ financially
supported from within the state budget. Unlike the private higher education
institutions that have become increasingly common in other parts of Europe,
study at these core art institutions is free of charge to citizens. As a new
development in higher arts education, the doctoral degree in art is typically
financed by ministries, and students often receive some form of state doctoral
stipend. With the number of these positions being relatively limited and
unstable and typically diminishing from year to year, it is hard for an institution
to build a strategic development plan and consistent policy. Institutions are
often placed on a reactive footing responding to abrupt changes in policy
and funding. In many cases, while teaching at doctoral level is prestigious,
supervisors are not adequately remunerated for this work, which appears as
an added demand in their workload. In this situation, the attempt to build
quality assurance processes and to promote quality enhancement (e.g. training
for supervisors), while often understood as a positive development and not
seen exclusively as a managerialist imposition upon teachers, is not amenable
tolong term planning.

Animportant context for these developments is the change in social
status of the artist within many countries of the former Eastern bloc,
as identified above in Chapter One. Within the regimes following
broadly neoliberal patterns, the societal role of art and artists have
shifted from the political-public (or crypto-public) sphere into the
zones of the free market, increasingly orientated towards the
aspirations of the newly consolidated upper middle classes, the new
oligarchies and expanded leisure and entertainment industries.

2. E. . The Perceived Tension between Artistic and
Academic Judgement
Another recurring theme in the development of new programmes is the question
of criteria for evaluating quality, and, most importantly, a perceived tension
between the judgement of academic achievement (at doctoral level) and the
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quality of artistic work pursued with reference to criteria coming from outside
of the academy and/or in some way inherent to the different art forms them-
selves. This problem was often cast in terms of a tension between theory and
practice within the requirements of a programme of doctoral study. In turn,
this overlapped with the fundamental question of how one might choose to
define artistic research and how this definition constructed an understanding
of the specificity of artistic research education. The other issues that arose as
requiring clear clarification within any attempt to build a research education
programme for the arts were: entry qualification profile(s) of the third-cycle
student; qualification profile(s) of the third-cycle supervisor; criteria for third-
cycle quality assurance and quality enhancement at project, programme and
institutional level. While these questions must be answered clearly in order to
initiate a new programme, they must be subject to renewal and should remain
an abiding concern for the institutions developing third-cycle programmes.

2. E. 5. The Working Group’s Conclusions
The working group concluded that the following developmental needs required
careful consideration by those proposing or supporting the development of
new doctoral-level programmes within the arts:

- Advocacy is needed to win full recognition of artistic practices as
research processes in their own right, gaining equal treatment for
artistic research as other areas of humanistic and scientific research;

- Advocacy is needed to campaign for the emergent national systems
to correspond more effectively with the solutions implemented
within the European Higher Education Area as a whole. The members
of this working group saw the European-wide protocols in this
area as desirable inasmuch as that they provided a corrective to the
instabilities within their national contexts and seemed to allow for
better long-term developmental coherence;

- Aprocedural need to work in a regulatory environment in which the
national systems have adjusted to the Dublin Descriptors, especially
with respect to the question of research in arts. The working group
proposed that the Dublin Descriptors were broadly serviceable to
the requirements of the arts, and that they actually had a positive
potential in enabling the legitimation of doctoral-level education
for artistic research;

- Aneed tobuild general supports and specific collaborators in a
diverse international context, in order to develop broad acceptance
for the doctoral award in arts practices within different academic
contexts and national legislations;

- Aneed for joint cooperative models where possible, enabling the
exchange of expertise, of students and of teachers. It was seen as
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important that, in developing a new initiative, educators should
begin to consider consortium-based approaches and alliances that
could help in preparing a financial base for internationalisation
and exchange of practices;

A need to build and clearly describe the support for doctoral-level
teachers, establishing education to increase competencies and to
promote the development of the artist-research-educator, while also
addressing issues of adequate remuneration and recognised status
for artist-teachers;

A need to use internationalisation and networking within third-
cycle programmes as a means of enhancing quality assurance
processes (diversified personnel and external contributions) and
increasing the capacity to disseminate knowledge.

While identifying key needs to address in building new programmes,
the working group also proposed some key actions that would
facilitate new programmes. They recommended that colleagues
wishing to build new doctoral education platforms should:

Focus on the ERASMUS Programme for mobility as a route for
building third-cycle experts’ mobility (supervisors, examiners and
teachers). Other colleagues in established doctoral-level programmes
are also seeking to internationalise their student base, research
connectivity and dissemination opportunities, so different kinds
of partnerships can be built in which partners meet their different local
needs through exchange. In building these exchanges, it is important
to reflect upon key differences, taking account of the historical,
cultural and linguistic contexts at the core of the differentiation of
study programmes within the European higher education arena.
The goal is not simply to displace these differences through a bland
internationalism, but rather to build a heterogeneous and broadly
interconnected landscape of research and research education;
Foster understanding of the third cycle as a highly visible space of
artistic practice, research and education that has relevance not just
for the internal protocols of higher education but also has the
potential to become a space that, while open, is a source of challenge
to the presumed autonomies and undisclosed orthodoxies of the
market and other non-academic contexts. This means building not
justin dialogue with other higher arts educators but also with other
kinds of educational and cultural agencies as well as with the
informal networks and arts ‘scenes’ not necessarily anchored in
either the academy or the market;
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Develop the research milieu, building upon specific local (albeit
‘globalised-local’) resources, traditions and issues rather than
presuming that there is an international norm or ready-made ideal
model of research milieu to which we can all adhere. Consciously
consider the challenge of maintaining an openness to new insights
and the radical unpredictability of research practices, while also
trying to avoid a simple and unthinking embrace of generic research
environments (laboratory, studio, performance hall, gallery or
seminar room);

While it is somewhat demanding - and potentially exposes us to
criticisms in respect of coherence - there should be a constant
revisiting of questions of first principle. These questions — as to
‘What is research for the arts? Why might it be appropriate? In what
ways might it not be appropriate? - must be kept open and subject
to renewal through ongoing debate. These are questions that should
not be put aside once answered within a process of third-cycle
development; they must be maintained as themes to be renegotiated
inlight of the insights gained from the development process itself.
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Part Two

Examples and Case Studies
of Artistic Research

This part of the book consists of two chapters, and has
the function of providing outlines of specific situations in
which third-cycle arts education is currently being enacted

_ or developed. In chapter three, examples are provided of

_ both individual doctoral projects and larger project frame-

works that accommodate and shape doctoral education in
the arts. In chapter four, a set of short case study reports
indicates how development of the third cycle has been
elaborated at four sites, using this to identify some of the
tangible contributions made by doctoral education in the arts.
These two chapters have been conceived as a counterpoint
to chapters one and two, which provided general overviews
e and broad thematics. Here, the intention is to provide actual

cases, as a means of giving specificity to the more abstract

kinds of argument rehearsed in the opening section.
_ These concrete examples then pave the way for the position

papers, advocacy arguments and questions of quality and
judgment that will be considered in part three of the book.
It is hoped that, by moving between registers in this way
- from the general to the particular and back - the

questions that drive the volume as a whole are deepened
and broadened.
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Third-Cycle
Projects:
Some Examples

This chapter provides a portfolio of (post) doctoral-level
projects and research practices, drawn from a variety of
institutional frameworks, disciplines and national contexts.
Within these examples, the fields of film, fine art, poetry,
architecture, photography, design, typeface design, textile
design, dance, music and curating are showcased. This sample
includes both current research projects and completed
doctorates.

The first seven examples (A-G) describe research undertaken within
doctoral settings, with three of the projects being conducted under
the auspices of national platforms (the Norwegian Artistic Research
Programme and GradCAM, Ireland). These range from a successful
television and film director conducting highly personal and auto-
ethnographic research into his own practice — ultimately changing
his perception on the director’s role and leading to him becoming the
first person in Norway to support his practice-based research project
with a thesis in the form of a video essay - to a design researcher
examining approaches to ergonomic school furniture, in a project that
began as a two-year research masters, leading to a patented design,
later being transformed into a PhD project that ultimately contributed
to a successful FPy bid with a consortium of industry partners.!

As themes and methods vary across the examples presented, so too
do the ways in which the research has been funded. The Mongolian
Typeface research (3.H.) was a postdoctoral project, funded
through a private foundation in collaboration with a university.
Textiles Environment Design (TED) is a (UK) university research lab,

18.  European 7th Framework Programme for Research and Technological Development, http://
ec.europa.eu/research/fp7/
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participating in an international research consortium funded by the
Swedish government. By contrast, the Labo21 project (3.J.) is an example
of research centred in professional practice, through a partnership
of esteemed performing arts companies which successfully applied
for funding for a research project within the EU Culture Framework.
The chapter concludes with the case of [MusicExperiment21], which
was the first artistic research project to secure a ‘starting grant’ from the
European Research Council (ERC), enabling the establishment of a
sound multi-annual research structure. Overall, the projects considered
in this chapter are as follows:

3. A. Trygve Allister Diesen
Maintaining Your Vision While Swimming with Sharks
3. B. AnaHoffner
Queer Memory - Historicity, Neglect and the Embodiment

of Trauma
3. (. Fredrik Nyberg
What is the Sound of the Poem? Becoming Firewood II
3. D. Katie Gaudion
Design and Autism
3. E. LarsWallsten
Notes on Traces. Photography. Evidence. Image
3. F Simon Dennehy
Perch/RAY School Furniture Design
3. G. GeorginaJackson
The Exhibition and the Political
3. H. JoDeBaerdemaeker
Mongolian Script: From Metal Type to Digital Font

3. |I.  Textiles Environment Design (TED)
The TEN: A Tool for Narrative Prototypes
3. |. BerthaBermudez

Labo21: Emio Greco and Pieter C.Scholten’s
Pre-choreographic Elements

3. K. [MusicExperiment2i]
Music Performance in the 21st Century




76 Examples and Case Studies of Artistic Research

;. » Being the Director - Maintaining
Your Vision While Swimming
with Sharks:

Trygve Allister Diesen

A highly personal and auto-ethnographic dive into the world of film and
TV directing.

The Norwegian Artistic Research Programme

Completed 2010

Disciplines: Film and TV Directing

Degree: The Norwegian Programme awards a degree which is officially refers to
being ‘at the doctoral level, representing the highest level of formal education in
artistic research in Norway’. Presently it is not called a PhD.

Being the Director - Maintaining Your Vision While Swimming with
Sharks is a doctoral artistic research project and video essay in which
film/[television director and former artistic research fellow, Trygve
Allister Diesen, quite literally interviews himself, scrutinising his
own work and process in a bid to understand the role of the film and
TV director. Starting with the core question ‘Is it possible to maintain
apersonal, artistic vision in an art form as collaborative and commercial
as film and television?’, he soon realises that he has no clear definition
of what the ‘director’s vision’ really is.

2. Excerpts available online:
http://filmtvdirector.wordpress.com
https://vimeo.com/channels/swimmingwithsharks
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3. A. Trygve Allister Diesen, Maintaining Your Vision While Swimming with Sharks

Swimming with Sharks deals with Diesen’s work and process as
director/creator on the hard-boiled mini series, Torpedo (Norway,
optioned for US remake), and the American feature film, Red
(Sundance, Edinburgh festivals, etc.). The research project juxtaposes
his video diary with footage from the set and interviews with key
staff and collaborators, who often see things rather differently from
the director. Diesen also interviews international collaborators, such
as Danish director, Per Fly, and character actor for Red, Brian Cox,
using their input as a sounding board for his own, ongoing reflection.

After major, well-documented clashes on Torpedo, in which Diesen
used a ‘bulldozer’ directorial approach, he opted for a smoother, more
collaborative approach for Red. He also found himself working on

a different continent, with different rules and more than one ruler;
Cox had his own, strong vision for the film and they had to find
common ground. The video essay closely follows the editing process
and shows how producers have the power to challenge, and occasionally
overturn, the director’s artistic choices.

With the video essay, Swimming with Sharks, Diesen uses his own
artistic language and challenges his own medium to reflect upon, and
develop, his own practice. This was made as the main reflective part
of Diesen’s doctoral work; it was intended as the audio-visual cousin
of the more traditional, written dissertation. It was the first time that
aresearch fellow had used the form of the video essay as a means of
artistic reflection under the auspices of the Norwegian Artistic
Research Programme, and, in the end, he was asked to supplement
it with a brief essay. Every year since completion, Diesen’s video essay
has been used as example for all new artistic research fellows, in all
disciplines, of what artistic research can be and how it can be presented.

The research project and video essay has been presented in six parts
on the website of the main Norwegian professional film/TV magazine,
Rushprint, and has been screened and lectured on at home and abroad
for film, media and art scholars.
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;. & Queer Memory - Historicity,
Neglect and the Embodiment
of Trauma

Ana Hoffner

On the politics of memory as a selective framing technique for the perception
of precariousness and vulnerability in social, political, economic and cultural
transformations within European space after 1989.

Academy of Fine Arts Vienna

Intended for completion in October 2014
Disciplines: Fine Art

Degree: PhD in Practice

For a long time in the framework of post-war politics, memory was
employed in the historicisation of singular events, especially the
Holocaust. In this process, the proliferation of temporalities and
knowledge formations shape contemporary subjectivities in a significant
way, demanding an understanding of memory as a practice that
challenges those national, hetero-normative and linear historicisations
which force histories into competition. Taking these temporalities
into account enables an understanding of memory as open to
ephemeralities, practices and knowledge formations, including the
embodiment of traumatic experiences in queer times and queer
histories. However, contemporary discussions do not tend to consider
memory as having queer potentialities.
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3. B. Ana Hoffner, Queer Memory - Historicity, Neglect and the Embodiment of Trauma

The concept of Vergangenheitsbewdltigungs — dealing with the past -
was strongly contested by post-war representations of the Cold War
and, later, especially by the wars in former Yugoslavia.

If memory is a normative framework, selecting what is to be remembered
and what is to be left aside, this framework can be exposed and
questioned. This begs such questions as: How can we challenge
contemporary frames of memory in the field of affection, trauma and
the drive to get close to a traumatic experience? How can we move
in time and reconnect post-war politics and representations in order
to reframe the transformations of European space after 1989?

The inseparability of memory from the body requires a reflection
upon its entanglement with precariousness and vulnerability, but
memory’s queerness needs a consideration of neglect, eradication,
effacement and drive. This project focuses on two case studies:
the representation of the Bosnian camp, Omarska, and Ingmar
Bergman’s film, Persona. The theoretical framework for the project
consists of Visual Cultural Studies, Trauma Theory, Affect Theory
and Queer Theory.

The project outcome will consist of a series of video and photo
installations showing several performative practices dealing with
historical narration and the fragmentation of imagery developed around
the central notion of ‘Queer Memory'’. After the Transformation, one of the
videos in this series, is an experimental video about the coaching
of a transgendered voice after hormonal treatment. The transformation
of the body also refers to social, political, economic and cultural
transformations of European space after 1989. The role of memory for
the construction of history between individual and collective narratives
is brought into question.+

Die Geschichte hatte die Transformation durch das

Konstruieren einer Erinnerung zur Vergangenheit erklart.

3. Vergangenheitshewdltigung is a composite German word that describes processes of dealing
with the past (Vergangenheit = past; Bewdltigung = coming to terms with, mastering, wrestling into
submission), which is perhaps best rendered in English as a ‘struggle to come to terms with the past’.

L. A preview of the video can be seen on: http://vimeo.com/66062644
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FREDRIK NYBERG
Hur later dikten? Att bli ved II

;. ¢ What is the Sound of the Poem?

Becoming Firewood Il
Fredrik Nyberg

A historical and theoretical investigation of the culture of poetry reading and
how it has established itself in modern times as well as what characterises
this practice

Valand Academy at the University of Gothenburg
Completed May 2013

Disciplines: Literature

Degree: PhD in Literary Composition

Hur later dikten? Att bli ved II [What is the Sound of the Poem?
Becoming Firewood II] is centred on, and reflects upon, the question
raised by its title. The dissertation consists of three chapters which
are relatively diverse in character, and the different writing practices
used in the dissertation become integral elements of the research
project itself.
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3. C. Fredrik Nyberg, What is the Sound of the Poem? Becoming Firewood Il

This research is conducted by the established Swedish poet, Fredrik
Nyberg. The first part of the dissertation is centred on a number of
poetry readings given by the Nyberg some years ago. The chapter
concludes with the concept of poetry reading being defined as
something essentially different from other types of sonic poetic
practices, which goes under the name of *poetry performance’. In the
second chapter of the dissertation, the focus shifts onto this kind
of performative act, which became an important part of artistic and
literary life during the second half of the 20th century. This chapter
consists of three sections; the first discusses the terms ‘text-sound
composition’ and ‘sound poetry’ from a historical and theoretical
perspective. The second part of the chapter consists of an essay on
the Swedish-Estonian avant-gardist and sound poet, Ilmar Laaban.
The third section of the chapter deals with the sonic activities of the
Swedish composer, performance artist, sound poet and conceptual
artist, Sten Hanson.

A movement isidentified, through which Hanson abandons conventional
modes of literary expression in order to seek out and stage various
sound poetry and performance activities. In the concluding chapter,
two of Nyberg’s own works are in focus. The first part is a discussion
of the CD, ADSR. This essay is a text that, just like the CD, seeks to
embrace a great many aspects. As it progresses, this heterogeneous
essay also changes character and becomes more narrative in its mode.
Itis possible to regard this fragment of prose as yet another laboratory
study of the significance of writing techniques in a practice aimed at
producing knowledge.

The last section of the dissertation discusses the collection of poems,
Att bli ved (by Nyberg), in which a number of key concepts - such as:
sound similarities; loops, metre and rhythm; prose poetry; and a line
of poetry — act as a point of departure. All these elements constitute
important contributions in the different attempts to produce poems.

The dissertation blurs the lines between theorising the field and
the practice-based aspects of research, to become a work of poetry in
itself.

5. The CD ADSR, with poetry readings and the volume of poetry, Att bli ved, are an intrinsic part
of the research.
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;. o. Design and Autism

Katie Gaudion

Developing empathetic design approaches to improve everyday life for
adults with autism.

The Royal College of Art

Intended for completion: October 2015

Disciplines: The Helen Hamlyn Centre for Design and Innovation Design Engineering
Degree: PhD by Practice

Autism spectrum disorder is a lifelong complex neurodevelopmental
disorder that affects 1in 100 people, determining the ways in which
a person communicates and relates to other people and the world
around them. People with autism may also develop sensitivities to
sensory stimuli, complicating their ability to filter, interpret, perceive
and adjust sensory information and effecting the way they experience
their surroundings. Thanks to a handful of autism researchers and a
continuous flow of first-hand accounts from people with autism, the
design and composition of the ‘physical’ environment has begun to
be considered a causal factor not in autism, per se, but in how a person
with autism reacts to the world around them. Proof of this is found
in the wave of sensory interventions developed to help people cope
better with their surroundings, leading to the 2013 revision of the
DSM-5 (Diagnostic and Statistical Manual-Fifth Edition), in which
sensory sensitivity was included as a core characteristic of autism.
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3. D. Katie Gaudion, Design and Autism

As neuroscientists continue to look for a biological explanation for
autism, this research takes an alternative perspective, exploring
how design can complement existing research by focusing on the
‘here and now’ of everyday life for this growing population. It explores
ways in which a designer’s spatial[visual thinking, making skills
and deep understanding of the sensory quality of materials can
develop new modes of non-verbal communication and enhanced
understanding of the everyday experiences of people with autism.

Instead of data, people are at the heart of this project. Important
for this research is the development of empathetic design methods
that engage and relate to the different cognitive styles of people with
autism. In this, the design field can learn from designing with people
with autism, whose unique sensory experience and perception of
the physical world can enrich and inform better design practice.
The research aims to expand the design a toolbox that will include
design methods which move beyond written and spoken language to
modes of non-verbal communication, which can be extrapolated into
general design practice. The project will also examine how cause and
effect reactions to the designed world can create tangible insights and
clues to enable us to design and adapt the affordances of our physical
environment, in which behavioural responses can be anticipated.

This PhD is supported by the autism charity, The Kingwood Trust,
and brings together three distinctive and relevant forms of expertise:
the people-centric design ethos of the Helen Hamlyn Centre for
Design, the innovation and making orientation of Innovation Design
Engineering and the autism expertise at the Centre for Research
in Autism and Education (CRAE) at the Institute of Education. In
collaboration with people supported by Kingwood, along with their
family members and support staff, design ideas will be developed,
explored and evaluated in different environmental contexts through
aseries of case studies. Design practice will also help to conceptualise,
disseminate and communicate its ideas in a way that can be shared,
amongst healthcare providers, family members, support staff, designers
and the community as a whole.

Thisresearch aims to confront our conventional attitudes. It encourages
us to reflect upon, and question, our perspectives to the point at which
different ways of thinking, seeing, doing and behaving are embraced,
accepted and celebrated.
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;. e Notes on Traces: Photography,
Evidence, Image

Lars Wallsten

A treatise on the relationship between photography, representation and
proof, in the criminological sense, in photographic practice.

Faculty of Fine, Applied and Performing Arts, University of Gothenburg
Completed in 2010

Discipline: photography

Title of award: Doctor of Photographic Composition

Lars Wallsten’s Anteckningar om Spér [Notes on Traces] was a self-
critical and self-reflective practice-based PhD project. It endeavoured
to make visible the ways in which artistic practice could create its
content and context in relation to experience, reinterpretation and
progression.

The project was an enquiry into photography’s capacity to prove
evidence. It was structured around photographic representation and
written text. The dissertation consisted of four photographic series,
interleaved with an introduction, a list of contents and a main text
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3. E. Lars Wallsten, Notes on Traces. Photography. Evidence. Image

(presented as an essay with numbered passages). The research effort
was guided by a broad, selective inquiry. Contextualisation and
conceptualisation were orchestrated through a process of bricolage,
in which creative use was made of different discourses, such as
photography, film, art, philosophy, psychology, education, law,
criminology, literature and cognitive science. Artistic strategies
and practices that use forensic aesthetics were also discussed.

The method had the character of tracing a path that leads the project
forward. This created a dialogue between the content and the form
of the dissertation. Trace, condensation and pattern were presented
as productive concepts; these concepts, which, in some respects,
have their roots in photography not only provide others with the
tools to understand a photograph as evidential proof but are also
characterised by a suggestive quality, which is a recurring feature of
the photographic projects.

Stylistically, Wallsten's thesis has been noted for its readability
and departure from formal academic convention. As an artistic
photographer and practitioner — with a background of many years
as a crime scene investigator in Stockholm - Wallsten does not come
from a traditional academic background and, as such, his study
contributes to overcoming differences in the ways in which theoretical
and practical knowledge are produced.
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;. « Perch/RAY School Furniture Design

Simon Dennehy

The design of new, ergonomic task furniture for students, resulting from
research, qualitative and quantitative analysis and successful eventual
commercialisation.

GradCAM, Dublin/National College of Art and Design (NCAD)
Intended for completion in 2015

Disciplines: Design

Degree: PhD

Sitting for prolonged periods of time on furniture that forces users
to be static, uncomfortable and recumbent is unhealthy. Current
thinking in relation to school furniture seems to be based on getting
students to sit, for the majority of class time, on a reclining seat with
a horizontal work surface. This research has invented a new way in
which to experience task work, which aims to alleviate the negative
consequences of sitting poorly all day. The resulting commercialised
product, which resulted from this ongoing research, has sold many
thousands of units around the world in its first year of production.

During a two-year research masters in 2008, the researcher created
anew, patented seat system which encouraged upright and neutrally
balanced sitting, as a result of a technological breakthrough with a
flexible seat design. The final work consisted of a height-adjustable
chair and sloping desk, with storage space for books and pencil cases.
After launching these designs on his website, the researcher was
contacted by hundreds of professional architects, teachers, designers,
students and furniture producers.
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3. F. Simon Dennehy, Perch/RAY School Furniture Design

Aninternational consortium was formed, which successful applied
for European FP7 funding in 2009, for a project that was subsequently
named Task Furniture in Education (TFE).® This four-year IAPP’
research project aims to evaluate and propose future-focused concepts
for furniture solutions in the educational environment, from a user-
first design perspective. The researcher chose to pursue his research
with commercial intent. He established a company called Perch.
At the same time, he began his PhD study with GradCAM in Dublin.
The primary research question was centred on quantifying the
physiological and behavioural effects, on primary school students,
of using the school furniture that had been developed.

After a short testing phase, it was decided that along-term, qualitative
research phase should be embarked upon, in which students could be
analysed in their school environment without the use of any scientific
equipment. For two months, sets of students were monitored from
various angles as they engaged with both Perch and traditional
furniture. Each morning, six high-definition cameras recorded an
hour of footage from a multitude of angles. Capturing this footage
enables the team to closely assess the behavioural and postural
implications of old and new furniture - something which has rarely
been done. This work is still being evaluated.

In 2010, Perch engaged with a Danish company, Labofa, which took
acommercial interest in the research and findings. One year later, the
partners signed a deal to commercialise the project as a Scandinavian-
focused school furniture suite. After intense prototyping, testing and
tooling, the RAY school furniture range was successfully launched
at the international Orgatec fair in Cologne in November 2012 and at
the Stockholm fair in February 2013.

The researcher is currently working closely with the producer to
analyse and monitor the product range and assess its performance.
It is expected that the testing phase will begin in early 2014 and the
results will enable the conclusion of this PhD study.

The Principal Investigator is currently assisting with the rewriting of
European standards for ergonomic school furniture (Eni729). His novel
approach to task work is influencing this revision, which is due to be
launched in summer 2014.

6. The partners in the TFE project include: the National College of Art and Design, Ireland; Escola
Superior de Artes e Design, (ESAD), Portugal; Trinity College, Ireland; Vereinigte Spezialmdbelfabriken
GmbH & Co. KG, Germany; Bundesarbeitsgemeinschaft fiir Haltungs und Bewegungsforderung e.V.
(BAG), Germany, Fielding Nair International, USA.

7. Industry-Academia Partnerships and Pathways (IAPP), Marie Curie Actions, EU Research and
Innovation
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Ferhat Ozgiir Tell Me Who Your
Friends Are... (2011)

Installation view Neighbo(u)rhood,
The Mattress Factory Art Museum,
Pittsburgh,

curated by Georgina Jackson

;s The Exhibition and the Political

Georgina Jackson

A study in the changing terms of contemporary art exhibition-making

GradCAM, Dublin / Dublin Institute of Technology (DIT)
Completed in 2012

Disciplines: Curating

Degree: PhD

This enquiry addressed the changing terms of the exhibition and
the political,® within the field of curating and contemporary art, with
reference to the period since 1989. It responded to the proliferation
of large-scale international group exhibitions that have referenced
or engaged with politics, public-ness, the public sphere and the political
over the preceding fifteen years. Indicative of the ways in which the
exhibition is increasingly proposed as a space for the political are
documenta X (1997), which focused on the social, economic and political
issues of the present, and Documentai1 (2001/2), which posited itself as
a ‘constellation of public spheres’® At the same time, other exhibitions

8. The term the political (in italics) is employed to denote a broad conceptualisation of the potential
for socio-political change (radical political reorganisation and social renewal). The term has increasingly
been mobilised within contemporary art and curatorial discourses and is used propose a distinction
between ‘politics’ (consensus orientated business as usual in the existing systems of liberal democracies)
and the political (dissensus-based modes of contestation, leading to radical political reorganisation
and social renewal). While this distinction originates from political theory, with reference to the work
of Carl Schmitt in the early 20th century and, more recently, political theorists such as Ernesto Laclau
and Chantal Mouffe, the term has increasingly been used within contemporary art and curatorial
discourses with the understanding outlined above. Italicisation of the term is used to differentiate from
Mouffe’s specificity of ‘the political’.

9. 0. Enwezor, C. Basualdo, U. Meta Bauer, S. Ghez, S. Maharaj, M. Nash and 0. Zaya, (eds.)
Documenta 11_Platforms: The Exhibition. Catalogue. (Ostfildern-Ruit: Hatje Cantz, 2002). p. 54.
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3. G. Georgina Jackson, The Exhibition and the Political

have directly engaged with contemporary political issues, such as
Fundamentalisms of the New Order, Charlottenburg, Copenhagen (2002),*
and Ausgetrdumt... [All Dreamed Out... or Disenchanted...] Secession,
Vienna (2001)," which reflected upon the prevalence of political
disillusionment.”? This research explored the significance of the
exhibition as a potential space in which to engage with politics.

It entailed an extensive survey of curators’ work and the production
of exhibitions by the researcher.

While an interlinking of art and politics is not without precedent,
this project contended that the intensification of exhibitions
pertaining to this nexus of political terms marks a significant shift
in exhibition-making and contemporary art. It was argued that the
exhibition has shifted from a broadly implicit relationship with
politics to an explicit citation of politics, and it has recently been

Declan Clarke / Don’t Ask That Much
(2009), Table, box, pamphlets, poster
Installation view Declan Clarke
Loneliness in West Germany (2009),
Goethe Institut, Dublin,

curated by Georgina Jackson

10.  Co-curated by Cristina Ricupero and Lars Bang Larsen.

11.  Curated by Kathrin Rhomberg.

12. Rhomberg details the initial optimism experienced post-1989 which quickly turned into political
disillusionment in the mid- to late 1990s. This disillusionment with neoliberal democracy was exacerbated
by 11 September 2001.
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unambiguously mobilised as a space for the political. The aim of
this research was to map this shift and explore its significance by
examining the exhibition and the political through three distinct,
yet interconnected, thematics: (I) the exhibition and politics; (I1)
the exhibition and the public sphere; and (I11) the exhibition and
the political. Each of these thematic conjunctions was examined
through reflections on contemporary art, curatorial, philosophical,
sociological and political discourses, and an analysis of examples
of large-scale international exhibitions.

This research entailed the preliminary mapping of a field of changing
exhibition practices and curatorial priorities, which attempts to lay
a foundation upon which future research may be built. At key points
within the thesis, the author’s practice as a curator was brought into
play, to counterbalance these discourses with the situated practice of
actual exhibition making. In this way, a number of voices were combined
in the act of thinking through the relationship between the exhibition
and the political - those of art history, art criticism, art theory, political
theory and philosophy - in combination with the actual practices of
exhibition-making. This approach was adopted as consistent with
the modalities of the expanded professional discourses in the ‘field’
of curating.

The written thesis arising from this research gives both a broad
and detailed account of the changing terms of the exhibition and
the political while interrogating underlying issues such as the public
role of museums, art institutions and exhibitions, the question of
public funding for the arts and the potential of exhibitions and
contemporary art to play a critical role within society. Furthermore,
this study contributes to an expansion of the ways in which exhibitions
are considered, the specificity of their discursive production and the
relationship of exhibitions to the question of publics, politics and
the perennial challenge of thinking the world anew.
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3. H. Jo De Baerdemaeker, Mongolian Script: From Metal Type to Digital Font
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;. «. Mongolian Script: From Metal
Type to Digital Font

Jo De Baerdemaeker

A new approach to designing and developing Mongolian fonts for contem-
porary use.

The Leverhulme Trust, University of Reading

(Department of Typography & Graphic Communication)

May 2011- April 2013

Disciplines: Typeface Design

Degree: Post-Doctoral Early Career Fellowship, The Leverhulme Trust

Looking at the vast array of fonts available for setting text on digital
computers, a substantial difference emerges between the number of
Latin typefaces and those created for non-Latin writing systems
(not counting Greek, Hebrew and Cyrillic). Although, over the past
20 years, great projects have been developed for Arabic and Indian
scripts, only a handful of digital fonts are available for minority
languages such as Tibetan and Mongolian.s In December 2005, a team
of experts from the National University of Mongolia and the Mongolian
University of Science and Technology proposed a UNESCO-supported
project to promote the use of traditional Mongolian script by text
processing and web publishing tools.*+

13.  Minority is here referred to in the context of being used by only a low percentage of the world
population
http://portal.unesco.org/ci/en/ev.php-URL_ID=20774&URL_DO=DO_TOPIC&URL_SECTION=201.html

14.
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Those few Mongolian fonts which presently exist are of poor typo-
graphic and technical quality, inadequate to represent the written
Mongolian language over a range of text types and platforms. The
need for high-quality fonts for typesetting texts in Mongolian script
is clear; there is a great demand for them in contemporary Mongo-
lian publishing, both in print and on screen, in the global catalogu-
ing systems of libraries and universities (which, at the moment, use
Cyrillic or Latin transliteration) and in several other typographical
applications. In order to devise ideas for developing Mongolian
typefaces for contemporary digital use, this research project de-
ployed a methodology that was developed and tested in the Primary
Investigator’s PhD research into Tibetan type forms.s This postdoc-
toral project sought solutions for the design of Mongolian digital
fonts could be found by combining research into previous methods
of typesetting and the evolution of the Mongolian script in print
with an understanding of the latest font technologies. This meth-
odology had already been adopted in relation to other non-Latin
typefaces by Dr. Fiona Ross and, to some degree, by Bapurao Naik.

Research was undertaken in the archives of international polyglot
printing houses, specifically selected for their Mongolian material,
and in the collections of international libraries, universities and
museums. Different specimens of Mongolian typefaces and writing
models were collected and analysed for comprehensive indicators of
the shape, proportions and spacing of individual characters. Specialists
in the Mongolian language were consulted, as were native speakers,
writers and academics in Mongolia, and collaborations were established
with a broad scale of academic institutions and libraries (in France,
Germany, Italy, Mongolia, Russia and the UK).

All collected samples were examined at both the macro-level (looking
at the size of character sets, the positioning of diacritical marks,” etc.)
and the micro-level, and dissected to analyse the visual quality of
the individual Mongolian characters (designed as metal types or
digital glyphs). A large comparative matrix of individual Mongolian
type forms was compiled, comparing traditional and contemporary
writing practices with respect to the outlines, proportions, counters,
ductus, finials, positioning of the diacritical signs, alignment heights

15.

|. De Baerdemaeker, Tibetan typeforms: an historical and visual analysis of Tibetan typefaces from

their inception in 1738 up to 2009. (Unpublished PhD Thesis, University of Reading, 2009)

16.

F. Ross, The printed Bengali character and its evolution. (Richmond: Curzon Press, 2005) and S.

Bapurao Naik, Typography of Devanagari. vol 1 - 3. (Bombay: Directorate of Languages, 1971)

17.

A diacritical mark is a mark or addition to some characters to denote a specific pronunciation

(for instance: &).
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and other elements of individual characters. This yielded a system for
classifying all the typefaces that were examined.

The research and analysis for Mongolian Script: From Metal Type to
Digital Font was undertaken from a typeface designer’s perspective,
and it shed light on the origins and development of Mongolian
typeface design. The project provided a comprehensive historical
account of the Mongolian typefaces that had been created throughout
history and analysed their visual and technical characteristics as
well as their quality of use. By investigating how the Mongolian
script had been translated into moveable printing types and other
type forms, the study offered practice-orientated guidance for the
design and development of new digital fonts for the Mongolian script.

The research culminated in a study of the functionality of contemporary
Mongolian fonts, and proposed methods of using current digital
technologies to overcome the considerable complexities of Mongolian
typesetting. At the same time, in collaboration with Mongolian linguists,
adescriptive framework was developed that facilitated communication
about the visual and technical analysis of Mongolian type forms.
This framework focused on the anatomical elements of the Mongolian
writing system.

A website, Mongoliantype.com, was created to function as the platform

for thisresearch project. It presents the research findings and guidance,

supported by theoretical and practical analysis, as well as a database.
The website also serves as an accessible network, and it gives references
to collections and academic writings on the Mongolian script, as well
as to all the collaborators on the project.

Finally, the project included scope to propose guidelines for designing
new contemporary digital Mongolian fonts. This resulted in