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Jeroen Boomgaard:
& John Butler:

Preface

Jeroen Boomgaard is Professor of Art and Public Space at Gerrit Rietveld Academie in Amsterdam.
Until 2019, he was Head of the Research Master Artistic Research at the University of Amsterdam.
He has supervised a considerable number of PhDs in the humanities as well as in Artistic Research.
As the former Head of Birmingham School of Art and Associate Dean for Research, John Butler
became an Emeritus Professor of Art at Birmingham City University. A former President of ELIA
(2000-04) and coordinator of the European Thematic Networks for the Art projects artesnetEurope
(2000-04) and inter}artes (2004-07). He was awarded Doctor Honoris Causa by the University of
Art & Design Cluj-Napoca Romania & Plymouth University, and is currently the Chief Executive
Officer EQ-Arts.



This book offers a new perspective on 3rd Cycle (PhD-level) research by artists.
It is the outcome of the Creator Doctus (CrD) project, a 3-year period of exper-
imentation, debates, international meetings and workshops, made possible by
an Erasmus+ grant. It started out from the idea to set up a 3rd Cycle research !
trajectory specific’to the arts that we would all agree on. We, that is Athens School ‘ '
of Arts, Greece; I’Ecole nationale supérieure d‘arts de Paris-Cergy, France; Vilnius ’
Academy of Arts, Lithuania; Glasgow School of Art, United Kingdom; Merz Akade- " 3
mie, Germany; The Royal Danish Art Academy of Fine Arts, Schools of Visual Arts, :
Denmark; Gerrit Rietveld Academie, The Netherlands, and EQ-Arts International
Quality Assurance Agency for the Arts, The Netherlands.

As a result, we are proud to offer you the outline of the Creator Doctus model .
for 3rd Cycle research in the arts, a model that does justice to the specificity of the= .~ '
methods and outcomes of arts practice and that does not automatically rely on the. :
given format of an academic PhD. Essential aspects of the arts such as creativi- E
ty, intuition, improvisation and even experimentation do not fit easily in official
research trajectories. While we acknowledge that accountability, methodological
reliability, precision, and transparency of process are necessary, research in the
arts also needs to keep a strong element of unexpectedness and surprise. Because *
itis only in so doing that this new model will be able to do justice to the exception- i
al ways of knowing, and of the resulting ‘knowledge’, that artistic research brings
with it. But it is nevertheless essential that this new trajectory be recognised at _
the same level as a PhD, and to establish the basis for a new position for art’and -.‘-
artists in society. " i

Within the outlines of this model, you will find this book contains a wide variety "™ !
of questions, views, examples, and proposals. Each of the participating partners = ', }
not only has to deal with the question of what a qualitatively outstanding 3rd Cy- K=, s
cle research programme in the arts should look like, but must also, at the outset, ' .
comply with the national regulations and requirements of the system of higher
education they are part of. The chapters of this book, each written by a partner, ]
reflect the conditions they have to deal with and the ambitions they nourish within -
the given frame of obstacles and opportunities. This leads to widely diverging )
perspectives and positions, bumping against the outlines of the model. There is
no agreement, for instance, on the title the new trajectory should award. While
for some schools, the title of Creator Doctus is necessary because universities of
applied sciences cannot offer a PhD trajectory (e.g. Rietveld), for others, it is an
opportunity to take a new direction and to offer new possibilities in a large and
generally too academic field of research (e.g. Glasgow). Other schools adhere to
the title PhD because it means a recognition of the fact that they are part of the
university system and conduct research at the same level (e.g. Athens, Paris). The
differences even lead to diversity in the detail within the programmes. For exam- :
ple in some texts, researchers that are part of a 3rd Cycle programme are referred '-'f' :
to as ‘students’, in others they are called ‘candidates’, because being a student 1
would imply being at the giving end of the money chain (fees), while a candidate
may be receiving financial support or even a salary.

-y

o

1 Most of the examples and case studies in this book are from the fine arts. But when we write about ..
‘arts’ and ‘artists’ we mean all forms of the creative and performing arts and design.
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In the essays within this book, the partners tackle the issues that are central to
any 3rd Cycle research trajectory: selection of candidates, methodology, training,
research environment, supervision, assessment of outcomes and dissemination.

A distinctive element within the CrD trajectory is the role of a collaborating so-
cietal partner, something that is not common in most academic PhD programmes,
although in certain disciplines, such as for instance Museum Studies, thereis a
tendency to embed the research in existing institutional practices. Embedding the
research within society is important, because it underlines the fact that artworks
are not just talking to other artists, but also to a wider audience, and so does,
or should, artistic research. At the same time, this partnering questions, or even
challenges, the role traditionally allocated to artworks and artists. The research
project breaks the structure that shields and at the same time limits the expressive
power of the arts.

Our intention here is not to introduce the whole content of this book, explaining
chapter by chapter what the issues are. Even here, we believe an element of sur-
prise should remain, but let us just explain something about the structure. The in-
troduction by Professor Bruce Brown, Member of the Board of EQ-Arts, takes you
back in time, laying out the ways the discussion on artistic research has developed,
zooming in on crucial aspects which the CrD model outlined in this book aims to
tackle. The following chapters provide you with the views of the partners on var-
ious aspects, the way they deal with them and their ideas about improving them.
Each of these chapters contains a case study in which an artist briefly presents the
research they have conducted as part of that school’s 3rd Cycle programme, mak-
ing the abstract notion of artistic research very concrete. In the annexes, you will
find an overview of required 3rd Cycle competences in the arts, a thematic analysis
of a survey carried out by EQ-Arts on 3rd Cycle programmes among art schools,
mainly focussed on Europe, and two examples of 3rd Cycle research programmes in
the UK. This publication will be accompanied by a 3rd Cycle Framework document
written by EQ-Arts, to support institutions in establishing their own doctoral level
study.

This collection of essays and case studies is the result of three years of collabo-
rating, exchanging views, debating proposals, discovering similarities and signal-
ling differences. In a process like this, there is a tendency to become myopic and
stuck in a cycle of arguments. At a certain point you need an outside view, a breath
of fresh air, to get a better grasp of what you are doing, to be able to seeitina
wider European perspective. For this reason, we invited Florian Dombois, an artist
and Professor at Zurich University of Arts but primarily a key figure in discussions
about artistic research, to write an epilogue. His enthusiasm, we believe, confirms
that this new trajectory really offers up new possibilities, possibilities that we are
happy to share here with you.
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Bruce Brownr

1 Bruce Brown is Visiting Professor at the Royal College of Art and Goldsmiths College, London.
Prior to this, he was Pro-Vice-Chancellor Research at the University of Brighton. He recently
chaired the Creative Arts panel for the Hong Kong Research Assessment Exercise 2020 and the
Research Grants Panel [Arts] for Fundag3o para a Ciéncia e a Tecnologia in Portugal. He chaired
the Main Panels for arts and humanities in the UK Research Excellence Framework (REF2014) and
the Research Assessment Exercise (RAE2008). He is a previous Board Member of the UK Council
for Graduate Education (UKCGE) and recently chaired a review of arts Doctoral awards for the
Estonian Quality Agency. He is an Editor of Design Issues Research Journal (MIT Press) and was
amember of the Editorial Board for The Routledge Companion to Research in the Arts. He is an
elected Fellow of Academia Europeae and the Royal Society of Arts.
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The project

Creator Doctus (CrD) was a three-year pilot project conceived at the Gerrit Ri-
etveld Academie Amsterdam and co-funded by the Erasmus+ programme of the

European Union (2018-2021). The pilot’s ambition was to seed the development of "' '_
a 3rd Cycle research degree within the Bologna Process that would be equivalentto - - =
a traditional Doctor of Philosophy (PhD) but based in a field generally known as ‘ar-": ", 3
tistic research’.” Beyond the period of this three-year pilot, it was anticipated that, .- '*

within the national accreditation requirements of each country, Creator Doctus

may be considered as a named doctoral award that could be adopted by independ-

ent specialist arts institutions.
One of the initiators of the Creator Doctus pilot, Jeroen Boomgaard, set out a

challenging agenda for the pilot in asserting that ‘The position that we at Gerrit Ri- .

etveld Academie have taken is that artistic research is not about art, but rather, art
as research may contribute to our understanding of or coping with the world. This
framing within a research context takes away the danger of tautological looping,

in which the research remains a studio practice, revolving around artistic questions -.

derived afterwards from the results."?
In a first instance, Creator Doctus seeks to avoid the dangers of “tautological
looping’ by reaching out to the experiences of people or communities beyond the

academy. In its application for funding, Creator Doctus made clear that it would be :

‘a partnership between higher arts education institutions and employers that will

brings with it a need to embrace trans-disciplinary skills that are empathetic to

different, and often conflicting, world views and knowledge domains. Second- <
ly, Creator Doctus places a high value on research methods intrinsic to artistic e
research — especially those methods that use non-text forms such as for example, ' .

images, sounds or spaces. On the basis of these two approaches, Creator Doctus

tested the development of new forms of research scholarship that are appropriate _ -
to artistic research and, hence, question the form that a doctoral thesis in the arts -

may take beyond the traditional model.
This publication has been produced to mark the conclusion of the Creator Doc-

tus pilot project. It sets out to record some of the contextual issues accompanying -

the project along with the backdrop from which it has emerged. Accordingly, this

publication also includes seven reflective essays, authored by each of the partners ! R

in the Creator Doctus pilot. These chapters represent a range of approaches to

doctoral research across several European countries — including Denmark, France, .
Germany, Greece, Lithuania, the Netherlands and the United Kingdom.3 The essays a

also illustrate the plurality of conversations concerning practice research in the
arts across the partner institutions along with their distinctive approaches to doc-
toral work.

1 Creator Doctus aligns with the European Standards and Guidelines (ESG, 2015) and applies the
Tuning discipline statements for the achievement of the required 3rd Cycle learning outcomes
(Tuning, 2012). i
2 See Jeroen Boomgaard’s chapter, The Creator Doctus Initiative at Gerrit Rietveld Academie, in this
publication. -9
3 Along with the Rietveld Academie, academic partners in the Creator Doctus project are: Athens l-';'

School of Arts, Greece; I’Ecole nationale supérieure d’arts de Paris-Cergy, France; Vilnius

Academy of Arts, Lithuania; Glasgow School of Art, United Kingdom; Merz Akademie, Germany; ..

The Royal Danish Art Academy of Fine Arts, Schools of Visual Arts, Denmark.
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mutually enhance their offers as well as social and economic impact.” This naturally -

An important legacy left by the pilot project will be to support the ongoing
development of frameworks and good practices for the advancement of 3rd Cycle
research degrees in the arts across the European Research Area (ERA) and, espe-
cially, the advancement of a specialist award having the title Creator Doctus. In
this respect, a further partner in the project is EQ-Arts which is a sector-specific,
not-for-profit Foundation that specialises in quality assurance and enhancement
within the creative and performing arts and design sector. EQ-Arts has as priority
to carry forward the lessons of Creator Doctus by further enhancing capacity and
infrastructure for the development of 3rd Cycle research degrees in the disciplines
of artistic research.

The backdrop

Possibly the first arts practitioner to have been awarded a conventional academic
doctorate was Christopher Dresser (1834-1904) — he was an influential figure in the
creative arts and design movement across Europe. Dresser received his doctorate
from the University of Jena in 1859 — this being one of Germany’s oldest tradi-
tional universities. However, the work Dresser submitted for examination was not
based on his creative practice but a text-based analysis of botanical structures in
the traditional mode of discovery science.4

In the 160 years since Christopher Dresser presented his doctoral thesis for ex-
amination, the European sector, overall, has moved on to see growth in the number
of arts-based research degrees — and, in the last fifteen years or so, the first prac-
tice research programmes have started to emerge. But, just as some things have
moved on, so have others remained the same.

For example, this period of development saw a persistent resistance within
some of the corridors of research governance to acknowledging forms of research
scholarship other than those of discovery science. Though the criteria and methods
of discovery science do parallel those of artistic research, sometimes overlapping
and often collaborating, they do not substitute for some of the distinctive charac-
teristics of research scholarship in the arts (as we will later discuss).5

Additionally, the majority of arts-based research degrees usually only gain
accreditation when they are located within, or are associated with, the research
infrastructure offered by an ancient university or its modern multidisciplinary
equivalent (where the science model often still dominates) — but not, with some
notable exceptions, in the specialist arts institutions where research infrastruc-
tures are often presupposed to be underdeveloped.

One consequence of these circumstances has been to create the impression of
a stained glass ceiling that is suspended above research in the arts — this being a
metaphor for the invisible barrier that may be preventing artistic research from
rising above a particular level in the research hierarchy. Indeed, such a stained glass

4 The thesis that Christopher Dresser submitted for examination was comprised of the following
three publications: The Rudiments of Botany, Structured and Physiological, and, Unity in Variety, as
Deduced from the Vegetable Kingdom (both texts published in1859); along with, a short paper on
morphology titled Contributions to Organographic Botany.

5 Here, artistic research is also seen as distinct from those traditional forms of text-based scholarly
rigour that underpin research in the humanities e.g. classics, history, linguistics, literature,
philosophy, theology etc.
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ceiling, should it exist, would also tend to colour the underpinning machineries of
research governance.

For example, the Frascati Manual,® which is a European standard for the collection
of statistics about research and development, has an influence that goes beyond
its primary purpose. Of this, Fernando Galindo-Rueda — who has some respon-
sibility for the Manual — says “What gets measured gets counted, and what gets
counted ends up shaping decisions. If a country wants to encourage research

and development, governments end up “implicitly or explicitly” referring to the
Frascati Manual.’ [THES, 2021, p.4].

In this respect, the most recent edition of the Frascati Manual advises that “ar-
tistic performance is normally excluded from R&D’ and ‘As a consequence, arts col-
leges and university arts departments cannot be assumed to perform R&D without
additional supporting evidence.’ [OECD, 2015, para.2.67, p.59]-

Additionally, the Frascati Manual goes on to say that “... design is not R&D and
... has to be kept distinct from R&D for any statistical purpose’ [OECD, 2015, p.64]- In
this instance, and given the considerable public investment that some European 5
countries have made in design research, this conclusion seems at odds with the now -.
substantial body of evidence for the beneficial impacts of design research [Yee, J. ;
White, H. Lennon, L., 2015].

The contribution that the Frascati Manual may have made to this perception of a
stained glass ceiling has recently been underlined in an article titled But is it research?: 3
Artists fight for official recognition,” which takes up the cudgel that artistic research
‘still isn“t taken seriously as proper scholarship by some academics, governments
and official bodies’ [THES, 2021]. -

Though barriers such as these are often presented as the result of external pres- « ; -
sures or bureaucratic constraints, the same article also goes on to cite the Chief Ex- '...
ecutive of the European Association of Conservatoires as saying that "...at least half ' i
of artistic projects were “not well done” and in a collection of, say, 10 performanc-
es, there might be “eight projects that are fully bullshit”’.8 But he continues, the
problem is that some sceptical art academics perceive all such performance-linked
research as “bullshit”. In France, Germany and Italy, where sceptics often sit on
funding panels, this has meant the field has been deprived of grants.” Some general
issues arise from these comments that may be worth further discussion.

Although the issues being addressed may have some localised relevance, they
are not universally true. Indeed, the landscape for artistic research is quite varied
between institutions and from one country to another. In some countries, systems
for assessing artistic research have evolved along with the development of under- :
pinning criteria that are specifically geared to these disciplines and their funding re- i’; I
gimes. In the same week that But is it Research? was published, some 30 members of .&:

6 The Frascati Manual is published by the Organisation for Economic Cooperation and Development
(OECD). It classifies research in three categories: basic research; applied research; experimen-
tal development. The manual is used by many governments as a common language for science,
technology and economic policy. Included in its range of disciplinary areas are "Humanities and
the arts (History and archaeology; Languages and literature; Philosophy, ethics and religion;

Arts [arts, history of arts, performing arts, music]; Other humanities).’ [OECD,
2015, p-59].
7 Available at <https://www.timeshighereducation.com/news/it-research-artists-fight-offi-
cial-recognition> [last accessed, 30th June 2021].
8 Ibid.
12 The Creator Doctus Constellation

the art and design panel for the UK Research Excellence Framework? (all of whom
are art and design specialists) prepared themselves to assess circa 6,500 research
outputs and 250 impact case studies from across the arts and design disciplines.
Similarly, just a few months before this, the Hong Kong Research Assessment
Exercise 2020 completed its own assessments of artistic research. These and

other examples of similar exercises underline the fact that in many cases, artistic
research is considered to be ‘proper scholarship’ with lessons to be learnt from
their development of appropriate criteria and methods. Perhaps one characteristic
of research in the arts is, at times, a tendency to be creative in the re-invention of
old models or arguments rather than to find radical innovations by learning not just
from the failures, but also from the successes of other research. In this respect,
and perhaps somewhat surprisingly, approaches to artistic research can at times be
highly conservative.

Whereas the term “artistic research’ may be a handy umbrella label to cover
research across these disciplines, in real terms, its usage is imprecise and often
inconsistent. In Europe, especially, a silent boundary for ‘the arts’ is often drawn
around the disciplines of fine art, music and theatre (the latter two in terms of
composition and performance). For example, the President of the European League
of the Institutes of the Arts (ELIA) underlines this when saying: ‘An artistic research
performance be it of music, dance or painting is the “output™.” [THES, 2021]. Oft
repeated statements such as these from important professional associations will
eventually be seen as the norm that finds its way into policy statements. It is not
entirely surprising, therefore, that examples in the Frascati Manual focus on music
[OECD, 2015, p.57 and p.74, para.104] and exclude design.

Mention of the term artistic research, in itself, is likely to stimulate a range of
principled positions that, more often than not, will generate greater heat than
light. For example, an alliance of European arts institutions'® recently produced a
document titled The Vienna Declaration on Artistic Research which set out to present
"a clearer, better articulation of the concepts and impact of artistic research within
the Frascati Manual’." Shortly after its publication, the Open! Platform for Art, Cul-
ture and the Public Domain posted a response titled What is Wrong with the Vienna
Declaration on Artistic Research.’? This response asserts that "Written in a language
that reads like its own parody, with its abundance of tacky logos reminiscent of
spam messages, the Vienna Declaration doesn’t pretend any semblance to a man-
ifesto written by artists in support of artistic research. It is of course (and, for its
intended purpose, needs to be) a bureaucratic policy document; but beyond that, it

9 Research Excellence Framework 2021. The sub-panel criteria and working methods for Unit of
Assessment 32, Art and Design: History, Practice and Theory are available at <https://www.ref.
ac.uk/media/1450/ref-2019 _ 02-panel-criteria-and-working-methods.pdf> [last accessed,
21st July 2021].

10 The signatories of the Vienna Declaration are: AAEE (European Association for Architectural
Education); AEC (The European Association of Conservatoires); CAE (Culture, Action, Europe);
CILECT (The International Association of Film and Television Schools); ELIA (European League
of Institutes of the Arts); EQ-Arts (Enhancing Quality in the Arts); MusiQuE (Music Quality
Enhancement); SAR (Society for Artistic Research).

1 See <https://cultureactioneurope.org/news/vienna-declaration-on-artistic-research/> [last
accessed, 20th June 2021].
12 See, for example, What Is Wrong with the Vienna Declaration on Artistic Research? which can be re-

trieved at https://www.onlineopen.org/what-is-wrong-with-the-vienna-declaration-on-artistic-
research and The Vienna Declaration on Artistic Research which can be retrieved at https://cultu-
reactioneurope.org/news/vienna-declaration-on-artistic-research/ [both, last accessed,
20th June 2021].
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is a constructed foundation myth and institutional power grab.’

Just as these arguments prioritise the work of artists and barely mention design,
so do they tend to both confuse and polarise arts practice and artistic research. “
There are many examples to illustrate this debate but to cite just one, in Composition ::
is not Research,'3 John Croft asserts that “the very idea that musical composition is a 2_:' y
form of research is a category error: music is a domain of thought whose cognitive - - =
dimension lies in embodiment, revelation or presentation, but not in investigation :
and description’. Picking up Croft’s challenge in Composition Is Not A Jaffa Cake, Re- -: '
search Is Not A Biscuit,'4 David Pocknee responds that “Composition can be research,
if we choose it to be, if we decide to lay aside the definitions handed down to us by - )
large institutions and false prophets, whose papers act as a clarion call to stupidity, l.". |
and to more vigorously question the historical, financial and aesthetic reasons for =,
them. If artistic research should model itself on scientific research, then it should
be modelled on the actual process of scientific discovery, not on the positivist or
scientistic idealizations of bureaucrats.’ =

These are just some examples of a debate that has taken place over the last three "
decades and through which the international community of artistic researchers has
dissected various definitions for practice research in the arts. These exchanges have * 4
been helpful in seeking to both articulate a commonly accepted terminology and
highlight the need for new forms of scholarship appropriate to the arts. Overall,
though, they have produced some other side-effects.

Because such conversations are inward looking — peers talking to peers — they
tend to produce an echo-chamber effect of increasing self-regulation that resists
other world views. This is the opposite of reaching outwards to find inspiration in
the sparks caused by collisions with other intellectual worlds. Furthermore, this
preoccupation with terminological dissection has manoeuvred research activityin ¥.:=
the field to a position of stasis that has become increasingly distanced from societal' ' L
and environmental concerns. Amongst others, Geoffrey Crossick has noted this con- -,
dition, saying ‘meanwhile the world that there is stands still, which means it goes
backwards, while they [artistic researchers] resolve that issue’ [Geoffrey Crossick, as cited
in, Bulley and Sahin, 2021, p.19]."> Furthermore, a state of polarisation between arts prac-_ '.
tice and artistic research has served to widen and harden the boundaries between
increasingly tribal knowledge silos at a time when the societal and environmental
challenges that we face demand greater permeability and knowledge exchange — .
not just within the arts but across all knowledge domains that are rightly concerned -
with understanding natural phenomena as well as the human condition. w

If there really is a stained glass ceiling that is preventing artistic research from ris-
ing above a particular level in the research hierarchy, then that glass ceiling may be s
as much a construct of the academic community’s own efforts to articulate artistic
research, as much as it is evidence for the unsympathetic resistance of an external
bureaucracy based in the traditions of discovery science. So the Creator Doctus
pilot project set out to look for ways to help unlock these debates in order to move
the agenda forward.

13 Available at <https://www.cambridge.org/core/journals/tempo/article/composition-is-not-re-
search/F6E324D4458C7E71D82941696302719A> [last accessed, 24th July 2021]. )
14 Available at <http://davidpocknee.ricercata.org/writing/010 _ john-croft/croft-essay _ air-
line _ version _ 03.pdf>[last accessed, 24th July 2021].
15 Crossick was Chief Executive of the UK Arts and Humanities Research Council (2002-2005) and is ..

the co-author of Understanding the value of arts & culture (Crossick and Kaszynska, 2016).
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The approach

Although the term ‘artistic research’ has become a handy umbrella label to denote
arich and complex area of work, it can nonetheless be reductive and mislead-

ing if simply understood to represent the ‘arts’ in their most conservative sense
(i.e. fine arts, music, theatre). The approach taken by Creator Doctus to artistic
research, therefore, is that it is a broad community of scholars having a wide range
of approaches and methodologies — not delimited or inward-facing but rich and
complex in looking out towards an ‘understanding of, or coping with, the world’."®
Here, the use of the term ‘artistic research’ refers to all of those disciplines within
the creative and performing arts and design sector as a whole.'7

Furthermore, the label “artistic research’ is not intended to denote an area of
research that is antithetical to scientific research. Indeed there are many areas of
overlap and commonality between the two — they may however give different em-
phasis to the processes of discovery and innovation. Discovery science often will
use an analysis of data from past events to first hypothesise and then authenticate
truths about the universe (e.g. the birth of a galaxy). Artistic research, however,
will often interrogate the limitations of our current knowledge in order to create
alternative futures and potential ways of ‘coping” in the world (e.g. see War and
Medicine [Cotterrell, D. 2014]). The first will seek to produce new knowledge, while
the second will interrogate our current knowledge in order to determine its limi-
tations. Both are valid but distinct approaches to ways in which we uncover new
insights. In this respect, both scientific truths of the universe and the nature of
the human condition are essential components of a vibrant research ecology in a
healthy society.

Indeed, the intellectual challenge here is not to disavow the currently dominant
approaches to research as evolved through discovery science, but to translate their
underpinning principles into new forms of scholarship that are appropriate to the
methods and aims of artistic research. And these new forms of scholarship must
work to permanently conserve research insights and innovations so that they can
be easily discovered, effectively shared and consulted by future generations of
artistic scholars — this, in order to help refresh the pool of knowledge from which
the intellectual climate of artistic research is constantly nourished.

Though the range of disciplines making up the artistic research community may
share many features with traditional forms of scholarship in the life sciences, phys-
ical sciences, social sciences and humanities, there are some internal character-
istics that are specific to the disciplines of artistic research — and this also has an
impact on research degree supervision and assessment within the Creator Doctus
project.

16 See Jeroen Boomgaard’s chapter, The Creator Doctus Initiative at Gerrit Rietveld Academie, in this
publication.
17 Disciplines within the creative and performing arts and design sector emphasise non-text modes

of research enquiry and research outputs. These disciplines include, but are not limited to:
painting, sculpture, printmaking, photography, graphics, fashion and textile design, illustration,
crafts, product and automotive design, architecture and interior design, music composition and
performance, theatre and dance etc.
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Text and non-text: A defining characteristic of artistic research is that it will
largely be driven by non-text forms such as, for example, images, objects, symbols, *
spaces, systems, sounds, movements, environments or installations (and, in some ;
instances, a convergence of such forms). The final output of the research program,
in the form of a thesis, may however be an appropriate blend of text and non-text
forms.

For example, it was through the use of visual, spatial and sonic forms that the
great cathedrals of Europe were built as archival repositories for belief systems
that gave widely dispersed communities access to a collective sense of moral
guidance and spiritual sustenance. But, in his novel Notre Dame de Paris, Victor
Hugo rings a clear warning that this heroic period would be brought to an abrupt
end with the invention of printing from movable type. In the following words,
Hugo describes Notre Dame’s Archdeacon looking down from his study onto the
immense cathedral outlined against the sky ‘The archdeacon gazed at the gigantic ’
edifice for some time in silence, then extending his right hand, with a sigh, towards:,_ - -
the printed book which lay open on the table, and his left towards Notre-Dame, '
and turning a sad glance from the book to the church,—"Alas,” he said, “this will kill-.
that.”” g

Then he added these mysterious words: ‘small things come at the end of great  u.
things; a tooth triumphs over a mass. The Nile rat kills the crocodile, the swordfish * .
kills the whale, the book will kill the edifice.’ Ji

Later, in The Art of Memory, Frances Yates underlines this point saying: ‘The
printed book will destroy the building... [making] such huge built-up memories,
crowded with images, unnecessary. It will do away with a “thing” invested with an !
image and stored in [human] memory.’ [Yates, 1992, p.131]. . }

Indeed, the inception of the first universities, around 500 years ago, converged ¥
with the invention of printing from movable type. This revolutionised the way 1 i
that knowledge could be distributed and conserved and how we would begin to
educate ourselves. In turn, this created an era of text-based scholarship and con- |
servation at the expense of, say, visual, spatial or sonic evidence. Since then, these -
text-based forms of scholarship have been refined over centuries by university sys- - E
tems that embrace the life and physical sciences and the humanities. But, during
this period, the continuous development of non-text forms happened outside the
university system in the hands not of scholars, but of artisans based in Europe’s
trades and crafts guilds.

As the disciplines of artistic research are relatively recent entrants to aca-
demic research (i.e. frameworks for research assessment, research funding and
research degrees), they are situated within a research ecology that is heavily, if
not almost exclusively, text-based. However, the development of new interactive
digital technologies, alongside traditional print publishing, are opening up fresh
possibilities for the archiving and discovery of new forms for the research theses
into the twenty-second century [Bulley and Sahin, 2021, pp.42-43]. SO an aspiration
of the Creator Doctus program is to help evolve new forms of scholarship for the
production and conservation of a research thesis where the research enquiry may
be driven by non-text forms and the research output will strike a reasoned balance .
of textual and non-text materials. Overall, this will help to grow and refresh the
pool of knowledge underpinning artistic research.

| FE
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Output and impact: Another characteristic of artistic research will often lie in the
direction of travel between the outputs of the research and the impacts these out-
puts may have on the lives of people and communities — irrespective of whether
such impacts are intended or not.’ In some cases, the research will have been un-
dertaken in response to a particular challenge but in other instances, it may try to
understand a puzzling phenomenon with no application in mind. Indeed, the path
between impact and research may be direct or diffuse — in the latter case, taking
many years for the research to have any impact at all. In the context of Creator
Doctus, the expectation of impact could be to ask ‘what has changed because of
the research?’ — and, that any such change has been in partnership with a societal
partner outside of academia.

The traditional direction of travel between research and impact in, for example,
the life sciences will move from ‘lab to life’. Here, an often complex and lengthy
process will eventually transport the benefits of research into a clinical setting
where it will hopefully have positive impacts on the health and well-being of
humans. However, there are many examples in artistic research where this process
travels in the opposite direction — from impacts to understandings — and with
greater speed. Sometimes, the initial action will be through a practical interven-
tion in some specific condition outside of academia (such as, for instance, a local
community, health agency, classroom, cultural institution, zone of conflict or
business enterprise). This will then be followed by a process of critical reflection
and/or analysis in which the effects of that intervention on people are translated
back into enhanced understandings and insights of, for example, the underlying
principles that govern such a condition.

One example of such reverse-engineering may be seen in a case study by David
Cotterrell titled War and Medicine [Corris, 2009, pages 20-21]. In this, Cotterrell
demonstrates how contemporary art discourse has been used internationally to
raise awareness in professional participants and the general public of the ethical
and practical complexities of militarised healthcare [Cotterrell, 2014].

Cotterrell’s first step in this process was the production of artworks and ar-
tefacts through a direct immersion in the environments of militarised medicine,
followed by the recording of human testimonies in response to these. This then led
to a period of critical reflection on, and analysis of, the material so gathered, re-
sulting in publications and performances that had significant impacts on legislation
concerning the public use of images, on professional training and on public under-
standing. In such situations, the impact of the research often tends to precede its
codification and articulation as research — unlike the traditional route which tends
to move in the opposite direction from lab to life.

This case study may also help to illustrate some of the underlying characteris-
tics of artistic research. Specifically, its reliance on forms of visual evidence. Also,
that the impacts of knowledge interventions may precede their codification as

18 There is now sufficient evidence to demonstrate the significant impacts of artistic research. For
example, the results of the recent Hong Kong Research Assessment Exercise 2020 confirmed that
over 50% of such impacts in the creative and performing arts and design were ‘world leading”
and ‘internationally excellent’ (see <https://www.ugc.edu.hk/doc/eng/ugc/rae/2020/result/
rae2020results12.pdf> [last accessed, 5th July 2021]). The UK Research Excellence
Framework 2014 also demonstrated the significant impacts of artistic research with a full set of
Impact Case Studies being published (see, for example <https://impact.ref.ac.uk/casestudies/
Results.aspx?UoA=34> [last accessed, 5th July 2021]).
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research. But, more importantly, the fact that this type of research is often direct- -
ly engaged with the experiences of citizens or with the needs of research users. :
Interestingly, in Cotterrell’s case, the trans-disciplinarity of his research was not
based on a collaboration between academic knowledge domains, but on partner-
ships with research beneficiaries and with research users outside of academia.

Specialisation and trans-disciplinarity: A further characteristic of artistic research °
stems from the increasing engagement that researchers will have with people and
communities outside of academia and with knowledge domains other than their :
own. Indeed, the social contract for research over the last decade or so has moved
away from an earlier belief that greater specialisation is the key to successful i
research. Now, it is generally hoped that trans-disciplinary research will stimulate =,
the kinds of radical innovations needed to solve some of the major problems facing , o
society. Indeed, previous forms of incremental development, that have come out - %
of discrete knowledge domains, now seem to have proven themselves insufficient
in the face of the complex societal and environmental challenges.

Accordingly, trans-disciplinary approaches to knowledge production and
innovation continue to grow in importance — they are now perceived as a funda- |
mental skill set for the next generation of researchers, and ‘major research funding "x.
agencies are increasingly focused on strengthening interdisciplinary collaboration”* .
(Pedersen, 2016, p.1). In this respect, careful leadership and good research design
are needed if these skills are to flourish. This will not happen by itself, and the ; P
Creator Doctus program aims to offer enabling frameworks that will help to ensure 'y .*:
that trans-disciplinary skill sets are developed and made sustainable. Indeed, one -
aspect of the contemporary research ecology that has become increasingly rele- = }
vant is that of research design. As communications networks now serve to connect Ih
minds and knowledge pools across the planet, and as researchers look outwards to' ' . ] :
work with those communities or individuals who may be affected by their research, =%
the concept of the ‘lone researcher” in their solitary bubble is no longer the domi- 3
nant modus operandi.

Research design: All good research programmes will be underpinned by an under-
standing and application of the principles of research design. And as the trans-disci-"
plinary context of the research advances, so does the role of good research design
gain in importance. In this respect, all of the partners in the Creator Doctus project - -4
are based in an institutional context where design is considered to be an important.s -..
academic element in their raison d”étre. |
However, there is still much misunderstanding over the use of the term design. In by I
common usage, it is simply understood to be a material discipline concerned with  .§. .~
the mechanical production of artefacts (a handmaiden to industry) rather than a -
set of intellectual principles that underpin all disciplines and connect their respec- '-'f' +
tive knowledge domains. i
For example, for design to make any sense, it is usually defined through a
preceding adjective that describes its mode of production e.g. graphic design, in-
dustrial design, car design, fashion design, textile design, furniture design, jewellery .
design, ceramic design, architectural design, landscape design, spatial design, and
so on. Accordingly, from the late 19th century onwards, the close association of !
design with industrial manufacture caused it to be perceived as a plan to makean
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artefact. Indeed, the underlying premise for the exclusion of design research in the
Frascati Manual remains rooted in this outdated industrial model of mechanical
fabrication and assembly — sitting within engineering or the built environment.

From the mid-21st century onwards, the principles of design have been expand-
ed and applied to things that are intangible — the design of organisations, of sys-
tems, of economies, of identities, of biologies, or the processes of decision-making
and research design — and become increasingly trans-disciplinary. For example,
researchers in the Weatherhead School of Management will now proudly assert
that ‘Great managers are also designers — of processes, projects, strategies and
systems.”"9 In this respect, good design is central to the conduct of any research
program.

For example, where the design of a research program incorporates issues that
confront an organisation or a community (and not vice-versa), then appropriate
methods and approaches in terms of, say, disciplinary focus or disciplinary spread
may be central to the research design. In the case of Creator Doctus, where a soci-
etal partner is embedded in the research program, this will at times mean knowing
how approaches to the integration of knowledge can be designed across discipli-
nary domains.

Here, for example, the concept of cognitive distance is relevant to trans-disci-
plinary research design whereby the ‘distance’ between bodies of knowledge will
vary (Molas-Gallart, J., Rafols, I., and Tang, P., 2014, p.5, para.3.2).2° Furthermore,
where the cognitive distance is between academics and societal partners, the con-
sequent gap may be considerable and need to be negotiated. Intuitively, we might
assume that economics and social studies are cognitively closer than sociology and
chemistry or music and mathematics (although the latter may have greater overlap
than might at first appear). Without an understanding of the cognitive distance
between knowledge domains, the work of a research program may get stuck in the
impasse resulting from cognitive dissonance.?' However, whether the cognitive dis-
tance between disciplines is large or small, the design of a process for knowledge
integration can either be holistic or layered.

In the holistic approach, the aim is to produce new understandings from an
integration of knowledge where it would otherwise have been classified separate-
ly within each of its discrete disciplines. In such instances, new forms of schol-
arly language and descriptors need to be created in order to codify the research
outcomes — whether theoretical or practical — as they would be impossible to
explain through the traditional descriptors of the individual disciplines. In a fayered
approach, understandings and insights are contributed by each of the participating
disciplines, though these will retain the characteristic descriptors of their primary
disciplines.

19 See <https://weatherhead.case.edu/departments/design-and-innovation/> [last accessed,
June 2021].

20 The map of cognitive distances included in this paper (Fig.1, p.5) extends to Social Studies but
does not include any of the disciplines of artistic research.

21 The term ‘cognitive dissonance’ was used by Leon Festinger in his publication A Theory of

Cognitive Dissonance (1957). This suggests that individuals will experience discomfort when
confronted with the seeming dissonance caused by different, if not conflicting, bodies of
knowledge. Here, they may seek to reduce that dissonance either through avoidance of the
information or by converting it into a form that is consonant with their own world view. For ex-
ample, see <https://www.apa.org/pubs/books/Cognitive-Dissonance-Intro-Sample.pdf> [last
accessed, 5th July 2021].
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There is then the question of research partnerships, not between academic groups, 7

but between research academics and their partners, say, in the social, cultural or
economic spheres. Essentially, there are three different ways in which such part-
ners can be involved in the research. Firstly, as a collaborator in the research de5|gn
and so contributing to the outcomes. Secondly, as an informant, where user-cen-
tred feedback received from partners is incorporated back into the research but
the partners are not involved in the research design. Thirdly, as a receiver where
the partners will be on the receiving end of the outcomes of the research either
through publication or through a more direct engagement with the research team.
Principles such as these, when they underpin a research design, will help to es-

tablish the intangible, intellectual, fabric that endows the research with authority

and trust — so making it robust.

One of the pioneers of this approach to design as a set of intangible but un-
derpinning principles was Herbert Simon. He was a social scientist with a primary
interest in decision-making. Simon won major awards for his research including a
Nobel Prize, and began to see that design was a fundamental element in those de-
cision-making processes that would have some impact on society. In this context,

Simon’s often used definition is that “To design is to devise courses of action aimed * 4

at changing existing situations into preferred ones.” [Simon, 1996, p.111].

In this definition, which represents a paradigm shift from the older industrial
model of design as a p/an to make an artefact, the link between design and its po-
tential impacts on society and the environment is clearly signalled. Furthermore,
this approach is intrinsically trans-disciplinary.

In this context, design is not a subject in itself but a framework for deci-
sion-making that gains meaning when it works as the binding agent between
various disciplines and their stakeholders. When a number of expert disciplines
collaborate with each other, they will each bring a deep knowledge base to the

table. However, these deeply vertical knowledge silos will have limited experience |
of working with each other and with non-academic stakeholders — especially those ' -

who may benefit from the research — and they will have relatively impermeable
walls. This leads to greater potential for cognitive dissonance.

It is here that research design as a horizontal decision-making agent helps to
bind diverse disciplines and their stakeholders and to stimulate the knowledge
flow between them. This is especially so when the research becomes increasingly
outward looking, to other academic disciplines or societal partners. Here, the de-
sign of the research programme will be essential to creating cognitive consonance
between the knowledge domains, thereby supporting its successful progress.

The next steps
It is from this overall context that the Creator Doctus programme has been set

on its distinctive path. However, a particular challenge to the realisation of this

mission lies in the formal processes for accreditation of the research infrastructure -

within which a research degree may be conducted. Historically, it is the ancient
and modern research universities that are considered to have the infrastructures
needed to award research degrees and have been accredited to do so. After all,
they have long traditions — stretching back over 500 years to the inception of the

first universities — through which a clear perception of scholarly rigour in terms of *

text-based research for discovery science has become deeply embedded.
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The relative maturity of the research infrastructure across the creative and per-
forming arts and design sector within Europe varies considerably. Some of the
independent art schools have been absorbed into Technical Colleges or Polytech-
nics and others have moved on to become faculties or departments within modern
multidisciplinary universities. Many others continue to stand alone as specialist
institutions offering programs in areas of the creative and performing arts and
design. In many instances, it will be challenging for a specialist institution to build
the critical mass needed for a robust research infrastructure. In this respect, they
are often only able to gain recognition to supervise and award research degrees
through their association with a traditional university whose research infrastruc-
tures have been formally accredited. In the majority, but not all, of such instances
the research infrastructures for artistic research will either be under-developed
or based on methods that have matured through the long traditions of discovery
science.

In this context, the Creator Doctus project proposes a timely agenda for the
development of 3rd Cycle degrees that ‘provide the possibility of research and a
degree at this level for artists — which is led by the expertise and supervision of an
art school’.22 In supporting this agenda EQ-Arts will help to foster collaboration
between institutions so that good practices can be shared in the best interests of
a maturing infrastructure that is appropriate to artistic research and, within which,
3rd Cycle degrees in all disciplines of the creative and performing arts and design
may be confidently embedded.

Professor Bruce Brown, EQ-Arts Board.
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Establishing a 3rd Cycle

The founding of the Creator Doctus by Gerrit Rietveld Academie as a specific

3rd Cycle trajectory for the arts on the level of a PhD, originates from the ambi-
tion to provide the possibility of research and a degree at this level for artists.

The Dutch binary system of education, in which universities and universities of
applied sciences are not regarded to be on an equal level, places the awarding of
PhDs firmly in the hands of universities. As a result, an artist wishing to engage in
high-level research to obtain a 3rd Cycle degree has to be accepted by a university,
and fulfil all the requirements it has set.

Contrary to many other disciplines that are part of the universities of the ap-
plied sciences, the arts have no equivalent in the universities. When setting out on
a PhD trajectory, artists do not encounter deep prior experience or even knowl-
edge of research in their field. They have to master a discipline they have not been
trained in, work with methods that are not familiar and present their results in
formats foreign to their daily practices. In general, the main emphasis is placed on
a written thesis, which, depending on the university, may vary in length and depth,
but is still understood to meet the requirements of a standard dissertation. For
some artists, this may be a reasonable procedure, but for many there is a nega-
tive effect. Although artistic practice is recognised by several universities in the
Netherlands as relevant to the PhD research trajectory, emphasis on (the writing
of) a standard thesis gives the artistic practice only a secondary importance. The
amount of work that is required for such a thesis is already so high that it leaves
little or no time for the artistic practice research. Moreover, the assessment of the
final results also often concentrates on the written outcomes, and takes the artis-
tic results for granted.” Because of this, the Gerrit Rietveld Academie felt the need
to initiate a program that, first and foremost, would prioritise artistic practice
both as a method and as an outcome of research. Because the existing regulations
do not allow this program to be called a PhD program, we devised a new title:
Creator Doctus.2 This trajectory offers the artist or designer a 3-year research paid
position for 3 days per week.

In more European countries, hybrid formats for 3rd Cycle research are starting
to emerge. Although in most countries, the writing of a thesis is still required,
some — such as Norway, Sweden and Belgium — have been experimenting with pri-
oritising artistic practice as the outcome of a 3rd Cycle trajectory.3 But, as the con-
tributions of the partners of the international CrD collaboration assembled in this
book show, this is often still regarded and treated as an exception to the standard
procedure. Although in most European countries, the distinction between univer-
sities and universities of applied science is fading, and thus a new title next to PhD,
PD or Doctorate in the Arts may seem less urgent, we still feel the need to develop
a trajectory that allows for the specificity of practice-based artistic research as a
method and a discipline, with its own kinds of outcomes that can be assessed on
their own merits. The CrD experiment creates new awareness of the specific meth-

1 An exception to this is the program offered by a collaboration between the Leiden University
Academy of Creative and Performing Arts and the Royal Academy of Art (KABK) in The Hague. See
https://phdarts.eu/

2 The title pays tribute to Rembrandt who was called Pictor Doctus in his time.

3 See http://3rdcycleinthearts.eu/
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odologies and results of artistic research, a crucial factor in establishing this kind
of research as a recognised discipline. The urgency to further develop this specific
hybrid is not only to emancipate it as a new research discipline, but also stems from
a shift in the position of arts in society, with artists and designers taking on new
roles.

The trajectory creates space for artists to produce a kind of research that can,
for instance, bring archival information, theories, images, bodily experiences
and imaginary constructions together in a way that a thesis would not be able to
express. This is how Femke Herregraven, the present CrD candidate at Rietveld/
Sandberg Research, describes her project:

How can the entanglement of languages, codes, materials, sounds, and
predictive structures become a new protocol for “image” or art making?
In a time when financial markets are trading in potential future catastro-
phes, this CrD-trajectory starts from a question of agency: what is left to
be said about a future that is already mapped, calculated and financial-
ised as a catastrophe? The CrD-trajectory “The Evacuated” investigates
how the “catastrophe” can be overcome as an anxious monetised even-
tuality in the current “discourse of doom”, and instead be reactivated

as a plot device to create a sudden turn in the dominant narratives of
techno-capitalism and knowledge.

One of the central elements in Herregraven’s research is the phenomenon of

the catastrophe bonds (‘catbonds’), stock market bonds that gamble on future
catastrophes. Herregraven could limit herself to writing a thesis on the history and
an analysis of the role of these bonds in capitalism, but it is the visual, physical and
mental connection she makes with other material that gives the research its origi-
nality and impact. ‘[...] The core question of my research is: How can the catastro-
phe become an emancipatory moment in navigating our current biological, political
and technological ecosystems?4

The focus on artistic practice as method and result of the research of course
leads to the question: in what way, and in what kind of terms, can the outcome
of such a trajectory be assessed as research. How can we evaluate and discuss
the results not only as original works of art, but also as a contribution to the way
we understand the world? This shift of perspective, ambition and attention is
necessary to be able to make a distinction between research as a separate form of
practice, a ‘discipline’, and art practices in all their variety as we already know and
understand them.

The position that we at Gerrit Rietveld Academie have taken is that artistic
research is not about art, but rather, art as research may contribute to our under-
standing of or coping with the world. This framing within a research context takes
away the danger of tautological looping, in which the research remains a studio
practice, revolving around artistic questions derived afterwards from the results.
To be called ‘research’, art needs to test its outcomes in relation to a context
beyond the given confinements of the art world. This requirement is comparable
to the way a PhD research not only answers its own questions but is required to

4 Femke Herregraven, The Evacuated. CrD Trajectory proposal 2020-2022, unpublished, January 2020.
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relate research and outcomes to a pre-existing field of knowledge with discourses,
issues, specific methods and matters of concern. The research and the results need
confrontation in order to be convincing.5

Situating in society

As stated, it is important to stress that the CrD-trajectory aims to establish a
new position between academia and the art world: a position where the artist is
not forced to jump through the burning hoops of academic discipline, but is also
not allowed to remain sheltered within the traditional procedures of the art world.
The ambition with artistic research is to create a new field, not only of research,
but also of practices. A field that relates to existing academic practices, but at the
same time establishes a new position for art and design in relation to society at
large. This is not a new or isolated process. Over the past 25 years, social practices
in the arts have resulted in new ways of working with communities to create new
perspectives for participants, as well as new roles for artists and designers.

The UK is one of few countries where such social practices in the arts are part of
3rd Cycle trajectories in artistic research. For instance, the AHRC (Arts and Human-
ities Research Council) has a special funding program for Collaborative Doctoral
Awards. Funded by this council, Christopher Wild has initiated a project called Cre-
ative Futures: Re-imagining creative education and digital learning in Shetland through
collaborative creative practice. The description of its objectives is as follows:

In partnership with Shetland Arts, this collaborative doctoral project explores
how youth participation in indigenous creative and cultural practices on Shetland
can be sustained and increased. By bringing together young people, local craft
makers, and creative practitioners the project seeks to reimagine the current
context of creative education in distributed island communities. [...] In my practice
my interests are rooted in the dynamic interplay of craft, arts, and design and
technology to hybridise disciplines, create interactive experiences, and challenge
established standards.®

Situating an art project as a research project in a community, in collaboration
with a local organisation, enhances its chances for a longer lasting impact. It is
the research aspect that provides the project with potential other than the empty
clichés of ‘offering another, alternative perspective’, ‘creating curiosity/surprise/
amazement’, or ‘asking questions instead of giving answers’. Reframing these
practices as research may help them to be recognised as potentially long-lasting
contributions to societal change. This kind of research wants to make something
happen and, in that way, outlasts its symbolic presence. It is an approach that, in
more academic research practices, has become popular under the name ‘Living
Labs’. In these ‘Living Labs’, multiple disciplines collaborate to create trans-disci-
plinary outcomes that are more adequate to handle complex (‘wicked’) problems.
And similarly to these labs, embedded artistic research has the ambition to escape
from the institutional isolation and to provide answers, although it may feel the

5 There is much discussion in the art world about the specificity of artistic research. See for instance
the very rich book of interviews on this topic by Lucy Cotter: Reclaiming Artistic Research, (Berlin:
Hatje Cantz Verlag, 2019).

6 https://gsaphdshowcase.net/christopher-wild/

30 Gerrit Rietveld Academie

need to reformulate the questions in the process.

To establish the connection to society, the CrD-trajectory has set the condition
that a societal partner be involved. This partner can be any private or public organ-
isation interested in supporting and facilitating research by an artist for a period of
three years. However, this organisation does not only facilitate, but also provides
a framework for research by opening up a field of interest, or poses a set of ques-
tions/problems for the artist to work with. This partner organisation is willing and
expects the research to impact on its own output, but to classify it as a commission
would be too limiting for the amount of space that the partner has to afford to the
research artist. In their collaboration, there is always a risk that the partner-pro-
vided issues become too pertinent. A lesson learned from existing social practices
is that it’s difficult to avoid coming up with expected answers, instead of focusing
on open-ended exploration. This might result in answers that could be too pre-
scriptive, and final outcomes that mainly focus on social or practical work for the
community or the institution. Commissioning institutions try to establish cohesion
and consensus where dissent might be necessary.” In that sense, the collaboration
with the partner is a great stimulus for the research, or even a condition, but it
is also a challenge. The partner has its own agenda, its own expectations of the
research and often specific ideas about the more traditional role of the artist and
the function of art. To guarantee that this agenda does not dominate the research
and that the researcher remains independent, the CrD candidate receives their
salary from the academy. The partner only provides additional funding, possibly
supplemented with funding from cultural grants, for the material execution and
presentation of the research project.

In the first Rietveld CrD pilot, concluded in April 2020, artist Yael Davids worked
in and with the Van Abbemuseum in Eindhoven.8 After the Rietveld Academie
and Van Abbemuseum had made an agreement on collaborating in this pilot, six
artists were invited to submit their proposal based on a field of enquiry that the
Van Abbemuseum provided. The main interest of the museum was how to reach
new audiences or approach audiences in a way that is different from the standard
educational programs. Davids’ collaboration with the Van Abbemuseum in Eind-
hoven started out, in line with one of the central issues in her research proposal,
with setting up Feldenkrais exercises in the museum for primary school teachers
from the city of Eindhoven. Due to a lack of response from this particular group,
Davids shifted her attention to the staff of the museum itself. In weekly voluntarily
Feldenkrais lessons, Davids made the employees of the museum look at the muse-
um’s collection from totally unaccustomed bodily positions, leading to completely
new perceptions and observations. In the final presentation of the research, which
consisted of an exhibition in the museum called ‘A Daily Practice’, next to a report
describing the research process and a number of texts written by Davids as part of
the research, the collaboration with the museum staff was presented in the form of
a selection of works picked by the employees as their favourites.

Davids’ position as a researcher was very different from the traditional role an
artist takes or is assigned in this context. Although she was working with a curator,
the initial goal was not an exhibition, and the focus remained on the research. As

7 See for the pitfalls of social practices: Claire Bishop, Artificial Hells. Participatory Art and the Politics
of Spectatorship, Verso, London 2012.
8 See https://vanabbemuseum.nl/programma/programma/yael-davids-1/
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a final presentation, Davids co-curated an exhibition that contained some works

of her own, in combination with works of the collection, based on the Feldenkrais
experiences, but she completed the presentation with works from women artists
she regarded as missing from the collection. Being involved with the museum over
such a long time and in such an intensive way, Davids was confronted time and time
again with its institutional boundaries — be it regulations for handling the works or
the hierarchies in place in the institution. Davids’ research practice not only tested
the Feldenkrais method as a new way of involving the public with the collection, it
also mirrored the museum to its staff in a way that surpassed the existing forms of
institutional critique. The final outcome of the research was not only the exhibition
and the texts, but also the articulation of a new professional position for artists in
the context of a museum.

As the experience of Yael Davids’ research shows, it is exactly this confrontation
between the situatedness of the research and the expectations of the societal
partner that pushes the research into unknown territory. It is because the artist’s
role as researcher is not pre-defined in relation to the institution that the possibil-
ity is created for unforeseen outcomes and unexpected answers. The institution
not only gives the artist a different role than the usual, but the artist also challeng-
es the partner, through the research, to reflect on its framing, goals and proce-
dures.

A comparable situation can be found in the research Femke Herregraven is doing
in collaboration with Waag.? Waag - technology and society as the research institu-
tion is called, in its own words ‘operates at the intersection of science, technology
and the arts, focusing on technology as an instrument of social change, guided by
the values of fairness, openness and inclusivity.”’° In the collaboration between
Waag and Femke Herregraven, one of the focal points is to reflect on the role of
Artificial Intelligence. She writes:

[..] The first part of the research focuses on the development of an
artificial intelligence named Elaine. The research, experiments and work
in this cluster focus on the emergence of a counter voice in times of
catastrophe. It focuses on the diving reflex, respiration, voice, bodies of
water, whistling echoes, air and water as place of commons and commu-
nal survival. In this first cluster, the base should be developed for an Al
with arich oral and auditive spectrum that is trained by highly specific,
marginal, non-communicative sound bites. [...] A diversity of sounds from
respiration, voice, mumbling, humming, stuttering, speech deficiencies
will be collected through different methods and used to train Elaine.
She will develop her own voice and speech: one that emerges from
bodily ‘mistakes’, one that is conscious but pre-language, pre-labelling,
pre-naming. Speech data which would normally be considered erroneous
for Al training models will be implemented throughout the three years
that Elaine grows up."

9 As stated above, Femke Herregraven is the present CrD candidate at Rietveld/Sandberg Research.
Waag is the societal partner in her research.

10  https://waag.org/en
11 Femke Herregraven, The Evacuated. CrD Trajectory proposal 2020-2022, unpublished, January 2020.
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Waag regards its role in the project as providing the knowledge and technology
that can support the project. What the research itself can mean for Waag is less
clear at this point in time. The organisation would like Herregraven’s project to
reach a wider audience as part of their programmatic reflection on the role of Al,
the question of who is in control, and the consequences of the so-called algorith-
mic condition. The challenge for Herregraven will be to pursue her own path and
prevent the research from becoming a Waag project in which certain outcomes and
deliverables are expected. The challenge for Waag will be the confrontation with

a project that fundamentally questions technological progress by incorporating
failure and catastrophe as an emancipatory moment.

Supervising the research and assessing the outcomes

Supervising and assessing are crucial issues in establishing a 3rd Cycle trajectory,
and other chapters in this manual deal with these aspects in a more extensive way.
In this chapter, | briefly want to touch upon the role of the partner in the supervi-
sion. The partner engages in the research, contributes to the funding of the pro-
ject and is involved in the supervision, appointing a second supervisor next to the
supervisor on behalf of the academy. We are aware that such a construction may
add to the danger of the research becoming too instrumental to the agenda of the
partner, causing the researcher to lose their independence. By requiring the super-
visor to be experienced in 3rd Cycle supervision, and by regularly reporting to the
board of research of the academy, the independence is guaranteed. We think that
by making the partner supervisor jointly responsible for the quality of the research
outcomes, the danger of instrumentalising can be prevented.

Sher Doruff, supervisor on behalf of Gerrit Rietveld Academie during the first
pilot, coined the term ‘immanent supervision’ to indicate her participation as
supervisor in Yael Davids’ research. The term indicates an involvement in the
research that goes beyond the more distanced ‘objective’ supervision that is
conventional in PhD programs. ‘Immanent supervision” also asks for a commitment
from the partner supervisor that is not adequately covered by the term ‘commis-
sioning’. In the case of Davids, this became clear as she involved her supervisors in
the Feldenkreis training, and set up a separate reading group which included her
supervisors and some external experts. In that sense, Davids organised her own
training. At Rietveld, Davids also became a member of a post-grad study group in
which she, together with other 3rd Cycle candidates participating in PhD programs
in The Netherlands or abroad, discussed methods and results on a monthly basis.
We are convinced that more than any formal courses in for instance academic writ-
ing or methodology, this form of exchange, of peer-learning, is crucial. Research is
not only about experimenting, finding things out, setting things up: first and fore-
most, it requires the ability to communicate about the main issues of the research,
the steps planned, setbacks encountered and in-between results attained.

As for the role and position of the partner in relation to assessing the outcomes,
it is necessary to pay attention to the process of the research while it develops in
the collaboration. To be able to evaluate artistic outcomes as research results, it
is necessary that the research process be transparent and constantly discussed.
During the first pilot, it was clear from the beginning — to the candidate as well as
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to the supervisors — that level 8 criteria’? would be applied to assess the quality
of the research. The same set of criteria formed the guideline for the assessment
committee that evaluated the research at the end. The CrD-trajectory requires the
candidate to document the process and write a report, to make clear, among other
things, which issues were (or became) central to the research and what steps were
taken to reach certain outcomes, and how level 8 criteria were handled.

The regular reporting to and discussions with the supervisors helps the re-
searcher decide which path they want to pursue. Essential to this, is the fact that a
wished-for final outcome is not decided upon at an early stage. Not only in content
— realising that in any cutting-edge research, the final outcome is not clear from
the beginning — but also in form, which— as stated above — is such an important
element of the outcomes in artistic research. As | noted before about Yael Davids’
research, a final exhibition was not planned from the beginning. And though an
exhibition can appear to be a standard result of an artist’s research in a museum, it
was the combination with the Feldenkrais lessons that shaped this into a complete-
ly different kind of event, making clear what the research was about without a
need for literal explanation.

The collaboration with a societal partner is central to the CrD. In the first two
pilot projects, the Academie started out by looking for a partner willing to travel
this treacherous path together with us. In further developing the pilot, the Gerrit
Rietveld Academie now plans to send out an open call for artists to apply togeth-
er with societal partners. Institutions/organisations and artists have to find one
another to develop a research project, although this is also a risk for both parties.
Arisk in the sense that while the research does have the intention to reach out-
comes and conclusions that are of value for the partner, the exact nature of these
outcomes must be kept open as long as possible: this is necessary to cutting-edge
artistic research. That is what we learned from the first pilot: planning is crucial,
but improvising is essential. The format of the program, the criteria the research
has to answer to, the relation with the partner, the funding, the interests of all par-
ties involved have to be clear from the start. But we also learned that the research
process itself should be allowed to question all this, and that you need supervisors
willing and able to go along. We also learned that while it has to be clear what
results are to be assessed by a committee in the end, at the same time, the process
of the research should not be confined by working towards certain predetermined
results. In the end, the first pilot of the CrD by Yael Davids revealed that to be able
to assess this kind of research in an adequate way, level 8 criteria themselves have
to be re-assessed and specified.

The main conclusion is that the outcomes far exceeded our expectations: it
offered us new ideas about artistic research processes, convincing examples of
non-written research outputs, valuable reflections on level 8 assessment criteria, a
new model for setting up research that can be beneficial to a societal partner, and
a final result that had a lasting impact on art as well as on research communities.
And that provided us with proof that the CrD offers a very valuable model for a
new form of artistic research on a 3rd Cycle level, creating a new role for artists in
and towards society.

12 See on this topic, the chapter on ‘3rd Cycle Doctorate Level 8 Learning Outcomes/Competences in
the Arts’ in this publication.
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37 Twenty Birds Inside Her Chest* (2021)

Femke
Herregraven

c Her Chest

Femke Herregraven is a visual artist that investigates which material base, geographies, and
value systems are carved out by financial technologies and infrastructures. Her work focuses on
the effects of abstract value systems on historiography and individual lives. This research is the
basis for the conception of new characters, stories, objects, sculptures, sound and mixed-media
installations. Her current work focuses on the financialisation of the future as a ‘catastrophe’ and
uses language, the voice, and the respiratory system to examine these monetised speculative :
catastrophes within our social, biological, and technological ecosystems.

She taught at Artez Arnhem and the Gerrit Rietveld Academie and is an alumnus of the
Rijksakademie van beeldende kunsten in Amsterdam (2017-2018). In 2016, she collaborated with
Dutch investigative journalists on the Panama Papers. In 2019, she was nominated for the Prixde
Rome. She is part of On-Trade-Off (2018-2021): an artist-led project on the new energy mythology"' o
around lithium, and currently a Creator Doctus (practice-based PhD) candidate at Sandberg
Instituut (2020-2023).
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with Especial Consideration of Collaborative
Arts Research and Engagement with Societal
Partners

Henry Rogers: and Inés Bento-Coelho-

1 Henry Rogers is Professor of Contemporary Art and Queer Studies, MFA Programme Leader at The
Glasgow School of Art. He is an interdisciplinary practitioner concerned with formality, mediation
and mimesis in art with particular reference to queer theory and queer strategies in art practice.
He has initiated projects addressing the impact of performance and performativity on art-based
production. His research is concerned with: subjectivity, the performativity of art objects and
marginal representations that challenge norms in visual culture; Queer Studies and its implications
forart based practice; contemporary art with an emphasis on artists employing writing as a part of
their practice; the relationship between making and writing within the context of doctoral artistic
research. Within educational contexts, he made a significant contribution to learning and teaching,
curriculum design, development and delivery with particular emphasis on research strategies
in and through artistic practice thus enabling students to progress to doctoral research. He has
supervised several PhD students (funded by the Arts and Humanities Research Council in the UK),
all of whom have successfully completed their studies.

2 Dr. Inés Bento-Coelho is a scholar, lecturer and interdisciplinary artist working across perfor-
mance, installation, and movement practices. Sheis a Lecturer in the MA Fine Art programme at
Falmouth University (UK) and a Postdoctoral Researcher at University College Cork (Ireland) where
she is developing the new Doctoral School in Film, Music and Theatre. She is also a Researcher
at The Glasgow School of Art in the Erasmus+ projects “Advancing Supervision for Artistic
Research Doctorates’ and ‘Creator Doctus’. Bento-Coelho holds a practice-based PhD funded by
the Portuguese Foundation for Science and Technology (The Glasgow School of Art, 2019). Her
doctoral research explored the choreographicininstallation art, focusing on space awareness and
performativity within site responsive contexts. Her current research explores best practices in
doctoral education in artistic research degrees, encompassing policies and protocols, supervision,
peer-learning, and student wellbeing. She published Artistic Doctorate Resources (http://www.
artisticdoctorateresources.com) with Jools Gilson (2021), a major open educational resource for
PhD students, staff, and institutions involved in artistic research.
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This chapter identifies several key considerations with regards to the development -~
of 3rd Cycle doctoral research. Following a discussion on research environments, ~ ..

distributed learning models, and learning and teaching strategies, with case ;
studies and examples of doctoral partnerships, we propose the 2+2 Model (Master -
+ PhD): a new learning and teaching model which enables students to progress h
directly from Master level study to a PhD.

Artistic researchers develop practice-driven doctoral projects in a range of
academic, professional, and socio-cultural contexts. We begin by exploring the
importance of developing a research culture within an arts institutional setting,
and the positive impact this has on curriculum development. We discuss the estab-
lishment of an institutional infrastructure that fosters links within local, national,
and international cultural/societal situations in which artistic research can have
a positive impact on audiences and communities (Glasgow School of Art (GSA)/
Vilnius Academy of Arts). We then consider several distributed learning models
in five distinct research environments — four national, and one global — and their
distinct perspectives on learning and teaching: The Glasgow School of Art within
the context of the Scottish Graduate School of Arts and Humanities (SGSAH, Scot.{
land); Birmingham School of Art in the context of the Midlands3Cities Consortium:
(England) — precursor to the current Midlands4Cities Consortium; the Graduate
School of Creative Arts and Media (GradCam, Dublin, Ireland); the Norwegian
Artistic Research Programme (NARP) in Norway; and the internationally nomadic -
Transart Institute. d

Learning and teaching approaches in 3rd Cycle Artistic Research programmes
are distinctive in several ways. We discuss how the doctoral journey must take in
consideration the ‘pre-application’ and the ‘post-doctoral’ stages; how research
training programmes often focus on generic rather than specific training to cater
for a wide range of research avenues and methodologies; how progress reviews
provide a framework for evidencing critical self-reflexivity in foregrounding artis=-
tic practice as praxis; and how supervision requires distinct approaches to meet
the specificities and needs of individual projects. Training for supervisors and
external project partners is also addressed, as it is crucial to developing a research
environment. The Triad Supervision, based on Sarah Tripp’s triad tutorial [2016],
is an important feature of the 2+2 Model we propose, creating a bridge between
supervisory practice and peer learning approaches. Fostering a strong sense of
community and enhancing peer-learning opportunities within research contexts is
also important. The chapter explores several recommendations on best practices
in doctoral education based on the findings that emerge in the development of
such educational situations.

Within the context of this discussion, we introduce the 2+2 Model and present
two case studies of doctoral programmes embedded within distributed learning
scenarios: The Glasgow School of Art and the Centre for Fine Art Research at
Birmingham School of Art. The 2+2 Model builds on Master level study, to provide
aroute into the PhD. At Glasgow School of Art, the Master of Fine Art (MFA)
programme is practice-driven and critically underpinned, and upon completing it,
students are at an equivalent level to 1st year PhD researchers. The innovative as-
pect of the 2+2 Model lies in the progression of a postgraduate taught programme™ .
(PGT) into doctoral study with a strong emphasis on practice — practice-driven or
doctoral arts practice as research (GSA) — opening new ways of conceptualising
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doctoral education within the art school environment.

Relatedly, particularly within the framework of artistic research, ethical
questions will undoubtedly arise, and we must be mindful of how deeply ethical
our practices have become. Increasingly, the researcher’s sense of wellbeing has
become a crucial aspect of the PhD journey [see Pretorius, L., et al, 2019], and is a
central consideration of the Creator Doctus project. It is within this context that
pedagogic discourse may be rethought. Indeed, whilst exploring the potential of
developing new learning and teaching strategies in education, we will do well to
heed Audre Lorde’s acute observation that “The Master’s Tools Will Never Disman-
tle the Master’s House’ [2018], when challenging our own habitual whitewashing/
exoticising of curricula. This highlights the real need to build a research envi-
ronment that has inclusion as a strategic priority not only in research but also as
central to each institution’s regional, national, and international agendas. Agendas
that should be less about exporting any given institution’s world view and more
about creating shared research-driven educational environments in which cultural
exchange is central: in which encounters with difference — with different people,
with different cultures — leads to a reimagining of institutions themselves. This is
an opportunity for art schools to lead the way. This is about listening to everyone,
being both receptive and responsive.

Creating an artistic research environment

The development of a research culture within an institution should be regard-
ed as central to its activities. It enables new thinking to emerge in relation to
curricular development and fosters routes through which continuing professional
development (CPD) can address the needs of graduates (alumni) as they progress
in the professional world. In the first instance, it is important to reflect upon the
strategic development plan and unique history of each institution to define shared
goals (aims) and objectives over a set period of time. This often involves develop-
ing a short- to medium-term plan over a period of 3-5 years. The objectives then
need to be addressed within the specific context of the school/departmental areas
in which discipline-specific and interdisciplinary activities occur. Furthermore, in
many research environments (e.g. in the UK), research is coupled with enterprise
(Research and Enterprise) with the expectation that both generate meaningful
societal and professional partnerships that have positive impact on communities.
The shared goals of an institution may include:

- Empowering staff to be active researchers

. Cultivating a positive, productive research culture

- Developing projects and proposals that succeed

- Producing high-quality outputs, and sharing them effectively

« Nurturing and growing the Postgraduate Research community

« Achieving high-impact outcomes

- Enabling students and graduates to prosper creatively and professionally.
It is important to identify these goals (aims) in relation to objectives, for whereas
aims are generally considered to be more aspirational, objectives are regarded as
more achievable within the given timeframe. Therefore, we might consider the
above goals in relation to several potential objectives, such as:

45 Glasgow School of Art



Enabling students and graduates to prosper creatively and professionally:
- Support students and graduates to develop professional skills, attributes and
mindsets — within and in addition to the curriculum.
- Enable students and graduates to generate ideas and make them happen.
- Develop an improved understanding of and support for post-graduation desti-
nations.

Empowering staff to be active researchers: B
« Those who demonstrate an ability and desire to produce high-quality research -
are supported to do so. &
- Early Career Researchers are supported to become independent researchers.
- Experienced researchers are recruited to new academic posts.
- Experienced researchers develop into research leaders.
Time is allocated to carry out research and supervision of doctoral students
within the contract of employment.

Setting milestones
Milestones should be set for each member of staff over the duration of the over-
arching institutional strategic plan and the internal school/departmental plan for
each of the above objectives. Annual career reviews should determine the extent
to which staff members have achieved or fulfilled their engagement with research,
and identify any support required to reach their goals.

Cultivating a positive, productive research culture (with external professional
partners):
- Research and Enterprise goals and objectives are appropriately embedded in
the School.
- Research themes reflect subject specialisms and the strategic fields in which
the institution aims to be a recognised authority.
» Research groups and communities of practice are cultivated.
- Research achievements and culture are celebrated and shared internally.
« Access to training and Continuing Professional Development for researchers is':
enhanced.

Staff time
In relation to such overarching goals and objectives, it is important to consider the
percentage of contracted staff time committed to research. For example, in many
instances where the issue of research time is being addressed, 20% of staff time is
dedicated to research activity. Arguably, this should be standard within all teach-
ing staff contracts. Furthermore, where staff have major projects underway, it is
advisable that there is a means by which researchers can request what we might
call ‘augmented’ research leave (circa 40% of their contracted time) to enable the
successful completion of the project. Another way of building and maintaining
a strong research environment is to enable research-active staff to undertake
sabbaticals, ideally on rotation. Within the context of research projects resulting
from societal and/or professional partnerships, there may be scope for profession-
al placements, secondments and ‘knowledge transfer” activities, more specifically
identified through Knowledge Transfer Partnerships (KTPs). Staff time may also be
"backfilled’ by the institution where funded projects (e.g. research council funded
projects) provide for the researcher to commit 100% of their time to the project
across its duration.

Developing projects and proposals that succeed:
« Increased income from external research grants.
- Growth in value/proportion of income from funders.
- Collaborate with partners who add strategic value.
« Research is undertaken ethically and with integrity.

Producing high-quality outputs and sharing them effectively:
- Increase proportion of high-quality outputs as recognised by national excel-
lence frameworks.
- Gain recognition as leaders in practice-based research.
- Increase quality of peer-reviewed academic publications.
- Research outputs are high-profile, accessible and discoverable.
Research centres, research clusters and community partners
Research centres enable an institution (or schools/departments within an insti-
tution) to provide an overarching structure within which to express, explore, and
respond to strategic matters. They are essential in the development of a coherent
research environment in which research clusters can be mobilised to give shape to
the activities of individual researchers who share similar concerns. For example,
any given group of researchers may take on identifiable themes not only within
specialist disciplinary areas but also between and across disciplines, where inter-
and multi-disciplinarity allows for new ways of thinking to come to the fore. The
Creator Doctus database 3rd Cycle in the arts (http://3rdcycleinthearts.eu) (2021)
gives a good sense of the research clusters in institutions across Europe, their
research themes, and their prioritised areas of investigation.

Nurturing and growing the Postgraduate Research community:
- Expand the Postgraduate Research community.
- Centres and reputation attract new high-level research staff and doctoral stu-
dents.
- Improve access to funding for doctoral researchers.
- Increase capacity for supervision.
- Develop innovative routes to doctoral study.

Achieving high-impact outcomes (embracing the professional world):
- Promote research to non-academic audiences effectively. Y

- Cultivate strategic relationships with ‘research users’ and collaborate to gener- .
ate impact. :

- Increase knowledge exchange activity and income.
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Examples of research clusters in institutions across Europe

Institution Country Research Clusters

AKBILD Austria Arts-based Research, Citizen Science/Participatory Research, Memory
Studies, Post-colonialism, Transcultural Learning/Education

UFG Austria Cultural Sciences, Intermediality, Space Strategies

RCA Belgium Art Historical Research in Music & Performing Arts of the 20th and 21st
Centuries, Creation Studies (Music & Performing Arts), Embodiment and
the Body of the Artist, Performance Practice in Music & Performing Arts

BUT Czech Republic Advanced 3D Technologies, Game Studies, New Media Art, Performance,
Photography, Visual Arts

RDAFA Denmark Art Infrastructures & Collectivity in Art, Media and Material Research,
The Body & More Than Human

UniArts Finland Contemporary Art and Image Research

PSL France Invention of Forms, New Ways of Publishing, Transmission and Memory,
Visual Arts

ANRT/ENSAD France Digital humanities, Digital Typographies, Encoding, Transcription

EESI France Digital Production and Experimentation, Literature, Processes, Visual
Arts

ESAM/ESADHaR France Architecture, Politics, Public Space, The City

ARTUN Estonia Contemporary Art, Design Practice research in Architecture and Urban
Design, Design Research, Practice-based Research in Conservation &
Cultural Heritage

IAR Germany Emotionology, Historic-Political Heritage, Neuroaesthetics, Sonification, -
Sustainability :

HFBK Germany Cultural Sciences, Intermediality, Space Strategies

ASFA Greece Art & Psychoanalysis, Gender in Art, Performative Art Practices & Theory :

GRA The Netherlands Artificial Intelligence, New Materials, The City

AHK The Netherlands Artistic Research, Research in Education, Urban Development

AC&PA The Netherlands Auditive Culture, Contemporary Music, Design, Early Music, Fine Art,
Improvisation, Music, Sound Art, Theory of Artistic Research

ONAA Norway Art, Craft, Dance, Design, Fine Art, Opera, Theatre

NTNU Norway Architecture, Design Drama, Film Production, Fine Art, Music

GSA Scotland Architecture Urbanism & the Public Sphere, Contemporary Art &
Curating, Design Innovation, Digital Visualisation, Education in Art Design
& Architecture, Health & Well-being

Working with external partners is an essential aspect of developing a strong re-
search environment. This may include, for example, working with other arts educa-.
tional institutions, museums, art galleries and independent arts spaces, communi- -
ty-based organisations, local health services and city councils. Knowledge Transfer.
Partnerships are often key to the development of external partnerships largely
identified through Schools of Design. However, there are exceptions to financial
support via KTPs, for example: Birmingham School of Art’s work with the Queen
Elizabeth and Birmingham Children’s Hospitals (Arts Council England funded pro-
jects); the Glasgow School of Art’s Design Innovation and Creative Engagement for 3
Health & Care (Innovation School) and Design Innovation in the Creative Economy
projects; and the Collaborative Doctoral Awards via the Scottish Graduate School
for Arts and Humanities in collaboration with Shetland Arts Development Agency.
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Such partnerships may also lead to the development of new programmes of study:
e.g. MA Innovation and Leadership in Museum Practice (MAILMP) developed by
Birmingham School of Art, and Birmingham Museums and Art Galleries (BMAG).
This innovative programme taught by academic and curatorial staff at the museum
enabled students to work on live projects in one of 11 museums in the region.

Whilst fostering links within a diverse range of professional contexts, with re-
gional, national and international partners, and with strong ties to funding provid-
ers (research councils), the enhancement of a research environment enables artistic
researchers to move into the world of art and cultural production. For example, the
MAILMP also led to an additional 6 weeks of study after the completion of the pro-
gramme that resulted in students achieving Museums Accreditation. A well-struc-
tured research environment will facilitate the development of programmes of
study (generally, but not exclusively at Master level) in which delivery is shared
and engagement with external partners is an embedded part of the programme
structure. It will also support continuing professional development both internal-
ly, with regards to staff development and career progression, and externally in
the public domain, through internships, residencies, and work experience where
possible.

There are numerous instances in which professional and societal partnerships
have been long established, particularly where the focus is on community. The arts
infrastructure in Glasgow, for example, emerged ostensibly from the initiatives of
graduates from the School of Fine Art, and it’s their grass roots, DIY approach that
has maintained a vibrancy within the city. Organisations such as Tramway and the
Centre for Contemporary Art (CCA) alongside numerous others — Modern Insti-
tute, Transmission Gallery, and the Gallery of Modern Art — and events such as the
biannual Glasgow International are a significant part of the cultural fabric of the
city. Alongside the School of Fine Art and major events, the expanded technical
and fabrication resources in Glasgow have played a significant part in redefining
the city’s post-industrial identity. As a vibrant arts hub, CCA’s programme includes
cutting-edge exhibitions, film, music, literature, spoken word, festivals, Gaelic and
performance. At the heart of all activities is the desire to work with artists, com-
mission new projects and present them to the widest possible audience.

Another example is the work of Vilnius Academy of the Arts, its relationship to
the arts community in Vilnius and beyond, and in particular, the development of
the Nida Art Colony (NAC) and the Nida Doctoral School (NDS). The Nida Doctoral
School was created by the Nida Art Colony of Vilnius Academy of Arts and Aalto
University School of Arts, Design and Architecture [NAC, 2014]. This international
programme has been developed by four partners since 2018, as two other univer-
sities joined the doctoral school the previous year — University of the Arts Helsinki
and the University of the Arts London [NAC, 2014]. The programme includes yearly
week-long intensive courses and doctoral residencies (of 1- or 2-months’ duration)
which are integrated in the Nida Artist-in-Residence programme [NAC, 2014]. In
the West Midlands (UK), Birmingham School of Art initiated numerous external
partnerships. These resulted in the development of Eastside Projects (a major
independent artists’ organisation), and New Arts West Midlands (with five other
universities in the region and BMAGQ), a partnership that has led to exhibitions,
placements, and residencies. Within the context of the CrD project, we can high-
light the impactful and thought-provoking first successful pilot with the artist Yael
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Davids, initiated by the Gerrit Rietveld Academie in collaboration with the Van
Abbemuseum and supported by the Mondriaan Foundation.

Distributed learning models

There are several distributed learning models in doctoral education that offer
distinct perspectives and approaches to learning and teaching, adopt disparate
training structures, and connect in various ways with societal and community
partners. The first two examples presented — Scottish Graduate School for Arts

and Humanities (SGSAH) and Midlands4Cities Consortium (M4C) — are discussed in

more detail in the Annex of this publication.

The Scottish Graduate School for Arts and Humanities
(https://www.sgsah.ac.uk) is a cross-institutional doctoral training partnership of
16 universities established in 2014 in Scotland [SGSAH, 2021]. As the first national
graduate school in the world, its inter-institutional setup encourages the develop-.l
ment of cross-institutional supervisory teams, offering PhD researchers more flexi:
bility in developing doctoral projects and in accessing the resources and training
needed. Cross-institutional supervision also enables staff and doctoral researchers
to expand and tap into disciplinary areas of knowledge outside their immediate
fields. Further, the graduate school has local, regional, and national support struc:
tures that expand the potential for doctoral scholars to engage with peers outside
their institution through training, internships, residencies, and other events.

The Midlands4Cities Consortium (M4C)
(https://www.midlands4cities.ac.uk) comprises eight universities from across 3
the Midlands in England [Midlands4Cities, 2021]. It offers doctoral studentships, tE
training, supervision across institutions, and transdisciplinary doctoral projects in*
collaboration with external partner organisations. Students can apply for the open’
doctoral award, in which they set up a cross-institutional supervisory team, or the -
collaborative doctoral award, in which they join a project set up by an M4C universi-
ty with an external partner [Midlands4Cities, 2021]. The consortium has links to lead-:
ing cultural organisations nationally and internationally and offers an extensive
range of training opportunities through the Midlands Art Programme (MAP).

The Graduate School of Creative Arts & Media (GradCAM)
(http://www.gradcam.ie) is a collaborative initiative based at the Technological
University Dublin (TUD) [GradCAM, 2021]. It began in 2008 to administer TUD’s

3rd Cycle provision. It aims to be ‘Ireland’s centre for doctoral research education

across design, visual and performing arts, media practice and their associated
critical, historical and theoretical discourses’ through the establishment of the Re-

search Centre in Creative Arts [European Artistic Research Network, 2021]. The doctoral .

school operates as a space for interdisciplinary exchange and research support,
which they call ‘fourth level” education [GradCAM, 2021]. Research students are
aligned to a department or research centre which allows for a dynamic interdisci- *
plinary programme to be fostered between a range of research environments and
collaborating institutions [GradCAM, 2021]. Its doctoral provision is module-based,
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and students have primary and secondary supervisors with scope for additional
supervisory or mentoring support where necessary. The doctoral education pro-
gramme includes training, masterclasses, events, collaborative projects, research
seminars, and international events with European doctoral programmes [GradCAM,
2021]. The graduate school is also involved in several international projects. It is the
lead partner in Step-change for Higher Arts Research and Education (SHARE), and
the European Artistic Research Network (EARN). GradCAM founded the Digital
Studies Network based at the Institute of Research and Innovation (Centre Pom-
pidou, France), with a local research hub that focuses on critical examination of
technologies and cultural production. It is also an academic partner in Real Smart
Cities, a Marie Sktodowska-Curie Action that aims to investigate the radical chang-
es of technology in the context of the city through a transdisciplinary approach
[Real Smart Cities, 2021].

The Norwegian Artistic Research Programme (NARP)
(https://diku.no/en/programmes/norwegian-artistic-research-programme) is
part of Diku, the Norwegian Agency for International Cooperation and Quality
Enhancement in Higher Education, which funds artistic research in Norway [Diku,
2021]. It brings together several institutions in Norway, including: UiT The Artic
University of Norway (Tromso); Norwegian Academy of Music (NMH) (Oslo); Oslo
National Academy of Arts (Oslo); Faculty of Fine Art, Music and Design (KMD),
University of Bergen (Bergen) and Norwegian University of Science and Technol-
ogy (NTNU) (Trondheim). NARP builds on the work of the Norwegian Research
Fellowship Programme in Artistic Research, facilitating the understanding and
acceptance of artistic research within higher education since 1995 [Diku, 2021]. The
programme provides interdisciplinary research training in a wide number of sub-
jects [Creator Doctus, 2021] and considers artistic practice as central to the activities
of the researcher, who is required to reflect upon the processes, methods and
contexts of their work, which must be clearly presented in an exposition of their
praxis. The NARP research school (20 ECTS) is compulsory for Norway’s Artistic
Research PhD programmes [Creator Doctus, 2021]. The programme is delivered via
seminars and national conferences with project presentations. Research training
includes methods and methodologies in the arts; ethical good practice; the devel-
opment of a literature review; and the drafting and redrafting of research ques-
tions. In addition, NARP works in cooperation with the Nordic Journal for Artistic
Research and the Summer Academy for Artistic Research [Diku, 2021], which enables
PhD researchers to participate in research activities at national and international
level. NARP is also a member of the European Association of Conservatoires (AEC),
the Society for Artistic Research (SAR), and ELIA [Creator Doctus, 2021].

Transart Institute
(https://www.transartinstitute.org) is a ‘fluid, responsive and nomadic”’ independ-
ent organisation founded and operated by artists since 2004 [Transart Institute,
2021]. It offers programmes of study at M and doctoral level study, currently
validated by Liverpool John Moores University (LJMU) in the UK. Described as the
first global low-residency practice-based PhD, it is aimed at individuals ‘whose
practice embodies or essentially drives their research’ [Transart Institute, 2021]. The
structure emphasises international exchange and enables doctoral candidates
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