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un premier constat
•

le terme recherche-création (R-C) n’a pas d’équivalent strict en langue anglaise

•

il y a un foisonnement de termes pas tout à fait équivalents en anglais :

prac%ce-led research
prac%ce-based research
prac%ce-based research in the arts
ar%s%c research
studio-based research
crea%ve prac%ce
crea%ve research
art and design research
arts based Research
crea%ve arts prac%ce as research
crea%ve arts research
prac%ce as research

•

crea%ve arts enquiry
crea%ve prac%ce research
arts-based educa%onal research
prac%ce as research
performa%ve research
crea%ve prac%%oner's research
art-informed research
prac%ce through research
prac%ce-oriented research in the arts
research through crea%ve prac%ce
research-through-prac%ce
ar%s%c research

il y a plusieurs acceptions pour le même terme français
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qu’est-ce que définir ?
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définir le verbe définir
•

définir, c'est répondre à la question « qu’est-ce que ? ».

•

définir, c’est séparer, distinguer, délimiter, fermer, clôturer (Aristote)

•

définir, c’est regrouper des choses, des phénomènes qui apparaissent hétérogènes
dans le monde sensible en des existants qui ont un lien de parenté antérieur à leurs
différences accidentelles (Platon)

•

définir, c’est mettre à jour l’essence, la nature ou l’en-soi de la chose ou du
phénomène

•

définir, c’est instituer un statut théorique à une chose ou un phénomène

•

définir, c’est gommer le contexte et la matérialité de cette chose ou de ce
phénomène

définir, c’est abstraire, c’est réduire
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la composante recherche (R)
distinguer entre la recherche inhérente à la démarche artistique
et
la recherche-création en milieu académique
« La recherche, qu’elle porte sur les matériaux, les techniques et les savoir-faire, ou
sur les thèmes et les idées cristallisés dans l’œuvre, impose aussi ses contraintes et
procédures qui s’ajoutent et orientent le déroulement de la création. »
Poissant, L. (2015), Méthodologies de la recherche-création. Archée

« […] the instrumental perspective […] involve research into a specific use of
materials in visual arts, dramaturgic research into a theatrical text, or even the
current fad of applying information technology in artistic practice. In all such cases,
theory or theoretical research, just like the body of technical knowledge, is used in
the service of artistic practice.
Borgdorff, H. (2012), The conflict of the faculties : perspectives on artistic research and academia, p. 36
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la recherche et la création artistique
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la recherche et la création artistique
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la composante recherche (R)
distinguer entre la recherche inhérente à la démarche artistique
et
la recherche-création en milieu académique
« Le travail théorique qui accompagne celui de création lors d’un projet de
recherche-création […] doit reposer sur un cadre théorique documenté
scientifiquement et être argumenté à partir d’un savoir partagé par la communauté
savante. […] doit prendre appui sur une méthode scientifique rigoureuse afin que
les résultats qui en émanent puissent être diffusés dans des canaux de diffusion
savants et ainsi contribuer au développement des connaissances. »
Stévance, S (2012). À la recherche de la recherche-création : la création d’une interdiscipline universitaire.
Intersections: Canadian Journal of Music / Intersections : revue canadienne de musique. 33(1), p. 6.
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la composante recherche (R)
distinguer entre la recherche inhérente à la démarche artistique
et
la recherche-création en milieu académique

« Art practice qualifies as research when its purpose is to broaden our knowledge
and understanding through an original investigation. It begins with questions that are
pertinent to the research context and the art world, and employs methods that are
appropriate to the study. The process and outcomes of the research are
appropriately documented and disseminated to the research community and to the
wider public. »
Borgdorff, H. (2012), The conflict of the faculties : perspectives on artistic research and academia, p. 43
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la recherche-création
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la recherche-création
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la composante création (C)
distinguer entre la recherche-création artistique, médiatique ou
littéraire
et
et le recours à la création dans un contexte de recherche
de recherche-intervention/action
« […] la problématique de la recherche en pratique artistique est directement liée à
la nature de cette même pratique qui va et vient continuellement entre, d’une part, le
pôle d’une pensée expérientielle, subjective et sensible et, d’autre part, le pôle d’une
pensée conceptuelle, objective et rationnelle. »
Gosselin, P. (2006). La recherche création pour une compréhension de la recherche en pratique artistique, p. 29.
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la composante création (C)
distinguer entre la recherche-création artistique, médiatique ou
littéraire
et
et le recours à la création dans un contexte de recherche
de recherche-intervention/action
« […] artistic practices and creative processes are themselves the most suitable
instruments of artistic research. It also implies that the most effective way of
articulating, documenting, communicating, and disseminating the research results is
not the dominant discursive one, but the way that uses the medium itself as its mode
of expression. One need not deny the inescapability of language to still give primacy
to the art itself in the research process and as the research outcome. Discursive
expressions may accompany the research, but they can never take the place of the
artistic ‘reasoning’. At best, they can ‘imitate’, suggest, or allude to what is being
ventured in the artistic research, or can be employed in a post hoc reconstruction of
the research process. »
Borgdorff, H. (2012), The conflict of the faculties : perspectives on artistic research and academia, p. 69
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la composante création (C)
distinguer entre la recherche-création artistique, médiatique ou littéraire
et
le recours à la création dans un contexte de recherche
de recherche-intervention/action
« Plusieurs chercheurs (Eisner, 1998 ; Ellis et Bochner, 2000 ; Richardson, 2000a,
2000b) ont encouragé l’exploration de manières alternatives de conduire et de
mettre en forme une recherche ethnographique et reconnaissent le riche éventail de
présentation des résultats, lequel comprend le récit autoethnographique, la fiction
ethnographique, le poème, le texte dramatique, les fragments mixtes, le récit
encadré ou « pris en sandwich » par un argumentaire de forme traditionnelle, le récit
stratifié alternant le fictionnel et le théorique, le texte polyvocal, le collage de
courriels, le montage de conversations, l’échange épistolaire, la partition scénique,
le scénario, la satire, le calligramme, et même les multiples narrations possibles
d’une expérience partagée. […] Sur le plan épistémologique, les pratiques
analytiques créatives se rattachent au paradigme postpositiviste […]»
Fortin, S. (2000). Danse et santé : Du corps intime au corps social, p. 226
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la composante création (C)
distinguer entre la recherche-création artistique, médiatique ou littéraire
et
le recours à la création dans un contexte de recherche
de recherche-intervention/action
« Investigators are invited into considering the entire range of communicative
expression in the arts and entertainment world - graphic arts, video, drama, dance,
magic, multimedia, and so on as forms of research and presentation. Again in moving
towards performance the investigator avoids the mystifying claims of truth and
simultaneously expands the range of communities in which the work can stimulate
dialogue. »
Gergen, M. et Gergen, K., (2003) Qualitative Inquiry: Tensions and Transformations, p. 582.

« Accepting the concern of traditional qualitative researchers about the ‘performance
turn’, it is possible to argue that a third methodological distinction is emerging :
[ performative research ] »
Haseman, B. (2006). A Manifesto for Performative Research. Media International Australia incorporating Culture and Policy (118), 103.

Cartographie de la recherche création de Louis-Claude Paquin et Cynthia Noury est mis à disposition selon les
termes de la licence Creative Commons 4.0 : Attribution - Pas d’utilisation commerciale – Pas de modiBication.

Cartographie de la recherche-création

Louis-Claude Paquin, Cynthia Noury, UQÀM

la composante création (C)
distinguer entre la recherche-création artistique, médiatique ou littéraire
et
le recours à la création dans un contexte de recherche
de recherche-intervention/action

Le tournant performatif en sciences humaines et
sociales :
autoethnographie
écritures créatives
pratiques analytiques créatives
diffusion créative
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la composante création (C)
distinguer entre la recherche-création artistique, médiatique ou littéraire
et
le recours à la création dans un contexte de recherche
de recherche-intervention/action
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la composante création (C)
distinguer entre la recherche-création artistique, médiatique ou littéraire
et
le recours à la création dans un contexte de recherche
de recherche-intervention/action
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la composante création (C)
distinguer entre la recherche-création artistique, médiatique ou littéraire
et
le recours à la création dans un contexte de recherche
de recherche-intervention/action
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la composante création (C)
distinguer entre la recherche-création artistique, médiatique ou littéraire
et
le recours à la création dans un contexte de recherche
de recherche-intervention/action
« Art based research (ABR) is a rapidly growing methodological genre.
ABR adapts the tenets of the creative arts in social research in order to
make that research publicly accessible, evocative, and engaged. »
Chilton, G. et Leavy, P. (2015). Arts-Based Research Practice: Merging Social Research and the Creative Arts.
Dans Leavy, P. (dir.), The Oxford handbook of qualitative research,.p. 403.
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la composante création (C)
distinguer entre la recherche-création artistique, médiatique ou littéraire
et
le recours à la création dans un contexte de recherche
de recherche-intervention/action
- education (Barone et Eisner 1997; Macleod et Holdridge 2006; Burge 2016)
- creative arts therapies (Biggs 2012; Beer 2015)
- music therapy (Aigen 2005)
- nursing and other health sciences (Boydell 2012)
- war-affected children (Akesson 2014)
- etc.
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définir par la nature
la R-C est un champ, un domaine
•

fields of creative and design research (Allpress 2012, p. 5)

•

emerging field of artistic research (Arlander 2010, p. 7)

•

vibrant, active field of practice-as-research (Babbage 2016, p. 48)

•

emergent field of artistic research (Borgdorff 2012, p. 6)

•

in the field of research-creation (Chapman et Sawchuk 2012, p. 8)

•

the field of practice-led research (Farber et Makela 2010, p. 9)

•

the field of artistic research (Schwab 2012, p. 4; Frisk 2013, p. 51; Wesseling 2010, p.70)

•

emerging field of practice-led research (Hamilton 2010, p. 39)

•

The emergence of the field of practice-based research (Hughes 2006, p. 284)

•

the field of practice-based research in the visual and performing arts (Paltridge 2011, p. 245)
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définir par la nature
la R-C est une discipline
- la recherche-création est une discipline à part entière (Baril-Tremblay 2013, p. 13)
- the value of discipline-specific creative practices as distinct and effective modes of knowledge
production. (Allpress 2012, p. 2)
- creative and practice-led disciplines (Bacon 2015, p. 7)
- The emergence of the discipline of practice-led research (Barrett 2007, p. 1)
- the emerging discipline of artistic research (Bolt 2016, p. 130)
- practice-led research […] within the low consensus disciplines of the arts faculty (Brook 2012, p. 1)
- […] a range of disciplines in which practice-led research is deployed, (Makelä et Farmer 2010, p.
3)
- the articulation of a discipline-specific practice as research approach (Nelson 2013, p. 183)
- in the context of creative and practice-led disciplines, (Niedderer 2007, p. 1)
- research practices that are inherently discipline-centered in the arts and humanities whereby
practice-led research in the arts is considered an area of inquiry that is important in its own right
(Sullivan 2006, p. 47)
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définir par la nature
la R-C est une discipline
« The notion of ‘discipline’ has become contested not only in the case of artistic
research but also in other areas of contemporary research. When you ask a question
about ‘disciplines’, you are really enquiring about traditional disciplinary academic
research, whereas a lot of advanced academic research nowadays challenges the
notion of ‘discipline’ – it is postdisciplinary or transdisciplinary research. Artistic
research is better understood as something that represents this kind of border
violation, rather than being a new discipline alongside other art-related disciplines. »
Borgdorff, H. (2012), The conflict of the faculties : perspectives on artistic research and academia, p. 177
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définir par la nature
la R-C est une pratique
... as research
.. led research

... based research

... through research

research through ...

prac%ce

... based research in the arts

crea%ve ...
research through crea%ve ...
crea%ve arts ... as research
... oriented research in the arts
art ... as research
esthe%c research ...
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le tournant de la pratique
une approche postmoderne, non représentationnelle et
centrée sur la performativité
« The widespread ‘turn to practice’ in many disciplines in the late twentieth century
was clear indication of a major shift away from logocentric and modernist paradigms. »
Smith, H. et Dean, R.T. (2009). Practice-led research, research-led practice in the creative arts. p. 123.

« The ‘practice turn’ in the humanities and social sciences not only sheds light on the
constitutive role of practices, actions, and interactions. Sometimes it even represents a
shift from text-centred research to performance-centred research, whereby practices
and products themselves become the material-symbolic forms of expression, as
opposed to the numerical and verbal forms used by quantitative and qualitative
research. »
Borgdorff, H. (2012), The conflict of the faculties : perspectives on artistic research and academia, p. 155.
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qu’est-ce qu’une pratique ?
une pratique est une activité incarnée et inscrite dans
une configuration matérielle singulière
« […] practice theorists conceives of practices as embodied, materially mediated
arrays of human activity centrally organized around shared practical understanding.
The point of the qualifier ‘embodied’ is that, […] the forms of human activity are
entwined with the character of the human body. Practice theorists who highlight
embodiment typically believe, further, that bodies and activities are ‘constituted’ within
practices.»
Schatzki, T.R. (2001). Practice theory. Dans Schatzki, T. R., K. Knorr-Cetina et E. v. Savigny (dir.), The practice turn in contemporary theory, p.11.

« Practice theory also joins a variety of ‘materialist’ approaches in highlighting how
bundled activities interweave with ordered constellations of nonhuman entities. Indeed,
because human activity is beholden to the milieus of nonhumans amid which it
proceeds, understanding specific practices always involves apprehending material
configurations. »
Schatzki (2001), p.12.
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problématique
si définir, c’est gommer la matérialité, la vitalité, la concrétude, la situation d’une chose
ou d’un phénomène
et
qu’une pratique est une activité incarnée et inscrite dans une configuration matérielle
singulière

comment faire une sommation de la diversité d’une pluralité de pratiques
singulières ?
notre réponse :
•

en les inscrivant dans un espace

•

en les cartographiant

Cartographie de la recherche création de Louis-Claude Paquin et Cynthia Noury est mis à disposition selon les
termes de la licence Creative Commons 4.0 : Attribution - Pas d’utilisation commerciale – Pas de modiBication.

Cartographie de la recherche-création

Louis-Claude Paquin, Cynthia Noury, UQÀM

considérations épistémologiques
« [le schème cartographique relève d’] une pensée « spatialisée » et « spatialisante
» […] une pensée des différences irréductibles plutôt que de l’unification sous des
principes et des lois ; une pensée qui n’appréhende les phénomènes que par leurs
manières multiples de se disperser dans des rapports extérieurs, et non en les
rassemblant dans l’intériorité d’une essence ; une pensée qui affirme la répartition
des distances et la coexistence des hétérogènes plutôt que leur subsomption sous
des rapports d’identité. »
Sibertin-Blanc, G. (2010). Cartographie et territoires : La spatialité géographique comme analyseur
des formes de subjectivité selon Gilles Deleuze. L'Espace géographique, 39(3), p. 225.

« Contre une conception essentialiste de l’identité logique et ontologique, Deleuze
[et Guattari dans Mille Plateaux en 1980] construit un concept de cartographie qui
articule une logique empiriste des « relations extérieures » et une pratique non
représentationnelle du savoir. »
Sibertin-Blanc, G. (2010), p. 226.
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considérations épistémologiques
« Cartographier n’est pas seulement une technique savante de représentation
graphique d’un espace préexistant au moyen d’un code de projection et de
transcription symbolique. C’est d’abord une activité vitale, impliquée par tout
processus pratique, naturel ou culturel, individuel ou collectif ; c’est ensuite une
manière de concevoir un régime de savoir impliqué par ces processus. »
Sibertin-Blanc, G. (2010), p. 229.

« En somme, « tout entière tournée vers une expérimentation en prise sur le
réel » (Deleuze, Guattari, 1980, p. 20), elle [la carte] livre une figure pragmatiste du
savoir. Elle n’est pas un instrument de réflexion mais de mobilisation ; elle n’est pas
un moyen de reproduire une réalité supposée préexistante, mais un opérateur
d’exploration et de découverte créatrice de réalités nouvelles. »
Sibertin-Blanc, G. (2010), p. 229.

« […] simultanément, vivre et penser en cartographe impose de renoncer aux
catégories de l’essence, pour promouvoir une analyse sensible à la fois à
l’immanence et à la contingence du réel. »
Sibertin-Blanc, G. (2010), p. 230.
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considérations méthodologiques
cartographier la « littérature » sur la R-C
- constitution d’un corpus de textes
- référencement des items du corpus
- forage à partir des expressions
- première sélection des résultats
- accès au document
- identification d’un passage pertinent
- préparation de la citation
- insertion dans la carte
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constitution d’un corpus

•

format des fichiers : PDF

•

Nomenclature des fichiers : Auteur (date)
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préparation de la citation

•

édition + analyse

•

retrait des sauts de pages

•

insertion de la référence
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cartographier les occurrences
fréquences des termes / nombre de pages du corpus
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Évalua%on /
Evalua%on
experiencing these works is usually
necessary for a full understanding of the
contribu%on to new understanding
(knowledge) that the prac%%oner is
making. For that reason, the role the works
play in evalua%on is vital (Candy 2011, 11)

Reﬂec%on is a meta-cogni%ve strategy of
ac%ve explora%on which facilitates the
understanding of “experiences, ac%on and
decisions taken” (Schneider 2006). John
Dewey (cited by Schneider 2006) explains
reﬂec%on as “ac%ve, persistent and careful
considera%on of any belief or supposed
form of knowledge in the light of grounds
that support it and the further conclusions
to which it tends”. A prac%%oner engages
with reﬂec%on when “the [unexpected]
arises and an a[empt is made to
understand and resolve it”. Then, reﬂec%on
is the func%onal process of
phenomenological reduc%on whereby the
subjec%ve experience is interrogated
“leaving intact all of its a[ributes, [yet]
throwing into relief both consciousnesses
itself and the object it apprehends” (De
Paul 1993:140), divided into either
reﬂec%on-in-ac%on or reﬂec%on-on-ac%on,
as argued by DonaldSchön (1983). (Doman
Laurie 2010, p. 45)

Reﬂec%on-in-ac%on is described as “that process that
allows us to reshape what we are working on, while we
are working on it. […] that allows the prac%%oner to
develop a specialised “repertoire of expecta%ons, skills,
techniques and solu%ons” S( chön 1983:60) in resolving
concerns-of-prac%ce as they arise, which ocen goes
unrecorded . In contrast,reﬂec%on-onac%onis driven by
the need to learn from experience in order to extend the
repertoire of knowledge, described as “thinking back on
what we have done in order to discover how our
knowing-in-ac%on may have contributed to an
unexpected outcome” (Schön 1983:26). (Doman Laurie
2010, p. 45)

Réﬂexivité /
Reﬂexivity
The concept of reﬂec%ve prac%ce S( chön, 1983)
provides a link between ac%on research and prac%cebased research.Schön is concerned with an
individual’s reﬂec%on on his or her own professional
prac%ce as dis%nct from the early forms of ac%on
research which were concerned with situa%ons more
broadly. (Candy 2006, 19)

Reﬂexive prac%ce is further broken down, by Sullivan, into four parts: ﬁrst,
self-reﬂexivity, a process ‘directed by personal interest and crea%ve insight, Cri%cal reﬂec%ve prac%ce
yet […] informed by discipline knowledge and research exper%se’; second, (Aziz 2009, 70)
con%nuous reﬂec%on on informa%on gathered during the process, ‘so as to
review conceptual strategies used and consider other approaches’; third,
entering into dialogue with that informa%on, so that the signiﬁcance of
meanings derived from the process is subject to debate as ‘a dialec%c
between the researcher and the researched takes place’; fourth, ac%ve
ques%oning of ‘content and contexts as problema%c situa%ons are revealed
within par%cular seWngs’ (Sullivan2005, 100–101)(Babbage 2016, p. 49)

the text is not an explana%on of the artwork;
rather, the text is an explicit, word-speciﬁc
representa%on of processes that occur during the
itera%ve art-making rou%ne, processes of gradual,
cyclical specula%on, realisa%on or revela%on
leading to momentary, con%ngent degrees of
the epistemology of knowledge in prac%ce-based understanding. To this extent, the text that one
research is one where knowledge is played
produces is a kind of narra%ve about the ﬂux of
between a ‘poe%c’ work and its wri[en exegesis, percep%on-cogni%on-intui%on ... the text accounts
and as a wri[en text (i.e. as a signifying prac%ce
for the itera%ve process that carries on un%l the
that is not %me-based) this exegesis can be said to artwork is complete and available for cri%que,
call upon the paradigm of permanence through
apprecia%on, interpreta%on, descrip%on,
%me. (Mercaio, 2009, p.112)
evalua%on. (Ross Gibsoncité par Candy 2006, p.9)

be structured around reﬂec%on according to a
format that could include “iden%ﬁca%on of issues,
concerns and interests to be worked within the
project” (Scrivener 2000:10), a review of “theory,
knowledge and informa%on relevant to iden%ﬁed
issues, concerns and interests” (Scrivener
2000:10), reﬂec%on on process produc%on and a
summa%ve reﬂec%on that,“re-contextualises/ reframes issues, concerns and interests in response
to material produced” (Scrivener 2000:10).Doman
(
Laurie 2010, p. 44)

The Research-Ques%on Model […] both the
crea%ve project and the wri[en component
respond to a single research ques%on. […] both
components seeking to oﬀer independent answers
through the introduc%on of a ‘third term – the
research ques%on’ (Milech 2006, 10). Each
component oﬀers answers which are independent
because each enquiry is processed through a

compressing […] results (i.e., an original
ﬁngering strategy) into a formal,
academic document. Due to
The exegesis becomes a framing device, a lens for
conven%onal academic research
understanding the project and its various contexts […]
requirements (e.g., discussion of
would have to provide:
• a statement of intent outlining the problem or ques%onpreceding research, establishment of a
theore%cal framework and research
to be addressed
method, and expression of results as
• a contextualisa%onof the enquiry in respect of the
loca%on or environment of the study; within the disciplinecondensed, logical, and transparent
and a body of theory and in rela%on to the researcher’s statements), the research came to alter
me as a researcher and as an ar%st.
own work previous to the study
• an outline of the method/process followed including (CARPA 2010, 107)
ethical considera%ons where applicable.
Thus, the researcher would have to provide a selfreﬂec%on on the project. D
( oman Laurie 2010, p. 44)
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i. Research which is ini%ated in crea%ve prac%ce in the visual and
prac%ce is seen as interes%ng in
performing arts, where ques%ons, problems, challenges are
itself: the research subjects are, the
iden%ﬁed and formed by the needs of crea%ve prac%ce and
theory-infused analyses, rou%nes,
prac%%oners;
methods and habits of the ﬁeld,
ii. Research that is carried out through both crea%ve prac%ce and
diﬀerent ways of seeing, cultural
the prac%ce of scholarly wri%ng, i.e., a thesis, using methods
forms and structures. (Nimkulrat,
familiar to both prac%%oners and academics;
O’reiley 2009, p.73)
iii. Research that has its primary focus on developing conceptual,
prac%ce-based and formal innova%on that progresses knowledge in
non-discursive,
the project’s designated ﬁeld. (Partridge 2011, p.245)
performa%ve, and
ar%s%c quali%es,
the systema%c use of the ar%s%c process,
(Borgdorﬀ 2012, 54)
the actual making of ar%s%c expressions in
all of the diﬀerent forms of the arts, as a
primary way of understanding and
examining experience by both researchers
and the people that they involve in their
studies. (McNiﬀ 2008, p. 29)
the situatedness of artworks and
as a method or
art prac%ces also raises the
as a mode of
ques%on of thesituatedness of
communica%on
designed, ar%culated, and
prac%ce-based research done within
for experien%al
documented with both
them. (Borgdorﬀ 2012, 148)
content (Biggs,
discursive and ar%s%c means.
2004b, 1)
(Borgdorﬀ 2012, 55)

Caractéris%ques /
Characteris%cs

ins%tu%onal integra%on
of research into
professional art schools
(Borgdorﬀ 2012, 34)

obliged to speak the new
vocabulary of ques%on,
context and method
(Barﬁeld Quinn, 2004, 2 )

Liens avec l'académique /
Rela%on to the academic
personal interest and
experience, rather than
objec%ve ‘disinterestedness’
mo%vates the research process.
(Barre[ 2007, 119)

iden%fying and delinea%ng
speciﬁc dimensions of the art
making process that could be
ar%culated as academic
research (Aziz 2009, 70 )

The claim to crea%ve produc%on as a mode of knowledge
acquisi%on can be made in two ways. First, it can be claimed that
whilst this is the case, under normal circumstances the new
knowledge acquired remains tacit. The job of research, we might
argue, is to make this knowledge explicit. […]. Second, […] wish to
claim that the works of crea%ve produc%on stand as both
jus%ica%on and communica%on of the knowledge acquired. Under
this view, the goal of crea%ve produc%on and research are
indis%nguishable: crea%ve produc%on is research.Nimkulrat,
(
O’reiley 2009, p.78)

ac%vi%es or processes
undertaken as part of crea%ve
arts prac%ce
(Aziz 2009, 79 )

Within a phenomenological ontology, it is
understood that there is only one source of
certainty: the embodied experience (Reynolds 2005).
Embodiment refers to the plethora of (not
necessarily physical) s%muli that conscious beings
experience with varying levels of consciousness
(Reynolds 2005). Phenomenological thought
generally focuses on the descrip%on of reality as it
appears to the individual; in other words, individual
understanding is proposed as the basic structure of
experience (Moustakas 1994:10). (Doman Laurie
2010, p. 45)

Exégèse /
Exegesis

Prac%ce based Research
PbR

L'artefact /
The artefact
The Commentary Model puts the prac%ce
component ﬁrst by oﬀering an explana%on or
commentary on the prac%cal component
(Berridge 2007, 8). […] a research report that
‘present[s] the research framework: the key
ques%ons, the theories, the disciplinary and
wider contexts, of the project; or a report that
tells the story of the research: its aims, its
methods, its achievements’ M
( ilech 2006, 9). […]
the wri[en component ocen becomes a
process-based report that outlines ‘the preproject reﬂec%on (including theory), the work
episodes and post-project reﬂec%on’ Berridge
(
2007, 7). (Partridge 2011, p.251)

The problem of prac%ce-based doctorates in art and
design has arisen due to the lack of explicit clariﬁca%on of
the diﬀerent terms (e.g. prac%ce-led research, prac%cebased research, ar%s%c research, etc.) used to call research
that includes ar%s%c prac%ce into the research process.
The use and meaning of each term varies among
countries, ins%tu%ons, disciplines, or even researchers
within an ins%tu%on. (Nimkulrat, 2011, p. 60)

it is important to be clear how
each (theory and prac%ce) can
lead to developments in the
other. (Candy 2011, 4)
In the Context Model the wri[en component outlines
‘the historical, social and/or disciplinary contexts’ from
or within which the crea%ve component has arisen
(Berridge 2007, 8). The strength of this model is
described as ‘the breadth of language that can be used
and the way in which it can conform with the
ins%tu%onal needs of universi%es’ B( erridge 2007, 8). It
is argued, however, that the Context Model is
disadvantageous in its failure to address the
rela%onship between the two components of the PhD
(Berridge 2007; Milech 2006).(Partridge 2011, p.250)

• theore%cal context: The theore%cal
context engages with the nature of the
medium employed, its epistemological and
ontological underpinnings, cri%cal theories
and historical tradi%on in order to situate the
produc%on of the CA [craea%ve artefact] in a
broader sociocultural and theore%cal debate.
• conceptual context: The conceptual
context explores the relevant background to
the idea as construct and fundamental
underpinning informing the CA.
• process context: The procedural context
focuses on the dimension of produc%on,
reﬂec%ng on choices, both aesthe%c and
materials-based, explored in the produc%on
of the artefact. It is in this phase that cri%cal
reﬂec%on on the evolu%on of the artefact/s
is discussed, illustrated, including any
discoveries made, either from an
experimental or aesthe%c point-of-view.
• methodological context: The
methodological context immerses the
researcher in the underlying ontology of the
opera%onal research ra%onale. (Doman
Laurie 2010, p. 46)

the role of text and image,
the rela%onship between form and content,
the func%on of rhetoric,
and the manifesta%on of experience.
(Biggs, 2012, 34)
the use and presumed
context of the word
‘knowledge’, for
example in the sense of
‘knowledge how’ or
‘knowledge that’,
needs to be carefully
ar%culated in any
report (Candy 2011, 6)

The exegesis, by means of a
reﬂexive textual framing, orientates
the project in rela%on to what it set
out to explore, the success of its
realisa%on as well as the knowledge
obtained about individuated
prac%ce in the process of
conduc%ng the project. (Doman
Laurie 2010, p. 44)

Enjeux /
Challenges

reexamine the rela%onship between our
scholarly arguments and the modes of
expression we adopt to record, represent,
and communicate them. […] it is a mode of
inves%ga%on which permits the par%cipa%ng
research community to synthesise everincreasing amounts of explicit and subliminal
input, and this obviously has implica%ons for
how we represent our research; should we
con%nue to assume that a single, coherent
‘authorita%ve’ text is automa%cally more
‘serious’ than a series of provisional,
tenta%ve remarks or discrete facts
presented in the form of a dialogue or
narra%ve? Is a complex, unconven%onal
narra%ve be[er suited to exploring the play
of conceptual possibili%es than a simple
conven%onal one? (Hughes, 2006, p, 284)

The obvious danger with the no%on of prac%ce-based
research is that it reiﬁes the prac%ce—the ac%vity of making
as evidenced by the object—over a rela%onal analysis of
how such ac%vity is itself ‘made up’ of a plethora of non-art
prac%ces (of publicising, displaying, evalua%ng, discussing,
funding, networking, manufacturing, selling et cetera) that
relate to the trade (as dis%nct from crac) which provides
any cultural object with its currency (in all senses of this
term). (Brook, 2010, p. 4)
The diﬃculty lurks in the presumed
impossibility of arriving at a more or less
objec%ve assessment of the quality of the
research (Borgdorﬀ 2012, 55)
A framework for prac%ce-based
research comprises a conceptual
structure that is used to inﬂuence
prac%ce, inform theory and, in
par%cular, shape valida%on or
evalua%on (Candy 2011, 8)
debate on prac%ce based research
is theore%cal and abstract,
focussing on such issues as
originality and knowledge
(Scrivener Chapman, 2004, p. 1

strategies available – the
reﬂec%ve prac%%oner, par%cipant
research, par%cipatory research,
collabora%ve enquiry and ac%on
research (Ba[y 2015, 185)

there is implied ﬁxity of methodology – ‘meaning
that all of the knowledge and understanding
generated by the project arises from the prac%ce
itself (Beacon 2015, 4)
1) a reﬂec%on that examines the
prac%%oner’s mo%va%ons and
choices in rela%on to the process of
CA [crea%ve artefact] produc%on,
2) the ac%on of CA crea%on
undertaken as a core moment in
the research process,
3) the descrip%on of the ac%on to
understand the individual
embodied experience thereof and,
4) evalua%on and considera%on of
alterna%ve strategies and other
possible op%ons that again feeds
into the act of CA crea%on. D
( oman
Laurie 2010, p. 46)

From Aristotle’s perspec%ve, theore%cal knowledge is knowledge in search of
answers, moving towards essences or truths, whilst the produc%ve is knowledge
concerned with making, and the prac%cal is concerned with judgment (Smith 1999).
All three classiﬁca%ons consist of explicit knowledge or knowledge that is
“ar%culated, recorded, formal, systema%c” (Durant- Law 2003:3) and tacit
knowledge - that “personal context-speciﬁc knowledge that is diﬃcult to formalise,
record or ar%culate” (Tiwana cited by Durant-Law 2003:3). Both prac%cal and
produc%ve knowledge involves the assessment of the character of prac%cal
reasoning not associated with the posi%vist deduc%ve or induc%ve modes of
reasoning, on the basis of the argument that the ra%onality of a prac%ce directly
inﬂuences its epistemological legi%macy Pakes
(
2004:1). (Doman Laurie 2010, p. 43)

capacity to generate personally situated
knowledge and new ways of modelling and
externalising such knowledge while at the
same %me, revealing philosophical, social and
cultural contexts for the cri%cal interven%on
and applica%on of knowledgeoutcomes
(Barre[ 2007b, 2)

produces knowledge that
is embobied and situated
(CARPA 2012, 71)

employs my ownartsworks as
case studiesans reﬂects on
them in retrospect through
chosen theore%cal concepts
acknowledges alterna%ve, compe%ng or even contradictory
belief systems that nonetheless somehow organise diverse and (CARPA 2012, 122)
variable (culturally, professionally and historically) concep%ons
of reason. […] not merely to deconstruct systems of logic which
Theory derived from
depend on a process of self-valida%on for their support, but also
disciplined arts praxis is
to reconstruct the ques%on of how we might inves%gate, make
cons%tuted in part as it
reasonable comparisons, judgements and evalua%ons, and use
is physically materialized
language in contexts where there can exist no ‘proof’ as such.
or saliently represented
(Hughes, 2006, p, 286)
and reiterated through
studio arts or
performance media.
(Rolling 2010, p. 105)

When art prac%ce is theorized as research,
it is argued that human understanding
arises from a process of inquiry that
involves crea%ve ac%on and cri%cal
reﬂec%on. As a signiﬁcant means of human
understanding, art prac%ce is very mindful
work as it makes good use of cogni%ve
processes that are distributed throughout
the various media, languages, and
contexts used to frame the produc%on and
interpreta %on of images. (Sullivan, 2006,
p. 28)

The process of genera%ng prac%%oner
knowledge arises from sources that are ocen
unique to the individual and are embedded in
tacit understandings that require
externalisa%on; (Candy 2011, 7)

generate “personally-situated
knowledge,” new ways of
modelling and materializing this
knowledge (Chapman et
Sawchuk, 2012, p. 3)

Theory […] is likely to consist of
diﬀerent ways of examining, cri%quing
and applying areas of knowledge that
are considered relevant to the
individual’s prac%ce. (Candy 2011, 11)

theory and prac%ce from stable abstract systems
to spaces of exchange, reﬂexivity, and
rela%onality found in a con%nuous state of
movement. Thus, theorizing and prac%cing
become something other than what they were
and exist in constant movement toward
becoming (Irwin 2013, 199)

The CA [crea%ve artefact], as repository of produc%ve
and prac%cal knowledge, is of a tacitinterpre%vist
nature, demonstra%ng an individuated
comprehension of reality (Mathison 2007:1),
represen%ng, to the crea%ve prac%%oner, “ques%ons
and ideas” (Sullivan 2005:181) concerning knowledge
contained and “caught in experience and situa%ons”
(Sullivan 2005:189).

how ar%facts and their visual presenta%ons can be combined with textual
presenta%ons to demonstrate:?. how knowledge may be embodied in
ar%facts and their crea%on; and?. how ar%facts and their crea%on may be
contextualized in a research process as outcomes and a method
respec%vely – the epistemological challenges for this form of research.
(Nimkulrat, 2014, p.28)

Research includes the produc%on of some kind
of descrip%on of what is new or what has been
discovered or created [...] the text that
accompanies the work may indeed illuminate
new apprehensions or a new way of
crea%ng apprehensions that we can claim as the
new knowledge produced (Candy 2011, 3)

I understood prac%ce-based research as research
where it was ‘through’ the process of a[emp%ng to
create a par%cular documenta%on modality, in
which I inves%gated what that modality was. In
addi%on, it was ul%mately through the outcomes of
that inves%ga%on (the documents) that I
communicated its results M
( ercaio, 2009, p.107).

Connaissance
/ Knowledge
crea%ve artefact is the basis
of the contribu%on to
knowledge, (Candy 2006, 3)

Here, theories of discourse and prac%ces of research are
some of the framing condi%ons of the academic art world
that impact on how ar%sts’ cogni%ve disposi%ons and
crea%ve capaci%es are interpreted. The expecta%on of the
ar%st- researcher is that he/ she is crea%vely using prac%cebased research to produce new knowledge by crea%ng
artworks of cri%cal acclaim that serve mul%ple ends related
to theory and discovery. (Sullivan, 2011, p. 114)

an original inves%ga%on undertaken in order to gain new
knowledge partly by means of prac%ce and the outcomes of
that prac%ce. In a doctoral thesis, claims of originality and
contribu%on to knowledge may be demonstrated through
crea%ve outcomes in the form of designs, music, digital media,
performances and exhibi%ons. Whilst the signiﬁcance and
context of the claims are described in words, a full
understanding can only be obtained with direct reference to
the outcomes. (Candy 2006, 1)

three types of knowledge that
seem to me to be implied in
prac%ce-based research: implicit,
tacit and ineﬀable knowledge
(Biggs, 2004b, 7)

example [of] naturalis%c
inquiry, which places the
researcher ﬁrmly within the
research process, ocen as
‘par%cipant’ (Gray, 2010, 25)

Rapport à la théorie /
Rela%on to theory

reﬂec%on on prac%ce as part of a
research design can be traced to
Husserlian philosophy (Doman
Laurie 2010, p. 44)

prac%ce-based research degrees permit
submission of crea%ve prac%ce in conjunc%on
with a wri[en piece (thesis, exegesis) of variable
length for a research degree. As with theAHRC
deﬁni%on, the problem is that while they specify
the formal rela%onship between prac%cal and
wri[en work, they remain silent about the
intrinsic rela%onship of the two, i.e. about how
the two parts relate with regard to the
embodiment and communica%on of knowledge.
(Niedderer, 2007a, p. 3)

Documenta%on /
Documenta%on

knowledge produc%on
origina%ng from ar%s%c
concerns. (CARPA 2010, 1)

Cri%que /
Cri%cism
simply restates the old theory/prac%ce dichotomy
in a new guise while seeming to say more
(Macload 2006, p. xiii)

narra%ve methods that are
appropriate for situa%ng and
ar%cula%ng the research
process and its outcomes.
(Barre[ 2007b, 12)

the valua%on of the form in which the problems
have been resolved can be one of the keys, so
that it will be very important to be able to count
on the visual informa%on that allows them to
comprehend/understand be[er which are the
keys of the technique that’s been developed.
(Perez Lopez 2007, p. 71)

the role of the crea%ve artefact described as the
research output, presen%ng and containing not
only new knowledge but also new forms of
knowledge. The knowledge said to be contained in
this artefact tends to be transforma%ve Halford
(
&
Knowles 2005) and geared towards understanding
rather than explica%on (Sullivan 2005), showing a
fundamental underpinning in phenomenological
discourse as a qualita%ve research strategy
(Sokolowski 2000:85). Concepts such as
phenomenological inten%onality and the
understanding of embodied experience and the
lived world (Sobchack 1992) provide an ontological
context for reﬂec%on to grapple with and validate
the poten%ally tacit and subjec%ve knowledge
(Moustakas 1994:99) so contained. (Doman Laurie
2010, p. 40)

systema%c enquiry through
prac%ce-based research into
their own arts prac%ce,
(Biom, 2011, 364)

Rapport à la
pra%que ar%s%que /
Rela%on to ar%s%c prac%ce
engage in a dialogue between
their art-making prac%ces and
their conceptual thinking about
art as research (Beacon 2015, 9)

art and design processes and
products func%on in a substan%ve
manner: the research could not be
conducted without them
(Nimkulrat, O’reiley 2009, p.76)

Rapport à la personne /
Rela%on to people
The prac%%oner is the researcher, who iden%ﬁes researchable
problems raised in prac%ce, and responds to these through
prac%ce (or aspects of it); the researcher’s role is mul%faceted:
some%mes the generator of the research material; some%mes
the selfobserver through reﬂec%on and through discussion;
some%mes the observer of others for placing the research in
context, and gaining other perspec%ves; some%mes the
coresearcher, facilitator and research manager, especially of a
collabora%ve project. (Gray, 2010, 71)

prac%ce-based methodologies are emergent, that is the research
strategy grows and unfolds from the prac%%oner’s interac%on with
the research ques%on and context, and the research is grounded
descrip%on and evalua%on of (Gray, 2010, 72)
prac%ce as a star%ng point
research ques%ons need to have the capability of
for research. (Gray, 2010, 59)
genera%ng responses that a community of users, the
audience, ﬁnds useful. It needs to do this in such a
a cyclical process of puWng
way as to have some sort of impact on the ideas and
theore%cal knowledge into
ac%ons of that audience. Having an impact depends
prac%ce and revising theory as
on making a persuasive connec%on between the
a result of the outcomes.
ques%on and the answer, and that is the func%on of
(Candy 2011, 8)
method. (Biggs, 2004b, 9)

Méthodologie /
Methodology
interplay between prac%ce, theory and
evalua%on involved many itera%ons and
interac%on between the elements as the
crea%ve process drove a con%nuous
process of change. (Candy 2011, 16)

arteology, psycho-biography, autoethnography, visual phenomenology,
context-deﬁni%on/ experimenta%on
models and visual research. (Doman
Laurie 2010, p. 42)
In ethnographic and ac%on research in par%cular,
strategies have been developed that can be useful
to ar%sts in their prac%ce-based research; these
include par%cipant observa%on, performance
ethnography, ﬁeld study, autobiographical
narra%ve, thick descrip%on, reﬂec%on in ac%on, and
collabora%ve inquiry (Borgdorﬀ 2012, 155)

structured reﬂec%on recorded in a research journal, not necessarily linear
in execu%on, into:
• reﬂec%on on personal preferences and approach to technique, concept,
aesthe%cs and method/methodology that posi%ons the researcher’s intent
at the start of the project
• reﬂec%on on the results of process; how choices made during produc%on
corroborated or contradicted the ini%al visualisa%on
• summa%ve reflec%on on learning through engagement with reﬂec%ve
prac%ce, that will, in Christopher Johns’s (2002:10) words, prompt “the
prac%%oner to deconstruct her experiences in ways that hopefully will lead
to understanding and insights that can be applied to new experiences”.
(Doman Laurie 2010, p. 46)
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described as having an orienta5on that
is “predominantly post-modernist,”
“acknowledging non-linearity, dynamic
systems, change, uncertainty” with
adherences to construc5vist paradigms
(Vaughan 2005, p. 4)

research in which the research is ini5ated by an ar5s5c
hunch, intui5on, or ques5on, or an ar5s5c or technical
concern generated by the researcher’s own prac5ce
which it has become important to pursue in order to
con5nue that prac5ce. It may not be linked ini5ally to
any formally ar5culated ques5on, hypothesis or
theore5cal concern, although it may lead to them.
(Rubidge 2006, p. 6)

for crea5ve prac5ce to be considered as research there are three requirements to
be met. Crea5ve prac5ce and its outcomes need to be,
• diﬀeren5ated from previous work of the researcher and ﬁeld such that the
elements of explora5on and discovery are iden5ﬁable,
• rendered accessible/available through either publica5on and/or exhibi5on as a
public ac5vity, one open to scru5ny by peers,
• transparent and clear in its structure, process and outcomes – that it provides
clear explica5on and explana5on that is usually exege5cal in nature,
• transferable so that informa5on or outcomes are useful beyond the speciﬁc
research project or applicable in principle to other researchers and research
contexts. This requires that the prac5ce and outcomes are adequately theorized,
described and contextualized. ( Mafe Brown 2006, p. 3)
It is carried out by prac55oners, such as
ar5sts, designers, curators, writers,
musicians, teachers and others, oben, but
not necessarily, within doctoral research
programmes. (Candy, 2006, p. 2)

In using the term prac5ce-led research, we as editors are referring both to the
work of art as a form of research and to the crea5on of the work as genera5ng
research insights which might then be documented, theorised and generalised,
though individual contributors may use this and related terms rather diﬀerently.
Ideally we would expect a research element to be present in both research and
work crea5on, though we would normally see the documenta5on, wri5ng and
theorisa5on surrounding the artwork as crucial to its fulﬁlling all the func5ons of
research. In our view for an artwork itself to be a form of research, it needs to
contain knowledge which is new and that can be transferred to other contexts,
with li[le further explana5on, elabora5on or codiﬁca5on, even if this transferral
involves a degree of transforma5on. (Smith Dean 2009, 7)
By ‘prac5ce-led’ I mean, ﬁrstly,
research which is ini5ated in
prac5ce, where ques5ons,
problems, challenges are iden5ﬁed
and formed by the needs of
prac5ce and prac55oners; and
secondly, that the research
strategy is carried out through
prac5ce, using predominantly
methodologies and speciﬁc
methods familiar to us as
prac55oners in the visual arts.
(Gray 1996, p. 3)

The anxie5es surrounding a research ques5on for prac5celed research may be founded not only in an insecurity
concerning verbal competence among some visual ar5sts
and a certain distrust of the hegemony of words, but also
out of a belief that art should be unpredictable and
ambiguous and, as I will argue here, out of a
misunderstanding of the form and role that an eﬀec5ve
research ques5on should have. ( Petelin 2014, p. 190)
Because research ac5vity was deﬁned in the language and
methods of science and technology, it was logical to use the
sciences as the benchmark when considering how the arts
contributed to the research enterprise in the university se9ng.
The argument used was the strategy of deﬁning ‘equivalence’.
If the crea5ve process involved in prac5ce-led research was
accepted as a form of research in its own right then it had to be
shown to be equivalent to acknowledged research tradi5ons.
(Sullivan 2009, p.45)

There is a general way in which research is a part of many ac5vi5es. In this general
way, research refers to the act of ﬁnding out about something and is involved in
learning about a topic, extending a skill, solving a problem and so on. In par5cular,
almost all crea5ve prac5ce involves this general type of research, and oben lots of it.
In contrast, there is a more limited use of the word research prevalent in academia
and about which this ar5cle is concerned, where the term refers to uncovering
evidence that builds or elaborates upon a theory. Our more limited academic deﬁ
ni5on also requires that research should be coherent and situated within a broader
theore5cal framework. In other words, academic research should be situated within
a body of extant knowledge, regardless of whether the research supports or
challenges exis5ng theory or exis5ng prac5ces. (Brown Sorensen 2009, p. 153)
prac5ce-led researchers do meet the ﬁrst test of all research
– there is a ‘problem’ (oben several problems) – but its
deﬁni5on will emerge during the research and it may well
be that it is only in the ﬁnal stages [my italics] that a
prac5ce-led researcher will ar5culate and explicitly connect
the problem with the trajectory their research has taken.
(Haseman, 2007: 13 cité par Petelin 2014, p. 193)

Experimental or ethnographic approaches are based on
observa5on in the world. The sciences have largely conducted
research in this way since the Renaissance. There is, of course,
variety in this approach, including direct observa5on oben
featured in disciplines such as biology and anthropology,
through to the measuring of designed interven5ons in
disciplines including engineering, agriculture and social or
poli5cal ac5vism. (Brown Sorensen 2009, p. 155)

crea5ng art that can be
integrated into academic
discourse. (Bacon, 2015, p. 20)

Rapport avec l'académique /
Rela%on with the academic
It is well accepted in the literature on both quan5ta5ve and qualita5ve research that research
design needs to ﬂow from a central research ques5on or problem statement, or (in grounded
theory) from the experiences and understandings of the popula5on being researched. The
importance of iden5fying ‘the problem’ or ‘the issue’ is evident both in compe55ve grant
processes and in framing research proposals for doctoral study. As a ma[er of course,
applicants are asked to give a clear statement of the problem; to set out aims and objec5ves
and the research ques5ons to be answered; and researchers are oben asked to list the
hypotheses to be tested. Statements of purpose, background, relevant literature, signiﬁcance
of the research problem and deﬁni5ons of key terms follow. These requirements cons5tute
problem-led research, and this can be addressed both by qualita5ve and quan5ta5ve
methodologies. (Haseman, 2006: 100 cité par Petelin 2014, p. 191)
The interdependent nature of experimental and
conceptual aspects of research highlights a
pronounced diﬃculty for prac5ce-led research. It
requires that the inves5gator be both a prac55oner
of some experience and a researcher of some
signiﬁcance. (Brown Sorensen 2009, p. 156)

possibility of addressing [examina5on of student work,
the quan5fying of research output by academic staﬀ
conducted by university administrators, and the
assessment of research funding applica5ons] all at the
level of epistemological cri5que, the premise of which
is that knowledge can be produced and communicated
in a mode other than scholarly disserta5on. (Brook,
2010, p. 3)
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emphasises prac5ce as an
ac5ve component of the
research process (Fraber
2010, p.2)
employs professional and crea5ve prac5ce
methodologies and evalua5ve criteria. As an
evolving area prac5ce-led research is s5ll
developing its methodologies. They are oben
characterised by hybridity, appropria5ng
methods from other research domains. (Smith
Dean 2009, p. 67)

Dialec%cal prac%ces are forms of inquiry whereby the
ar5st-researcher explores the uniquely human process of
making meaning through experiences that are felt, lived,
reconstructed and reinterpreted. These may be personal
or public and may result from experiences of art-making
processes or outcomes of encounters with artworks.
Consequently meanings are ‘made’ from the transac5ons
and narra5ves that emerge and these have the power and
agency to change on an individual or community level.
(Sullivan 2009, p.50)

Concurrent with the emergence and
development of more ‘ar5s5c’
methodologies has been a ‘paradigm shib’ in
most, if not all, areas of thinking;
‘postmodern’ ideas have had an impact on
most aspects of culture and society,
changing the way we relate, communicate,
and generate knowledge. It is in this context
that prac5ce-led research is developing and
to which it must respond. (Gray 1996, p. 2)

Prac5ce-led research, par5cularly for the crea5ve
prac5ce-led researcher, is unruly, ambiguous and
marked by extremes of interpre5ve anxiety for the
reﬂexive researcher. It is this way because it is deeply
emergent in nature and the need to tolerate the
ambiguity and make it sensible through heightened reﬂ
exivity (Haseman Mafe 2009, p. 220)

Conceptual prac%ces are
at the heart of the
thinking and making
tradi5ons whereby ar5sts
give form to thoughts in
crea5ng artefacts that
become part of the
research process. Here
the ar5st-researcher
engages in prac5ces that
make good use of the
capacity to ‘think in a
medium’ u5lising the
distributed cogni5ve
modali5es associated with
visual knowing. (Sullivan
2009, p.50)

the various domains of inquiry that encompass areas typically opened
up in ar5s5c research undertaken in studio contexts within university
se9ngs. (Sullivan 2009, p.49)

from the outset prac5ce-led
the researcher enters an ini5ally inchoate ﬁeld, at most having a
research is mul5disciplinary. It is
barely formed specula5ve ques5on or hypothesis, then using his
built, at 5mes uneasily, from
or her professional experience insights and skills, embarks of a
contras5ng registers of
research journey in which ini5ally even the research pathway
professional ac5vity, crea5ve
may not be clearly deﬁned. In this type of research, although
prac5ce and academic research.
apparently without direc5on at its commencement, as the
(Haseman Mafe 2009, p. 218)
research progresses underlying research ques5ons make
themselves known and the research gradually focuses its
crucial interrela5onship that exists
a[en5on on those ques5on. ( Rubidge 2006, p. 8)
between theory and prac5ce and the
relevance of theore5cal and
philosophical paradigms for the
contemporary arts prac55oner.
(Barre[, 2007, p.1)

meaning ‘not research into, or
about, crea5ve prac5ce, but
research through crea5ve
prac5ce’ (Brook, 2012, p. 2)

radical disciplinary
openness (Baker,
2011, p. 36)

(Gray 1996, p. 1)
studies whose research
ques5ons do not arise primarily
from theore5cal curiosity, but
from everyday prac5ce.
(Borgdorﬀ, 2012, p. 83)

The central strand that binds the four interconnected areas of prac5ce is inherently theore%cal and
is the site where research problems and issues are found and explored – this is the ‘making space’ of
the studio experience […] When seen in rela5on to the surrounding areas, diﬀerent perspec5ves and
prac5ces may emerge as inquiry twists and turns towards various sources in the explora5on of
forms, purposes and ac5ons (Sullivan 2009, p.49)

Contextual art prac%ces make use of cogni5ve
processes that are best described as ‘thinking
in a se9ng’ that is situa5onal and makes use
of visual texts, issues, debates and desires that
are local in focus but global in reach. (Sullivan
2009, p.50)

is concerned with the nature of prac5ce and leads to new
knowledge that has opera5onal signiﬁcance for that prac5ce.
In a doctoral thesis, the results of prac5celed research may
be fully described in text form without the inclusion of a
crea5ve work. The primary focus of the research is to
advance knowledge about prac5ce, or to advance knowledge
within prac5ce. Such research includes prac5ce as an integral
part of its method and oben falls within the general area of
ac5on research. (Candy, 2006, p. 1)

Caractéris%ques
/ Characteris%cs

intrinsically experien5al
(Smith Dean 2009, p. 84)

dis5nc5ve research strategies, interpreta5ve
methods and outcomes arising in and out of
crea5ve arts, which are drawn from the working
methods and prac5ces of ar5sts and prac55oners
point us towards a new research paradigm.
(Haseman 2006 cité par Bolt 2016, p. 132)

a new species of research, genera5ve
enquiry that draws on subjec5ve,
interdisciplinary and emergent
methodologies that have the poten5al
to extend the fron5ers of research
(Barre[, 2007, p.1)

Michael Polanyi at the start of his inquiries into tacit knowledge in the
1950s. Polanyi, a chemist, was interested in the social aspects of
science, par5cularly the signiﬁcance of the hypothesis and how it is
formed. He pointed out that a hypothesis cannot be “proven” by
stepwise reasoning from what is already known, the scien5st must
make a commitment to reach this further shore on the basis of a
passionate “heuris5c an5cipa5on” rather than dispassionate (explicit)
knowledge (Polanyi , 1962, p. 130, pp. 309-310). (Rust 2007, p. 70)
Biggs (2004), sugges5ng that our heritage from ancient
Greek philosophy undervalues experience, has
reviewed the subject of tacit, experien5al or nonproposi5onal knowledge in art and design research. He
characterises tacit knowledge as “knowing how”, which
does not reﬂect the breadth of ideas explored by
Michael Polanyi in forming his theories of tacit or
personal knowledge. (Rust 2007, p. 70)
Knowledge is nego5ated ( intersubjec5ve?), context
bound, and is as a result of personal construc5on.
Research material may not necessarily be
replicated, but can be made accessible,
communicated and understood. This requires the
methodology to be explicit and transparent
(documenta5on is essen5al) and transferable in
principle (if not speciﬁcs). (Gray 1996, p. 13)
is concerned with the nature of prac5ce and leads to
new knowledge that has opera5onal signiﬁcance for
that prac5ce. The main focus of the research is to
advance knowledge about prac5ce, or to advance
knowledge within prac5ce. […] Such research
includes prac5ce as an integral part of its method
and oben falls within the general area of ac5on
research. (Candy, 2006, p. 3)

knowledge-sharing
by narra5on within
the crea5ve artefact
and the exegesis
(Bacon, 2015, p. 7)

Connaissance
/ Knowledge
knowledge [is] derived from
prac5ce and not the artefacts
produced by that prac5ce
(Mafe Brown 2006, p. 1)

In our digital media work, knowledge is created and expressed
through a conversa5on between research and prac5ce. The nature
of this conversa5on may vary with diﬀerent types of prac5ce, but
we believe there are consistencies that comprise the character and
style of this type of research. The research and prac5ce with which
the authors have been most involved is the algorithmic genera5on
of digital content, crea5vely expressed as audio and visual media art
works, and in this chapter we will reﬂ ect on our prac5ce of livecoding in par5cular. (Brown Sorensen 2009, p. 154)

candidates need a clear understanding of the
rela5onship between their artefact and exegesis;
manage the unexpected changes in the crea5on of
the artefact which may aﬀect research ques5ons
and processes; nego5ate the wri5ng and structuring
of the exegesis in the light of, what may prove to be,
an emerging research process; (Colbert 2012, p. 9)
The situa%ng concepts sec5on frames the research through an explana5on of
the key concepts that situate the research and prac5ce. As the ‘theore5cal’ or
‘conceptual’ part of the exegesis, this sec5on includes the deﬁni5ons of key
terms, an explica5on of key issues and concerns in the ﬁeld(s), and an
explana5on of how they have been understood within the literature. It also
establishes a theore5cal framework for understanding the prac5ce. Some
researchers focus on one central concept and theore5cal perspec5ve, while
others work through a cluster of themes. The more hybrid and interdisciplinary the project, the more likely it is that mul5ple concepts are covered,
and in the larger doctoral projects, discussions tend to be more complex, mul5faceted and nuanced. (Hamilton 2010, p. 34)

The precedents of prac%ce sec5on situates the prac5ce in rela5on to its broader
ﬁeld(s). This sec5on might also be referred to as a ‘contextual review’ or
‘repertoire review’. It examines the key precedents in the ﬁeld and posi5ons them
in rela5on to the broader cultural world in which they operate. It thus establishes
the ground for understanding the rela5onships and dis5nc5ons between these
key precedents and the researcher’s prac5ce. Some researchers map out a long
history of associated prac5ce, stretching back decades or even centuries, while
others focus on recent exemplars, depending on the ﬂuidity of the ﬁeld. Some
researchers focus on a few prac55oners or exemplars and provide an in-depth
discussion on them, while others draw on many examples in a broader discussion
of the ﬁeld. (Hamilton 2010, p. 35)

The introduc%on announces and frames the research project. It
typically ar5culates the research topic and provides a synopsis of
the project as a whole (including both the exegesis and crea5ve
works, and how they relate to one another). It brieﬂy situates the
project within its ﬁeld of prac5ce and outlines the overarching
methodology and methods used (which may include strategies of
making, presen5ng, documen5ng, reﬂec5ng, reading and
conceptualizing). Some researchers also begin the introduc5on with
a short explana5on of the personal or social background of the
research, or its impetus. (Hamilton 2010, p. 34)

a context model in which the exegesis performs the role of a contextualizing text. The
researcher develops a topic related to one or more of the wider contexts of the crea5ve
prac5ce, such as a theore5cal or philosophical framework, a historical or cri5cal analysis of
related prac55oners and precedents, or a review of professional and industrial condi5ons of
the prac5ce. We have also observed a form of the context model that provides a discussion
on the subject ma[er of a narra5ve-based crea5ve work (such as the theme of a
documentary ﬁlm, play or novel). Content types and wri5ng styles used in the context
model might be adapted from various forms of arts and humani5es wri5ng genres, such as
disciplinary or topic histories, theory, cri5cism, policy, advocacy, the codiﬁca5on of
technique, studies of prac55oners and audiences, and so on. Such wri5ngs assume an
external, objec5ve, interpre5ve situa5on of the writer as theorist, historian or analyst. […]
The problem with such an approach is that the researcher’s crea5ve prac5ce is absent.
(Hamilton 2010, p. 37)

the prac55oner is the researcher; from this informed
perspec5ve, they iden5fy researchable problems raised in
prac5ce, and respond through prac5ce. The role is mul5faceted
- some5mes generator of the research material - art/design
works, and par5cipant in the crea5ve process; some5mes selfobserver through reﬂec5on on ac5on and in ac5on, and through
discussion with others; some5mes observer of others for placing
the research in context, and gaining other perspec5ves;
some5mes co-researcher, facilitator and research manager,
especially of a collabora5ve project. In the role of ‘prac55onerresearcher’ subjec5vity, involvement, reﬂexivity is
acknowledged; the interac5on of the researcher with the
research material is recognised. ( Gray 1996, p. 13)

Exégèse/
Exegesis

eﬀec5ve means to conduct research on knowledge both embodied in, and
discovered through discipline-speciﬁc art, architecture and design
prac5ces.(Allpress , 2012, p. 1)

there is an oscilla5on and dialogue between the researched and
experien5al knowledge, the ‘inward and outward’ noted by Gibson
(2010). This dynamic interplay creates links between the following
two clusters of words: tacit knowledge, the experien5al, the
embodied, the intui5ve, and the unconscious; the observed, sought
learned knowledge, the objec5ﬁed, the examined, the explored, the
experimented, the explicit. The researcher has to establish the nature
of this interplay. (Colbert 2012, p. 9)

the exegesis is that cri5cal analysis
that materialises discourse in a selfconscious (thus subjec5ve),
evalua5ve and cri5cal way; it is that
which posi5ons itself between the
crea5ve work and the audience to
frame prac5ce; it is that disserta5on
that 'convinces the academy, if not
the prac55oner, about the nature,
the purpose... the value of the
research (Bacon, 2015, p. 10)

Aesthe5c judgement is an imprecise measure, it has tendencies
toward norma5ve outcomes and expert opinions can be quite
divergent. To account for this in our prac5ce-led research we seek
peer review regularly and widely, especially when we are unsure
about direc5on, but we also hold fast to a vision for innova5on when
we are conﬁ dent about our direc5on. In the end the results of such
prac5ce-led research, like all other research, will stand or fall in the
long term by the respect the work commands from others in the ﬁ eld
and its impact in the world. (Brown Sorensen 2009, p. 159)
expression of a tension between established discourses and
authorial response; a push and pull upon meaning and
interpreta5on; between the analy5cal and the experien5al. It is not
unusual for a thesis to reference the work of established authors to
provide reinforcement of the researcher’s posi5on or to refute a
posi5on through the provision of evidence to the contrary. But here
it takes a diﬀerent form to that of the tradi5onal thesis. It is the
combina5on of thirdperson exposi5on (engagement with the texts)
and ﬁrstperson tes5mony (engagement in an experience).
(Hamilton 2011, p. 8)

The conclusion summarizes the
key issues arising from the
research in terms of what was
discovered, achieved,
established and argued. It can
also point to possible pathways,
prac5ces and concepts that
have opened up as a result of
the research, and propose
poten5al direc5ons for future
research. (Hamilton 2010, p. 35)

commentary model […] focusing squarely on the crea5ve work […] describing the crea5ve process,
the crea5ve works, and/or the recep5on of the works by audiences/par5cipants. Various types of
professional prac5ce texts might be drawn on as genre referents for the commentary model,
including ar5st statements that appear in the art or design exhibi5on catalogue, the preface in a
novel, the liner notes of a music album, and so on. So might forms of wri5ng associated with the
studio process, such as reﬂec5ve journals and process diaries that chart ideas, inﬂuences and
processes. […]. In summary, the commentary model is a personal, self-reﬂexive account by the
researcher who speaks as an insider and who draws on what they uniquely know and have
experienced in rela5on to their crea5ve works and processes. […] It does not connect the research
project and crea5ve prac5ce to the wider ﬁelds that precede or surround them. […] if the exegesis
does not refer to what other prac55oners in the ﬁeld have previously achieved, it does not establish
a research trajectory for the prac5ce. It therefore cannot substan5ate a case for advances of the ﬁeld
that might have been made through the research. That is, it weakens any claims to an original
contribu5on to knowledge through the crea5ve prac5ce. (Hamilton 2010, p. 38)

Barbara Bolt characterises the process of crea5ve arts research as one of
‘handling’ materials (a term she borrows from Heidegger). Heidegger argued
that we do not come to ‘know’ the world primarily through contempla5ve
cogni5on and theore5cal reﬂ ec5on but through our ‘handling’ of its
materials (2007: 30). She adapts Heidegger’s concept of ‘handling’ to qualify
and extend Paul Carter’s no5on of crea5ve research as ‘material thinking’.
She uses it to highlight the important role of the body in crea5ve research,
and to emphasise that it is not only through ‘talk’ that ‘material thinking’
occurs (2007: 30). She argues that it is primarily in bodily response to and
conjunc5on with its materials that crea5ve arts research emerges (2007: 30).
(Brewster 2009, p. 132)

importance of tacit knowledge to the process of inquiry
and review. Recognising and respec5ng the tacit
knowledge of the advanced prac55oner, who in Michael
Polanyi’s words ‘know more than they can tell’ ( Polanyi
1967: 4) (Haseman Mafe 2009, p. 223)

‘naturalis5c inquiry’, which places
the researcher ﬁrmly within the
research process, oben as
‘par5cipant’. Research approaches
now in the visual arts can be much
more pro-ac5ve, involving
prac55oners researching through
‘ac5on’, and ‘reﬂec5ng in and on
ac5on’, an important concept
developed by Donald Schön. (Gray
1996, p. 4)

itera5ve cycles of produc5on and
reﬂec5on (Allpress, 2012, p. 1)

Prac%ce led Research

the crea5ve component and
exegesis are seen to be research
outputs of equal value and as
two aspects of a single, uniﬁed
whole. (Baker, 2011, p. 35)

Prac5ce-led research, as it is enacted, has a dis5nc5ve trajectory of
inquiry that is best seen in the way that concep5ons and construc5ons
of new knowledge are framed. The status of knowledge produc5on in
the visual arts remains a vexed ques5on for many. A typical dis5nc5on
asks whether knowledge is found in the art object or whether it is
made in the mind of the viewer. [...] If taken from the perspec5ve of
the ar5st, both knowledge produc5on and the func5ons to which
knowledge is put are best seen to be a dynamic structure that
integrates theory and prac5ce and contributes to personal, social and
artefactual systems of understanding (Sullivan 2009, p.47)

During this crea5ve process,
the ar5st or the designer may
re-arrange a number of ideas,
beliefs and concep5ons, and
thus advance her or his
knowledge, understanding and
insight. (Mäkelä 2007, p. 160)

encapsulates the experien5al aspects of crea5ve
prac5ce and knowledge produc5on and foregrounds
the way in which both are dependent on and
intersected with the crea5ve researchers’ posi5onality
and diﬀerence (Rose 1997). […] should highlight the
‘emergence of diﬀerence’ through the research process
and be ‘less a process of self-discovery than of selfconstruc5on’ (1997: 313). (Baker, 2011, p. 39)

serves the role of valida5ng the
new knowledge embedded in the
artefact. (Colbert 2012, p. 10)

outcomes are essen5ally reported in two forms – the
crea5ve work and the exege5cal, linguis5c accompaniment
to that work. […] The materiality of a crea5ve work impacts
on both the content and the reading of that content. This is
further complicated by the rela5onship of that ‘expression’
with the necessary exege5cal accompaniment, which is
typically linguis5c. Issues of transla5on of meaning from one
medium to another are immediately encountered. ( Haseman
Mafe 2009, p. 217)

In general, ar5s5c knowledge is oben intui5ve and reﬂec5on may not occur naturally. Or, perhaps it
would be more accurate to say, prac5cal knowledge is inherent in doing and is oben considered
implicit and as such may not be iden5ﬁ ed or valued without explicit a[en5on paid to it. It is common
for arts prac55oners to have signiﬁcant knowledge without necessarily being able to adequately
describe that knowledge. In other words, knowledge embedded in prac5ce is oben personal and
ineﬀable. In order to make this personal digital media arts knowledge more generally useful a process
of reﬂec5on and contextualisa5on is oben required. Reﬂec5on can help to ﬁnd pa[erns that make
this personal knowledge more generally applicable and contextualisa5on helps to place those ﬁndings
within a broader history of accumulated knowledge. These processes are important because they are
essen5al to transforming personal knowledge into communal knowledge. This knowledge can be
accessed through the various presenta5ons of the work – as art works, code libraries, algorithms,
wri[en descrip5ons, cri5cal analysis and commentaries and so on. An integral part of research is this
transmission of personal knowledge and understanding that has some novel and general applica5on
into communal knowledge. Shareable knowledge is oben expressed as a method, process or theory.
The produc5on and dissemina5on of theory is a dis5nguishing diﬀeren5a5on between our prac5celed research and conven5onal ar5s5c prac5ce. In our research, theories are frequently associated
with pa[erns of usage, that is with techniques or prac5ces we use regularly. These regular pa[erns of
usage oben indicate areas of par5cular interest in our work and it is through introspec5on that these
pa[erns may develop into a more general theory or into new techniques and habits. These
generalisa5ons, or theories, invariably ﬁnd their way back into our prac5ce. We feel that this itera5ve
process between expression and reﬂec5on is essen5al to all research and is integral to arts prac5ce.
(Brown Sorensen 2009, p. 162-3)

proposing alterna5ve modes
of knowledge representa5on
(Barre[, 2007, p.13)

It is a research strategy speciﬁcally designed to inves5gate the
con5ngencies of prac5ce by seeking to discipline, throughout
the dura5on of the study, the ongoing emergence of problem
formula5on, methods selec5on, professional and cri5cal
contexts, expressive forms of knowledge representa5on and
ﬁnally the beneﬁt of the research to stakeholders. ( Haseman
Mafe 2009, p. 217)

A conceptual or philosophical research approach is based on
logic and argument. It relies on measures of internal consistency,
resonances with lived experience and, to a lesser extent,
popularity for its merit. While this style of research is aligned
with the humani5es through its use in disciplines such as
philosophy, sociology and literature, it also has a strong home in
science disciplines including mathema5cs, cosmology and
theore5cal physics where empirical measures may be
imprac5cal. (Brown Sorensen 2009, p. 155)

Rapport avec la personne /
Rela%on with the person
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They func5on as a means of
realising a thing which has to be
perceived, recognized and
conceived or understood.
(Mäkelä 2007, p. 159)

there is no embodied
knowledge in the artefact
un5l it is interpreted.
(Mäkelä 2007, p. 159)

Artefact /
Artefact

the artefacts created during these research processes do not
seem to present knowledge relevant to a research context.
On the contrary, artefacts present themselves as mute
objects, which do not reveal their stories un5l interpreted.
The crucial task […] is, therefore, to give a voice to the
artefact. This requires us to interpret an artefact in a certain
context. This ac5on seems to break the muteness of the
artefact and give it a voice so that it can tell its story. ( Mäkelä
2007, p. 163)

Experience of the crea5ve output or artefact is also of great importance to
understanding the knowledge generated by the research. Firstly, the
artefact provides evidence of the knowledge discovered. It stands as a
demonstra5on of the theory and is available as a reference for further
inves5ga5on and veriﬁca5on. The artefact helps to make the ideas
explicit. Secondly, the artefact provides a s5mulus for engagement with
the knowledge gained. The artefact is integral in communica5ng the ideas
of the research in all its richness and in making the theory available to a
wider audience who might otherwise not engage with knowledge in the
abstract. (Brown Sorensen 2009, p. 163)

Cri%que /
Cri%cism
there is s5ll a lack of precision
about the methodology,
design and methods
appropriate to the ﬁeld
(Bacon, 2015, p. 3)

Réﬂexivité /
Reﬂexivity
the role of the prac55oner, whose understanding
and knowledge from a par5cular ﬁeld corresponds
to a perspec5ve situated within the process of
praxis. […] research ought to be geared towards an
understanding of the nature and origin of
knowledge (i.e. epistemology) which is 5ed to the
prac5ce (Schön 1995: viii). (Mäkelä 2007, 158)

As an object made by an ar5st–researcher, the
artefact can also be seen as a method for
collec5ng and preserving informa5on and
understanding. However, the artefacts seem
unable to pass on their knowledge, which is
relevant for the research context. ( Mäkelä
2007, p. 157)

The crea5ve work is one research output but crea5ve research itself is something that works
with the crea5ve component to establish something other, some cri5cal or technological
ﬁnding for example. So while there are emergent outcomes within crea5ve prac5ce, it is when
this potent and somewhat unruly discipline is co-joined with research that crea5ve prac5ce-led
research becomes truly emergent in its outcomes. What was a crea5ve work becomes part of
some other order of understanding that is research. The research is also changed by this
interac5on. Research outcomes have to be thought of diﬀerently given that the ‘ﬁndings’ are
an amalgam of contras5ng documenta5on and media forms. ( Haseman Mafe 2009, p. 220)

This interpre5ve complica5on is played out in the space
demarcated between the material and immediate
quali5es of any media/substance worked with, and its
connec5on with the par5cular genre and crea5ve
discipline to which it belongs. The very establishment of
its meaning and cri5cal signiﬁ cance is cons5tuted by a
tension between cri5cal understanding and aﬀect.
(Haseman Mafe 2009, p. 218)

Évalua%on /
Evalua%on
while we value highly the role of aesthe5c
judgement in prac5ce-led research we
ques5on the appropriateness of assigning
research outcomes only to results based on
aesthe5cs. Rather, the value of our research is
in the knowledge embedded in the prac5ce
(Brown Sorensen 2009, p. 162)

it is clear that researchers have been characteris5cally eclec5c, diverse
and crea5ve in the methodologies they have adopted. When necessary,
they have drawn on posi5vist experimental methodologies,
construc5vist interpreta5on and reﬂec5on, and invented hybrid
methodologies involving a synthesis of many diverse research methods
and techniques. So a characteris5c of ‘ar5s5c’ methodology is a pluralist
approach and use of a mul5-method technique, tailored to the individual
project. Increasingly this has involved the use of mul5media to integrate
visual, tac5le, kinaesthe5c, experien5al data into ‘rich’ informa5on.
(Gray 1996, p. 14)

unlike tradi5onal researchers, even those whose
research ques5ons do mutate and change, the
prac5ce-led researcher may ﬁnd problem deﬁni5on
is unstable for as long as prac5ce is ongoing and it
is only when the prac5ce is done, and possibly in
the ﬁ nal phases of candidature, that the ﬁnal
research problem will be decided. ( Haseman Mafe
2009, p. 214)

Méthodologie
/ Methodology

The Oxford English Dic5onary (OED) deﬁnes research as both a noun and
a verb. Research as a noun is described as the systema5c inves5ga5on
into the study of materials, sources, etc. , in order to establish facts and
to reach new conclusions, and as an endeavour to discover new or
collate old facts etc. , by the scien5ic study of a subject or by a course of
cri5cal inves5ga5on. As a verb, it is described as meaning to do research
into or for, and to make researches.
According to this deini5on then, an ac5vity is research if and only if it is
1) a systema5c inves5ga5on, 2) conducted inten5onally, 3) to acquire
new knowledge, understanding, insights, etc. , 4) about a subject.
(Scrivener 2009, p. 69)

This ar5cula5on of art/research
rela5on can be called transdisciplinary in so far as it does not
lean on any established
disciplines. (Elo 2009, p. 19)

artefacts have been conceived both as answers to par5cular research
ques5ons and as argumenta5on on the topic concerned. [it] can embody a
greater range of roles: as an object made by an ar5st –researcher during the
process of research, it can also be seen as a method of collec5ng and
preserving informa5on and understanding. (Mäkelä 2007, p. 158)

From the perspec5ve of the ar5st-researcher, no5ons
of data collec5on are necessarily expanded because
there is a crea5ve impera5ve that demands exis5ng
knowledge is less of an a priori condi5on framing
inquiry and more of a stepping oﬀ point for
imagina5ve interroga5on during artmaking. The
outcomes subsequently provide the basis for a
cri5que of exis5ng knowledge aber the event and this
can be surprising or salutary, for most crea5ve
solu5ons oben appear alarmingly obvious and logical
in retrospect. (Sullivan 2009, p.50)

very diﬀerent from many
tradi5onal science and
humani5es models of
postgraduate inves5ga5on
(Allpress , 2012, p. 1)

the tension of moving
between theory and
prac5ce as a tension
between the inside and
outside (Gibson 2010), a
tension which leads to
‘an understanding of
prac5ce in terms of
theory and theory in
terms of prac5ce’
(Colbert 2012, p. 3)

Rapport théorie/pra%que /
Theory/prac%ce rela%on

prac5ce is being used as a means of
making tacit knowledge available to
research, because it includes the
experien5al part of knowledge which
evades conven5onal communica5on
by verbal or textual means and which
is otherwise neglected by research
because of the priori5sa5on of
proposi5onal knowledge ( Niedderer
2007b, p. 2)

When art prac5ce is theorised as research I argue
that human understanding arises from a process
of inquiry that involves crea5ve ac5on and cri5cal
reﬂec5on. There is an inherently transforma5ve
quality to the way we engage in art prac5ce and
this dynamic aspect is a unique quality of the
changing systems of inquiry evident in the studio
experience. (Sullivan 2009, p.51)

research as understood by the academic and
professional research domains, we need to include
jus5ica5on and communica5on condi5ons: An ac5vity
is research if and only if it is 1) a systema5c
inves5ga5on, 2) conducted inten5onally, 3) to acquire
new knowledge, understanding, insights, etc., that is
4) jus5ied and 5) communicated 6) about a subject.
(Scrivener 2009, p. 71)

documenta5on can func5on as a research tool for capturing reﬂec5on
on and in ac5on. When ar5st-researchers document their prac5ce-led
research processes, they consciously reﬂect on the current experiences
during the process (reﬂec5on-in-ac5on ) and on the documented
experiences aber the en5re process ( reﬂec5on-onac5on ). This does
not mean that documenta5on is the founda5on of research or theory
construc5on (Freidman 2008, 157). Rather, documenta5on makes
reﬂec5on explicitly ar5culated in a form available for the prac55onerresearcher to revisit and analyse in order to develop and contruct
design knowledge. ( Mäkelä Nimkulrat 2011, p. 8)
documenta%on of making artefacts – takes
place at the same 5me as the ar5stresearcher gradually forms material into
artefacts . This mode of documenta5on can
be carried out visually and textually […]. The
textual documenta5on is carried out in the
form of diary wri5ng. […] diaries reveal their
thoughts and emo5ons evolved during their
encountering with their materials,
techniques and tools. The proceeding
thoughts and emo5ons once recorded play
a signiﬁcant role as material for discussing
the research topic in the process of wri5ng
up the thesis. (Mäkelä Nimkulrat 2011, p. 8)

Documenta%on /
Documenta%on
documenta%on for making artefacts – arises before the
actual crea5on of artefacts when the ar5st-researcher is
in the process of searching inspira5on for his/her
crea5on. […] this mode of documenta5on can also be
performed visually and textually. […] the documented
visuals and texts have an important role of providing
themes for the ar5st-researcher’s crea5ve process.
(Mäkelä Nimkulrat 2011, p. 8)
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(Smith Dean 2009, 20)
an overarching methodology allows
for the mutual inﬂuencing of theory
and prac5ce through ongoing cycles
of ac5on, reﬂec5on and reﬁnement /
improvement, (Stock 2007, p. 5)

a crea5ve process akin to the process of research in
that both are pursuits involving experiment and
explora5on, which inves5gate concepts (experien5ally
in dance prac5ce) to advance understanding and
knowledge. (Stock 2007, p. 2)

prac5ce-led research that is supported by cri5cal
reﬂec5on and reﬂexive ac5on can be seen to invert the
research process because it encourages working from
the ‘unknown to the known’ and it is purposeful yet
open-ended, clear-sighted yet exploratory. Prac5ce-led
research makes good use of this crea5ve and cri5cal
process and may provide novel perspec5ves in
reviewing exis5ng knowledge structures. When studio
inquiry is undertaken within a research context in an
academic se9ng the imagina5ve outcomes generated
consequently serve as a means to cri5que exis5ng
knowledge. (Sullivan 2009, p.49)

not only ground the research in eﬃcient prac5ce
but also claim that the prac5ce is a necessary
prelude to theory ( Biggs, 2004b, p.6)

The number of such itera5ons is quite
variable and a skill for the prac5ce-led
researcher is learning to judge whether an
inves5ga5ve path shows promise or not. A
single project oben involves several
extensive explora5ons. This itera5ve
hierarchy proceeds un5l success is clear,
failure seems inevitable or 5me runs out.
At the end of this process there are
numerous materials for discussion and
dissemina5on including code libraries that
can be used for future projects, outputs
from small- and larger-scale tests and
completed crea5ve works. These data
provide a rich resource for discussion,
further work, or veriﬁ ca5on and
valida5on by peers. (Brown Sorensen
2009, p. 159)

the rela5on between art and
research prac5ces […] is both
non-instrumental and nonhierarchical, (Elo 2009, p. 22)
The tradi5onal medium of theory – the verbal language – has a long
tradi5on in human sciences. A broad spectrum of models for selfrelec5ve styles and genres of wri5ng is available. An ar5st-researcher
can hardly hope to oﬀer anything new in this area. However, the
situa5on changes when the ar5st-researcher begins to move between
the visual and the verbal. It is precisely at the point when he
ques5ons the boundaries of his “own” medium that the Janus-faced
researcher enters the most interes5ng areas of research.
The ﬁrst step in this process is to dissociate oneself from the idea of
the medium as an instrument, which leads one to considera5ons
about mediality beyond instrumentality, such as, in which sense the
“medium is the message” (McLuhan 1997, 7–21), how to think about
a language which “communicates itself” (Benjamin 1996, 62– 74), or
what is the “ground” of the image (Nancy 2005, 2–26). […] this is a
natural step, an almost selfevident star5ng point of prac5ce, albeit
one that oben remains unar5culated in a verbal sense. From the
research perspec5ve on the other hand, the step is problema5c in
several ways. Above all, one must argue why and how the content and
the medium of the message are mutually dependent, or even
inseparable. This also implies that the research must, in one way or
another, ar5culate or at least indicate its own mediality.
The second step is even more diﬁcult. The Janus- faced researcher
must consider the status of research rela5ve to the prac5ce of art in
terms of mediality.[…] these two modes of thinking relate to each
other in a singular and non-hierarchic way. ( Elo 2009, p. 22-3)
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Interpre+ve research acts build on the rich conceptual tradi+ons
associated with image making whose purpose is to open up dialogue
between the ar+st and viewer, and among an interpre+ve community
whose interests may cut across disciplines. The linguis+c turn of
postmodernism has done much to disrupt the easy equa+on that
presumes an artwork and its 'reading' by viewers is a simple maNer of
encoding and decoding visual forms. Interpre+ve acts open up the space
among the ar+st, artwork, and the sewng as diﬀerent interests and
perspec+ves are embraced. New understandings result as they are
ﬁltered through the interpre +ve community of art writers and theorists.
(Sullivan 2006, p. 32)

That paradox ensures that performance prac+ce as research —
deﬁned as the uses of prac+cai crea+vity as reﬂexive enquiry
into signiﬁcant research concerns (usually conducted by
“ar+st/scholars” in universi+es) — will present both highly
speciﬁc and very broadly applicable results. Its concerns may
be cleﬁned by the languages of par+cular disciplines, but the
paradox also ensures this type of research will always resist
becoming a single discipline as its projects proliferate insights,
understandings, knowledges that, over all, will be part of many
disciplines. Similar tendencies prompted Dwight Conquergood
to propose performance studies as an an%discipline . A similar
move for performance prac+ce as research wouid claim it as a
transdiscipline. lmplying that, most typically, it will generate
procedures and protocols relevant to research in many
disciplinary ﬁelds. Thus performance prac+ce as research more
precisely deﬁnes itself as method and methodology in search
of results across disciplines: a collec+on of transdisciplinary
research “tools.” Boundless speciﬁcity produces precise
methodological opportuni+es generally and a plethora of
insights, understandings, knowings relevant to a wide range of
disciplines speciﬁcally. (Kershaw 2009, p.5)

One of the foremost issues with crea+ve
prac+ce as research can be the no+on of
subjec+vity. The 'truth', validity, and worth
of the project may be brought into ques+on
when a work has no basis in preestablished
and prelegi+mised theory. (Ryan 2005, p. 7)

The drawbacks, such as
ques+ons of subjec+vity and
validity, of research based purely
in crea+ve prac+ce can be
overcome by the tradi+onal
component of the hybrid
method. Using the conven+onal
and established research strategy
of textual content analysis can
give a solid base for the crea+ve
to spring from. (Ryan 2005, p. 8)

For an arts researcher inspired by a call to cri+cal ac+on, any inquiry is
undertaken for personal and public ends. A ques+oning awtude that is socially
and culturally directed readily maps onto methods of inquiry and research acts
that are responsive and exploratory. Yet the most crucial element within this
inquiry process is the need to be able to create forms from which cri+cal
op+ons can be more clearly assessed and addressed. This will require moving
in and beyond the comfort of prescribed discipline knowledge, as issues and
concerns demand approaches where new perspec+ves are opened up.
Consequently it is the crea+on of new opportuni+es to see beyond what is
known that has the poten+al to lead to the crea+on of new knowledge.
(Sullivan 2006, p. 32)
the impact of prac%ce as research is s+ll to be been fully understood and
realised. It can be argued that the genera+ve capacity of crea+ve arts
research is derived from the alterna+ve approaches it employs-those
suijec%ve, emergent and interdisciplinary approaches-that con+nue to be
viewed less favourably by research funding assessors and others s+ll to be
convinced of the innova+ve and cri+cal poten+al of ar+s+c research. That
studio produc+on as research is predicated on an alterna+ve logic of
prac+ce oIen resul+ng in the genera+on of new ways of modelling
meaning, knowledge and social rela+ons is s+ll a rela+vely foreign idea
\vithin in the wider university research community. (BarreN 2007a, p. 3)

Considering art prac+ce as research can be looked at in two,
seemingly opposing, ways. On the one hand, the iden+ﬁca+on of
an inquiry or a problem is the fuel genera+ng one’s art prac+ce.
On the other hand, one’s art prac+ce generates an area of
inquiry or a problem within the ﬁeld. In short, one can look at
art-prac+ce-as-research as an area of inquiry or problem solving
that generates ideas for making things, or as a process of making
things that iden+ﬁes an area of inquiry. In my experience,
however, there is oIen a bit of both. (Baxter 2008, p. 8)

Enjeux /
Challenges

The aesthe+cs of performance prac+ce as research are highly sensi+ve as they automa+cally
spark oﬀ major issues regarding, for example, standards and virtuosity, rigorous protocols
and crea+ve unpredictability, inadequate resources and the nature of appropriate
infrastructures. The underlying dynamic producing these issues aligns with the ‘ques+ons or
hunches’ conundrum outlined above. Because ‘hunches’ – or, more conven+onally,
‘intui+ons’ – problema+se the well-worn modernist opposi+ons between mind and body,
spirituality and materiality, crea+vity and ra+onality, arts and sciences, and so on, and can
issue in aesthe+c forms that confound those dis+nc+ons – whether through the raw
economics of ‘produc+on ﬁnish’ or even in hopes to prove a thing of beauty is a truth
forever. Hence contemporary performance prac+ce as research generally may patently fail
to conform to the schemas of modernism through its principal deﬁning feature: a radical
diversity of approaches producing an incongruous ﬁeld. ( Kershaw 2009, p. 115)

Because art is inherently reﬂec+ve and reﬂexive, prac+ce-asresearch ac+vity may be iden+cal with art ac+vity in key and
necessary aspects. But, more typically perhaps, prac+ce-asresearch is marked as dis+nct from art per se by diﬀerences of
degree rather than kind in such maNers as inten+on and context.
The reﬂec+ve and reﬂexive intent of prac+ce-as-research is
directed within and at the academy rather than within and at the
artworld itself, even though the boundary between domains may
be increasingly blurred. (Nelson 2006, p. 112)

Conceiving art prac+ce as a
theore+cal act within a framework of
inquiry sets in place the prospect of
doing research in artmaking.When
used as a site for research, art
prac+ce brings into play the seamless
rela+onship between the
'researcher' (ar+st) and the
'researched' (art prac+ce) and this
builds on all the discursive
arguments that disrupt untenable
dichotomies such as the ﬁc+ve
subjec+ve-objec+ve divide. (Sullivan
2006, p. 31)
A series of research acts […] is organized around three elements that
characterize studio processes as a cultural prac+ce, namely structure,
agency and ac+on. Art prac+ce involves giving form to thought in a
purposeful way that embodies meaning and this is nego+ated in many
contexts. (Sullivan 2006, p. 29)

PaR involves a research project in
which prac+ce is a key method of
inquiry and where, in respect of the
arts, a prac+ce (crea+ve wri+ng,
dance, musical score/ performance,
theatre/performance, visual
exhibi+on, ﬁlm or other cultural
prac+ce) is submiNed as substan+al
evidence of a research inquiry.
(Nelson 2013, p. 9)

Forming Acts in Art Prac+ce. Although the mind is the medium
that most clearly shapes art prac+ce, for many art researchers
art materials are s+ll the most tangible means that give form to
imagina+ve thought. Therefore, when under taking studio
research where there is a focus on structural quali+es among
other interests, the ar+st really does think in a medium. In this
process the artwork becomes the primary site and source of
knowledge, […] where ques+ons, problems, and insights emerge
as part of the prac+ce. Research acts such as visual problem
ﬁnding and problem solving are characteris+c of this kind of
inquiry process whereby forms, materials, proper+es, and
quali+es become the means by which concerns are explored and
expressed. […] A characteris+c of these research acts is that
understanding emerges within the process of media
experimenta+on, and this performa+ve knowledge can be
likened to more tradi+onal grounded strategies such as
observa+on and empirical conﬁrma+on. (Sullivan 2006, p. 31)

A general feature of prac+ce-based research projects is that
personal interest and experience, rather than objec+ve
‘disinterestedness’ mo+vates the research process. Recogni+on
of this permits us to ar+culate more clearly, the contexts,
methods and value of knowledge derived from ar+s+c research,
and to validate the subjec+ve, emergent and interdisciplinary
research methods of studio enquiry, that I have argued ( BarreN
2006), cons+tute the innova+ve dimension of prac+ce as
research. (BarreN 2007, p. 119)

Caractéris*ques /
Characteris*cs

implies that prac+ce, in
and of itself can be
considered research
(Bannerman 2004, p. 65)

the proposed inquiry necessarily entailed prac+cal
knowledge which might primarily be demonstrated
in prac+ce – that is, knowledge which is a maNer of
doing rather than abstractly conceived and thus
able to be ar+culated by way of a tradi+onal thesis
in words alone. (Nelson 2013, p. 9)

Prac*ce as Research

Réﬂexivité /
Reﬂexivity
Through such re-doubling, ar+s+c prac+ce is able to install a
reﬂec+ve distance within itself that allows it to be
simultaneously the subject and the object of an enquiry. In this
way, prac+ce can deliver in one proposi+on both a thought and
its appraisal. (Schwab Borgdorﬀ 2014, p. 15)
The crea+on of embodied knowledges has been most frequently
invoked by prac++oners as an ‘object’ of their projects. This ‘knowing
how’ is oIen placed in opposi+on to the conscious cogni+on of
‘knowing that’. The epistemological historiography of this posi+on can
be traced from Cartesian dualism through to many later thinkers,
including Helmholtz’s nineteenth-century work on acous+cs (Reber
1995 15); Heidegger’s existen+al philosophy of dasein—or the
knowledgeable being in the world; Merleau Ponty’s Gestalt-informed
phenomenology; Polanyi’s post-cri+cal philosophy (1958/1974);
Lashley’s work on cerebral organisa+on and behaviours (1956);
Chomsky’s studies of language acquisi+on and use (1972); Searle’s
construc+ons of social reality (1995); and of course Schön’s
management/ marke+ng work on the reﬂ ec+ve prac++oner (1993).
(Piccini Kershaw 2004, p.88)
poststructuralism fosters a scep+cal and radical mode
of thought which resonates with experimenta+on in
arts prac+ces insofar as play is a method of inquiry,
aiming not to establish ﬁndings by way of data to
support a demonstrable and ﬁnite answer to a research
ques+on, but to put in play elements in a bricolage
which aﬀord insights through deliberate and careful
juxtaposi+on. (Nelson 2006, p. 109)
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innova+ve prac+ce-as-research approaches in the domain of
phenomenology aim to construct ‘encounters’, some+mes
ac+vely involving ‘experiencers’ in a prac+cal engagement, or
at least denying a ﬁxed and comfortably separated viewing
posi+on. Some projects, perhaps following Deleuze and
GuaNari, have aimed to construct a ‘hap+c’ space to
demonstrate that a clear dis+nc+on between seeing and
feeling is based upon a false opposi+on between two senses as
experienced. (Nelson 2006, p. 110)

In this doctoral work there is clearly a
requirement for the presence of the
tradi+onal literary mode of
communica+on, oIen a commentary or
cri+cal analysis. (Bannerman 2004, p. 67)

the assessment of prac+ce as research […]
should not privilege the wriNen exposi+on by
assessing the commentary/explica+on and
avoiding the prac+ce itself. This is oIen the
triumph of context over text, and by text in
this instance, I mean the prac+ce and the
ﬁnished work itself. (Bannerman 2004, p. 67)

Exégèse /
Exegesis

all possible distribu+ons of research across art and wri+ng are
perfectly acceptable; the point to be made here is only that some of
those are less ar+s+cally owned than others and that academic
frameworks may distort prac+ce if they do not allow for a selfdetermined nego+a+on of wri+ng. Moreover, it should also be said
that the wri+ng of academic texts may, in fact, be one element of an
ar+s+c prac+ce. Artwork and text are non-correlated variables that
can both be used for the exposi+on of prac+ce as research. ( Schwab
Borgdorﬀ 2014, p. 18)

Épistémologie /
Epistemology
phenomenology, like post-structuralism, has emerged as an inﬂuen+al
conceptual framework contemporaneously with the rise of ‘ prac+ceasresearch’. The sub-branch of ‘existen+al phenomenology’ derived
from Heidegger’s Sein und Zeit , 1927, par+cularly as taken up by
Maurice Merleau-Ponty, emphasises, amongst other things, a life
prac+ce of becoming (as dis+nct from being), and the embodiment of
thought rather than the Cartesian discrete mind.5 In some ways
paralleling post-structuralism, Merleau-Ponty blurs category
boundaries and emphasises slippage and ‘in-between-ness’. But his
par+cular emphasis is upon incarnate percep+on as an ‘inter-twining’
(‘the chiasm’, 1969) in which experience is perceived through the body
and its immersion in the world. For Merleau-Ponty, percep+on is
always incarnate, context-speciﬁc and apprehended by a subject, and
thus any knowledge or understanding is achieved through an
‘encounter’ in a subjectobject inter-rela+onship. (Nelson 2006, p. 110)

Where the experience of performers is in a mode of
tacit knowledge, or the percep+ons of visi+ng
‘experiencers’ are solicited, it may be that a simple
form of documenta+on of them giving witness to
their experience contributes to the overall insight
aﬀorded by the piece. (Nelson 2006, p. 112)

Documenta*on /
Documenta*on
Some research outcomes are processual ,
emergent that is in the processes of genera+on,
selec+on, shaping and edi+ng material in prac+ce.
These processes and insights may be documented
in notebooks, sketchbooks, photographs, on video
and even in related artworks and prac+ces.
(Nelson 2006, p. 112)

Crea+ve arts research is oIen mo+vated by emo+onal,
personal and subjec+ve concerns; it operates not only
on the basis of explicit and exact knowledge, but also on
that of tacit and experien+al knowledge. Experience
operates within in the domain of the aesthe+c and
knowledge produced through aesthe+c experience is
always contextual and situated. (BarreN 2007, p. 115)

The problem with eighteenth century concep+ons of aesthe+cs is that they
tend to eﬀace materiality by cas+ng aesthe+c experience in terms of
disembodied contempla+on. Shusterman observes further, that the
subsequent separa+on of art from reality and everyday experience, not only
brands it as prac+cally worthless, ‘but also isolates it from prac+cal life and
socio-poli+cal ac+on’ (Shusterman 1992: 52). The challenge for prac++onerresearchers therefore, is to restore the link between prac+cal or lived
experience and the aesthe+c, and to demonstrate how, in ar+s+c prac+ce, this
realizes a mode of genera+ng knowledge that has applica+on beyond
immediate points of produc+on and consump+on of the ar+s+c product.
(BarreN 2007, p. 116)

As the subjec+ve is seen as always opera+onal,
and as knowledge can only ever be situated
within a context, the arguments against prac+ce
are signiﬁ cantly altered. The knowledge that is
intrinsic to a research outcome cannot be
generalised without erasing the postposi+vist
discourse. (Bannerman 2004, p. 66)

Dewey tells us that knowledge, gained by the ar+st through everyday living and ac+vity, is
instan+ated into the artwork through crea+ve prac+ce. Though more intensiﬁed, the
process of ar+s+c enquiry can be likened to what is described by Dewey as: the ﬂow of
experience that runs its course to closure or fulﬁlment through processes of adjustment to
our environment and objects in the world. In ar+s+c experience, as in everyday experience,
‘ac+on, feeling and meaning are one’ (Dewey 1980: 35). Experience involves interac+on as
a response to discord or lack of adjustment. In the ﬂow of experience occurring in the
everyday, or in ar+s+c prac+ce, a problem can be said to emerge when there is a lack or
absence of adjustment to surroundings. Ini+ally, such experiences are aesthe+c, since they
involve sensory responses which are then qualiﬁed with emo+on, a process by which
posi+ve or nega+ve value is aNributed to experience. From this, conscious intent or thought
emerges. The process of aNribu+ng meaning and value in ar+s+c prac+ce (and the
contempla+on of art) is therefore necessarily experien+al. ( BarreN 2007, p. 116)

In his cri+que of science, Latour points out that, as new technologies of
reproduc+on of inscrip+ons increase, the volume and rate of circula+on
of inscrip+ons also increase; this in turn, speeds up the spread errors or
inaccuracies that are carried by them. Through this process of
displacement and circula+on, knowledge becomes less and less +ed to
real condi+ons. The circula+on of inscrip+ons results in the
displacement of experience in favour of representa+on and discourse.
It can thus be argued, that ar+s+c research which draws predominantly
on lived experience and more direct engagement with materials and
objects, provides a crucial alterna+ve mode of knowledge produc+on
compared with the scien+ﬁc method described by Latour. (BarreN
2007, p. 117)

Problema+sing prac+ce as research thus presents the
challenge of thinking about the messiness of the myriad
of ac+vi+es and strategies that make up a crea+ve
prac+ce methodology in away that embraces the why as
well as analyses the how .(BaNy 2015, p. 186)

A paNern of reﬂexivity emerged that became the process through which the
research study emerged. The reﬂexive cycle involved making, reﬂec+ng and
ac+ng on the reﬂec+ons – and oIen a messy combina+on of these. This reﬂexive
paNern so prevalent in my art prac+ce served my research as I contended with
mul+ple processes and layers such as data collec+on, analysis and interpreta+on
that interacted simultaneously as an ongoing exchange. The reﬂexive cycle
seemed to be a central component, not only in my own prac+ce, but in the
ar+sts that I was studying as well. Reﬂexivity also seemed to be the cycle of
ac+on and reac+on that enabled my art prac+ce as research method to work in
concert with other research methods. (Baxter 2008, p. 14)

Donald Schön’s work on reﬂec+ve prac+ce and his
no+on of ‘knowingin- prac+ce’ extends our
understanding of the process of experien+al
discovery that is central to prac+ce as research. It
involves reﬂec+on-in-ac+on and reﬂec+on-onac+on, processes through which the researcher is
able to ‘Surface and cri+cize the tacit
understandings that have grown up around the
repe++ve experiences of a specialised prac+ce, and
make new sense of the situa+ons of uncertainty or
uniqueness which he may allow himself to
experience’ (Schön 1983: 61).
The no+on of ‘knowing-in-prac+ce’ can also be
understood in terms of Michael Polanyi’s account of
‘personal knowledge’. It could be argued that both
of these terms are interchangeable with the no+on
of experien+al knowledge. Polanyi argues that
posi+vist and objec+vist philosophies that underpin
modern science obscure the fact that knowledge
belongs to human agents who engage personally in
their knowledge. (BarreN 2007, p. 117)

Polanyi’s account of tacit knowledge adds to our
understandings of experien+al knowledge. Though not explicit,
tacit knowledge is always implicated in human ac+vity and
learning (Polanyi 1969). It refers to embodied knowledge or
‘skill’ developed and applied through prac+ce and experience
and apprehended intui+vely; this process is readily understood
by ar+s+c researchers who recognize that the opposi+on
between explicit and tacit knowledge is a false one (Bolt 2004).
(BarreN 2007, p. 118)

Connaissance
/ Knowledge

(Nelson 2006, p. 114)

Prac++oner knowledge is both a
necessary and suﬃcient condi+on
for arts prac+ces but it is only a
necessary condi+on for prac+ce-asresearch since research suﬃciency
may lie in sustained and structured
reﬂec+on to make the ‘tacit
knowledge’ explicit. (Nelson 2006,
p. 112)

Jumping through +me, the schism between body and mind inaugurated by Plato was
endorsed, though on very diﬀerent terms, in the early seventeenth century by
Descartes’ retreat in the ‘cogito’ (‘I think therefore, I am’) into the mind as the sole
locus of certain knowledge. Some prac+ce-as-research ( PaR) projects that advance the
idea of ‘embodied knowledge’ pose a challenge, as we shall see, to the privileging of
mind over body in the Western intellectual tradi+on in respect of the locus of
knowledge. Furthermore, the project of bodily dissemina+on of knowledge from one
community to another – for example the passing on of a movement vocabulary in the
workshop from one dance or physical theatre community to another – challenges the
dominance, if not virtual exclusivity, of wri+ng (or other codiﬁed symbolic language)
which has long since established itself as the appropriate means of storage and
distribu+on of knowledge. (Nelson 2006, p. 106)

Post enlightenment separa+on of the
arts from science along with scholas+c
construc+ons of discourse or knowledge
as ‘incorporeal’ (Carozzi 2005) has
deﬂected understandings of how
aesthe+c experience plays a vital role in
human discovery and the produc+on of
new knowledge. (BarreN 2007, p. 116)

The outcomes might be said to cons+tute performa+ve
essays which invite an experien+al re-conceptualising, and
thus at least aﬀord substan+al new insights, and even new
knowledge. Such projects run a course betwixt and between
ra+onal argument and embodied knowledge and in so doing
explore a liminal space favoured by a number of prac+ce-asresearch projects. The inhabi+ng of liminal space in itself
poses a conceptual challenge to the clear categorical
boundaries of Aristotelian logic. The case for such praxis
(theory imbricated within prac+ce) is not only that it
eﬀec+vely makes arguments but that the arguments are
beNer made in the praxis […] rather than in wri+ng. (Nelson
2006, p. 108)

The research in its totality yields new understandings
through the interplay of perspec+ves drawn from
evidence produced in each element proposed, where
one data-set might be insuﬃcient to make the insight
manifest. In sum, praxis (theory imbricated within
prac+ce) may thus beNer be ar+culated in both the
product and related documenta+on, as indicated.
(Nelson 2006, p. 115)

Méthodologie /
Methodology

With the no+on of ‘exposi+on’, we wish to suggest an
operator between art and wri+ng. Although ‘exposi+on’
seems to comply with tradi+onal metaphors of vision and
illumina+on, it should not be taken to suggest the
external exposure of prac+ce to the light of ra+onality;
rather, it is meant as the re-doubling of prac+ce in order
to ar+s+cally move from ar+s+c ideas to epistemic
claims. (Schwab Borgdorﬀ 2014, p. 14)

Nobody works in a vacuum; all crea+ve
work operates within – or reacts against
– established discourses. Similarly,
cri+cal reﬂec+on is located in a
conceptual framework, at minimum the
baggage of educa+on and experience
which ar+sts bring to bear in the
The methodologies are broad. In the context of dance, they
making and cri+cal reﬂec+on processes. might comprise: the genera+on of dance and/or movement
(Nelson 2006, p. 114)
studies to inves+gate, for example, the validity or range of a
par+cular dance analy+c concept; experimenta+on in the
prac+ce of, say, teaching dance to test the validity of
theore+cal insights about that prac+ce; prac+cal studio
experimenta+on to evaluate the relevance of certain soma+c
theories to dance performance; crea+ve ar+s+c ac+vity as a
research methodology, and research product, in its own right.
(Rubbidge 2005, p. 4)
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Art practice qualifies as research if its purpose is to
As a criterion for the validity of research, following
models from qualitative research, they stress the convincingness of its rhetoric and point out as the main
requirement that the research be intersubjective so that

Artefact

Artefact

levels of acceptable serendipity
in artistic research implies less reliance
on methodological explication and
planned outcomes.

- Higher

Eisner tells us that art objects have the capacity to go
beyond propositional limits by:
• Giving rise to multiple perspectives;
This artistic reflection, like philosophy, is a quasitranscendental undertaking because it bears upon the
foundations of our perception, our understanding, and

- Communication should not be reified to mean publication and conference attendance, but should also recognize the need to form institutional platforms for inquiry
where such did not previously exist.
- It is important to assess correctly the level of maturity
of a field since this dictates what kind of outputs can

• Creating productive ambiguity;
• Engendering empathetic participation and giving access
to the emotional lives of others;
• Increasing the number of questions that can be asked

our relationship to the world and other people. Art is
thought, not theory. It actually seeks to postpone

be expected.

about the phenomena being presented;
• Presenting a sense of particularity that the abstraction
of number and generalised laws cannot contain;
• Articulating the ways in which the transformation of
the personal (what is inside of consciousness) and the

‘theory’, to reroute judgments, opinions, and conclusions, and even to delay or suspend them indefinitely.
(Borgdorff 2012, p. 71)

- Due to the cross-sectoral character of artistic research,
extra attention must be given to identifying the extended stakeholder set of relevance for validation and
use of knowledge generated. (Hellström 2010, p. 315)

future readers can assess its validity. They name five
points that are of prime importance for artistic research:
(1) presenting the research context and delineating
the problems,
(2) credibility and explanations,
(3) the internal coherence and persuasiveness of the
research,
(4) the usability, transferability and novelty value of
the results and
(5)

the meaning and importance of the
research results to the artistic and
research communities.

How these five points are understood in practice depends on the artistic domain in question and to what
extent ordinary artistic practice in that domain is
research-based. (Arlander 2013, p. 156)

private to the public sphere can occur.

Réflexivité

of artistic products
as ‘data’ and as ‘representations’ is not

Eisner’s understanding

Reflexivity

sufficient. It mirrors a tendency in creative arts research
writing that fails to break free of the traditional paradigm, or take us far enough towards understanding what
is specifically generative about the creative arts research
process itself and the nature of the artefacts that it
produces. (Barrett 2014, p. 56)

Another useful term for understanding the emergent
aspect of artistic research and the dynamics of the circulation of artistic products, is Barbara Bolt’s notion of

Artistic practices are reflective practices, and […] this is
not just because artists are now increasingly forced by
external circumstances to position and contextualise
their work and, as it were, justify it to funding bodies
and to the public. The reflexive nature of contemporary art also lies enclosed in contemporary
art itself. This art accepts no natural law; cannot base
itself on an aesthetic foundation; has lost its normality;
and makes its own rules. It is an art that continuously
starts anew at every level, from the organisation of the
material to the reality presented. (Borgdorff 2012, p. 70)

Esa Kirkkopelto […] proposed […] that: (1) an artist
changes her artistic medium into a medium of research
and (2) as a process of artistic research carries out and
displays a certain change, it articulates itself as a
medium of invention. He stressed the shared and institutional aspect of artistic research:
“The inventiveness of an invention is in itself a matter
of evaluation (is it something really new and different in

“materialising practices” which implies an ongoing
performative engagement and productivity both at
moments of production and consumption (Bolt 2004).
Rather than constituting a relationship between image

relation to previous devices and modes of practice; does
it have an impact on these?). But mere originality, or
even ingenuity, does not suffice to make an invention
research in any institutional or academic sense, to distin-

and text (implied by Carter’s material thinking), materialising practices constitute relationships between process
and text-of which the first iteration is necessarily the

guish it from art—and experimental art […] Artistic
research done by an artist outside institutions is worthy
of its name only if it has institutional conse-

researcher’s own self-reflexive mapping
of the emergent work as enquiry.

quences and if it can articulate itself in
relation to institutions, was it only in
order to resist them […] As a consequence, the

(Barrett 2007b, p. 5)

L’artiste

criteria for evaluation would consist of considering to
what extent an artist-researcher is able to present their
invention as an institution. If they manage to do that,

The artist

their research has significance to everyone, it produces
knowledge.” (Arla
Similarly to how anthropologists and ethnologists participate in the contexts that they study, the artist engages
in a systematic study of his or her own artistic processes.
However, the interrelation between an artist, the cultural

Évaluation

Evaluation

(Hellström 2010, p. 314)
At least two dimensions of public value seem applicable
in the case of artistic research: those values arising from the work itself, which are ‘contained’
within the work, and which may be appreciated by a

arising from an institutional setting associated with art and
artistic research, […] a third intermediate form of
value, located somewhere in between these two, is embodied in the public function of intellectual commentary
by artistic research practitioners. (Hellström 2010, p. 310)

between artists is accordingly a complex
matter of embodied processes and the
resonance between the self, the other
and material objects (Coessens 2011; Nancy

research, due to its cross-sector quality, and its often
rather practical research goals, suggests that such

the ability to at least partially translate the knowledge
produced. […] practitioner-researchers can use reflection
and analysis in the exegesis to explore the gener-

intrinsic values are closely connected to
the transformative effect of new knowledge on an extended stakeholder set. In
this sense the stakeholder set and the intrinsic quality
indicators are closely tied together.
(Hellström 2010, p. 315)
[…] the writing of the exegesis or research paper allows
the practitioner-researcher to synthesise and articulate
how the shift in language has occurred; and through

[…] the value of artistic products and processes is located—whether value is conceived as a quality inhering
primarily in the artifact/text/play, etc., or in certain out-

subsequent contextual and comparative analysis,
demonstrate how the work takes us beyond
what is already known. (Barrett 2014, p. 58)

comes or epiphenomenal effects brought about by the
activity. (Hellström 2010, p. 310)

2010). Admittedly, not all notions on this list lends
themselves to an easy transposition into the field of
artistic research, although once one operates in material,
visual or acoustic cultures most of these term will make

public; and those values

tools (material and psychological ones) and the artistic
output is in itself complex, and the interaction

In creative arts research this requires situating the subjective within a broader theoretical and historical context, and the application of critical theories that have

tion artefact. This approach has been useful for articulating how the methodologies of artistic research have
the capacity to produce new knowledge and to shift

[…] several ‘tensions’ related to the evaluation of
artistic research were identified, namely those between
science and art, private and public value dimensions,
and qualities of an intrinsic and extrinsic nature.

knowledge that is situated and embodied in specific
artworks and artistic processes. Research processes and
outcomes are documented and disseminated in an ap-

indicators would amount to, for example, fit between
framework and data, aesthetic qualities of theories, explanatory reach; that is, epistemic indicators. But artistic

The most important features of academic writing may be
identified as: complexity, formality, precision, objectivity,
explicitness, accuracy, hedging and responsibility (Gillett

(Barrett 2014, p. 51)

questions that are pertinent in the research context and
in the art world. Researchers employ experimental and
hermeneutic methods that reveal and articulate the tacit

to negotiate and calibrate their understanding of quality,
between each other, as well as between themselves as a
group and the evaluated party. […] Traditional intrinsic

[…] examining studio enquiry as a process and also to
evaluating the completed work within the context of the
research question or problem, rather than as an exhibi-

understandings of the way in which
knowledge emerges and functions.

expand our knowledge and understanding by conducting an original investigation in and through art objects and creative processes. Art research begins by addressing

[…] there is a need for an extended stakeholder set in
artistic research evaluation. With regard to peer review,
expertise may not be readily available, but rather will
have to be approximated or created. Experts from related
fields, including practitioners and other users, will have

ative potential of the artefact for knowledge transfer and to acknowledge the crucial role

The insistence on the obligation to produce a written
supplement […] appears to demonstrate a lack of confidence, either in the capacity of the arts to speak in a
meaningful, complex, and critical way in a medium of

of audiences as co-producers of knowledge that will continue to emerge beyond the immediate research context.
(Barrett 2014, p. 60)

their choosing, or in their own capacity to make sound
judgements on the meaning, complexity and criticality
of artistic output as such. (Lesage 2013, p. 144)

aesthetic ideas and of transforming into
their public and discursive form that can
be understood and evaluated by a group of
appropriate peers in order to judge their relevance for
research and society. The traditional model for academic
writing is propositional text, while for the debates
around artistic research the use of other media such as
image or sound is of importance for a piece of writing. To
employ multimedia in the context of academic writing is
not unheard of, but it is their relationship to the text that
is of concern if it is thought of as representational. If an
image, for instance, appears to illustrate a text, we do

reflective implications and its position within a context
of practice, ‘easy’ solutions often impossible […]
explicitness need, however, not be literal, for a
work’s proposition may very often lie in what it does not

have the sense that what is to be said resides in the
text, while the image has a mere communicative function; conversely, if a text explains an image, we think
that the image holds the meaning while the text merely

explicitly say. Accuracy in the context of artistic
research may refer to the use of tools, devices or materials, not, however as a demonstration of skill, but rather
as the creation of an accurate relationship between any

room for that
which is unthought, that which is unexpected —the idea that all things could be different.

ing, or a notyet-knowing. It creates

ing, documenting, communicating, and disseminating
the research results is not the dominant discursive one,
but the way that uses the medium itself as its mode of

This is the contingency of artistic research.
(Borgdorff 2012, p. 124)

expression. One need not deny the inescapability of
language to still give primacy to the art itself in the
research process and as the research outcome. Discur-

sive expressions may accompany the research, but they can never take the place
of the artistic ‘reasoning’. At best, they can

elaborates on that meaning. (Schwab 2012, p. 3)

artistic research will realise the program of ‘aesthetic
research’ proposed by the inventor of the term
Alexander Baumgarten in the 18th century: it produces

of these elements and the work’s meaning. […]

knowledge of the singular. This kind of knowledge concerns the singular and the
unique and cannot be generalised into
laws, but it is nevertheless knowledge.”

does not look precise, this very character of notlooking-precise may be a precise way of entering the
material, adding, for instance, justification to a transformative appropriation […]. Hedging, on the other
hand, is not often openly discussed in the arts, but most
people are very aware of the limits that a work accepts

In the history of epistemology, the distinction is made
between knowing that something is the case—theoretical knowledge, propositional knowledge,
explicit knowledge, focal knowledge—and knowing how
to do something, to make something—practical
knowledge, embodied knowledge, implicit knowledge, tacit knowledge. Artistic research operates mainly
in the latter sphere. […] artistic research could be
described as first and foremost an articulation of the
non-propositional forms of knowledge and experience in
and through the creation of art. (Borgdorff 2012, p. 122)
The juxtaposing of disparate objects and ideas has, after
all, often been viewed as an intrinsic aspect of creativity.
The interplay of ideas from disparate areas of knowledge

two forms of meaning and knowledge, but on an
Critical assessment and self-assessment are integral
parts of artistic production today, not least within the
community that works within the relational aesthetics
tradition. Seminars, studio talks, etc. have become
almost obligatory integral parts of art fairs, exhibitions
and the like. Bringing methodological trans-

parency and serious theoretical as well
as aesthetic/artistic positioning into this

already existing interaction would not be a problem
since artists, curators and others are already driving the
process themselves. Adjusting this intellectual activity so
as to become more in line with other research assessing
activities would also benefit researching artists’ interaction with the traditional academic community as it looks
today. (Anderson 2009, p. 7)

Artistic research also qualifies as such boundary
work —and in two different directions. Artistic research
is an activity undertaken in the borderland between the
art world and the academic world. The topics, the questions, as well as the results of such research are judged,
and have meaning, both in the art world and in academia. And in this respect artistic research appears to
differ from more traditional academic research, whose
relevance and validity is determined primarily within
the community of peers, within the walls of academia,
within the world of the universities.
(Borgdorff 2012, p. 132)

Rapport avec l’académie
[…] if we want to hang on to the unorganized possibilities of artistic practice “we should avoid defin-

ing artistic research simply along institutional academic lines. This means focus on the
singularity of how art practice-theory-history and other
‘disciplines’ intersect and coalesce in individual projects.
As we cannot quite know beforehand what form this will
take […] we have to be wary about attempts to regulate
artistic research, to knock it into shape of the academic
disciplines”. (Maharaj 2011, p. 39 cité par Frisk 2013,
p. 42)

[…] artistic research as a rule does not start off with
clearly defined research questions, topics, or hypotheses
whose relevance to the research context or to art practice

bly stumbling across unexpected outcomes or surprising
insights or farsights. Moreover, because the re-

actually serves their own artistic development —they do
not have ample distance to the research topic, a distance
that is supposedly an essential condition for achieving a

constant movement between the material world, the
biological/material self (the self as ‘other’) and the
social self. This movement gives rise to a performative
production of knowledge or onto-epistemology. Crucial
to this perspective is an acknowledgement of the agency

Artistic research—as embedded in artistic and academic
contexts—is the articulation of the unreflective, non-conceptual content enclosed in aesthetic experiences, enact-

of materials and matter. Matter is found to be as active
as thought, language and form; and matter does not
exist in separation from thought; because they are
co-existent, they intra-act as material-semiotic process.
Barad’s new materialist perspective on practice and her
notion of ‘agential realism’, the attribution of agency not

non-conceptual content, and embodied
knowledge is explored in phenomenology, which, starting with Husserl and continuing via

only to tools and instruments of research but to brute
matter itself (Barad 2003, 2007) permits us to articulate
more clearly what separates creative arts research from

the world was thought to be independent of our situatedness. (Borgdorff 2012, p. 168)

searchers are intimately intertwined with
what they are exploring — much artistic research

degree of objectivity. (Borgdorff 2012, p. 80)

Relation with the academy
Like the social sciences and humanities before it, the
development of artistic research has proceeded in the
shadow of the research ‘model’ par excellence, that is,

While academia has encouraged an environment for
thinking and writing about arts practice, it also needs to
understand that the artistic research process is quite the

towards a vision of artistic research which is self-critical
and self-reflexive. Put differently, we must have

science-as-research.
Through its systematic procedures, methodological consistency and ongoing peer review, science lays claim to

reverse of the traditional research paradigm —analyze to create becomes create then analyze.

the courage to be anarchistic and experimental. (Hannula 2011 p. 70 cité par Frisk 2013,
p. 41)

of art and

‘objective truth’. […] Through its propositional form and
its ability to establishing a correspondence between
statements or modelling of the world and the world,

(Blom 2010, p. 370)

Épistémologie

mensions of a tacit and intuitive knowing
that is derived from the senses and is made

subjective and emergent quality of their research. Artistic often seems nebulous, unquantifiable and untestable:
its procedures and methods emerge in and through the

possible through an alteration of language that occurs in
the of the artwork. This places the aesthetic paradigm
outside of the positivist paradigm, which seeks to verify

work rather than being prescribed in advance by the
discipline. In the academic world at least, artistic
research continues to be seen as lacking credibility be-

findings and generalisations, as well as the postpositivist
paradigm, which seeks to falsify generalisations. Both of
these are founded on the assumptions that a fixed reality exists to be observed and that only rational thought is

spondence in findings between studies,
the lack of replicability or innovation in
artistic research is still not a goal that is
valued by the sciences. (Bolt 2016, p. 137)

at work in research. (Barrett 2014, p. 53)
Interaction and intra-action in the aesthetic paradigm
not only pertain to flows of communication and knowledge between human actors and systems of knowledge
but also flows between thought, feeling and the materi-

artist as human
actor is both subject and object of the research process and, in this paradigm, the

al world. In artistic research, the
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“performative paradigm”, a mode of research characterised by a productive performativity where art is both

productive in its own right as well as
being data that could be analysed using qualitative

Heidegger and Merleau-Ponty, has focused attention on
the nature of perception and the constitution of intentionality and normativity, beyond an ontology in which

Epistemology

and aesthetic modes. (Bolt 2016, p. 131)

design incorporates
both experimentation and participation
in practice and the interpretation of that
practice. In summary, research in the arts is per-

realism of artistic

movement of illumination always flows first through
interaction (and intra-action) with matter and the materials of, then subsequently from the particular to the
general through the audience’s interaction with the art
object or outcome of the research process.
(Barrett 2014, p. 54)

a linguistic-conceptual
articulation of the embedded, enacted,
and embodied content of artistic research?

for ‘Mode 2 knowledge production’.
Mode 1 refers to traditional, discipline-bound research
that takes place in academic contexts (mostly universi-

The significance of the current discussion at the intersection of phenomenology, cognitive sciences, and philosophy of mind lies in the prospects it may open for liberating the content of research in and through artistic practices from the explicit, explanatory, descriptive, or inter-

ties); it is characterised by organisational homogeneity,
uniformity, and stability. The quality of Mode 1
research — which is primarily focused on the finding of
truths or the justification of beliefs — is assessed and
controlled within each discipline by a peer review
system, […].
Mode 2 research, in contrast, is said to take place in the
‘context of application’. It is interdisciplinary or
transdisciplinary, involving both academics and other parties. Research is not conducted

Is it possible to achieve

pretive approaches that are so common in other research
in the arts. (Borgdorff 2012, p. 170)
The constructivist perspective holds that objects and
events actually become constituted in and through artworks and artistic actions. […] Here lies the performative
and critical power of art. It does not represent things; it

Méthodologie

but in auditory, visual, and tactile ways, aesthetically,
expressively, and emotively. (Borgdorff 2012, p. 21)

and mental phenomena, and who have replaced the
notion of “materialism” with that of “physicalism”
(Beckermann 1992: 1). Central to the work of such think-

exclusively in homogeneous, uniformly structured universities, but is more localised in heterogeneous, diversified, often transitory configurations, […] assemble

presents them, thereby the world into what it is or could
be. The hermeneutic perspective assumes that artistic
practices and artworks disclose the world to us. The
world-revealing power of art lies in its ability to offer us

ers, is the theory of emergent evolution which asserts
that as systems develop, their material configurations
become more complex. A further claim of such theory is
that, once a certain critical level of complexity is reached

around a particular set of problems.
[…] artistic research is not primarily an academic (university) matter, but is carried out in what Gibbons et al.,

those new vistas, experiences, and insights that affect
our relationship with the world and with ourselves.
Artistic research addresses this world-constituting and

in any system, genuinely novel properties-those that
have never been instantiated These emergent effects
are not predictable before their first occurrence.

in their description of Mode 2, call the ‘context of application’. (Borgdorff 2012, p. 91)

world-revealing power of art—the ways in which we
constitute and understand the world in and through art.
(Borgdorff 2012, p. 171-2)

idea of emergent evolution provides a useful model
for understanding emergent methodology in creative arts research.

(Beckermann 1992: 15-29). […] the

revealed. (Barrett 2014, p. 54)

times the transformations may seem to be so inchoate
that it is impossible to recognise them, let alone map
their effects. (Bolt 2016, p. 141)

[…] methodologies in artistic research are necessarily

emergent and subject to repeated adjustment, rather than remaining fixed throughout the pro-

The self-consciousness
that is present the moment I consciously
experience something does not necessarily entail some kind of reflection, introspection or higher-order monitoring.
sense of self-awareness.

As Merleau-Ponty has argued, it is an intrinsic feature of
experience already on a pre-reflective level, as an immediate and non-cognitive reflexivity. (Zahavi 2005, 12, 16,
21; Merleau-Ponty 1995/1962, 100.) The first-person
perspective can be considered to include a weak and
strong attribute. The strong attribute of first-person
perspective denotes the reflective and more focal grasp

cess and outcomes of the research are appropriately documented and disseminated to the research community
and to the wider public. (Borgdorff 2012, p. 43)
In the medium itself—in the creative process, the artwork, and its effects— perspectives are re-

[…] artistic research reconfigures our understandings
of how knowledge is produced, practitioner-researchers
need to go beyond this view of language and knowledge
production. I have previously drawn on Michael Polanyi
(1958) and the work of Ian Sutherland and Sophia Krys
Acord (2007) to discuss the way in which art gives rise
to experiential knowledge. Praxical knowledge

is not a priori there to be discovered, but
is knowledge as action or ‘knowing’ that
emerges from both thought and biological or sensory interaction —that is, from aesthetic experience. (Barrett 2014, p. 57)

Connaissance

life-stories evolve in interaction with others. They are
interwoven in their stories and embedded in larger historical and communal meaning-giving structures. Our

signing new instruments or applications. And sometimes
artistic research has a strong affinity with social science
research, and more particularly with ethnographic
research or action research—whereby, in both cases,

life-stories are then only partially determined by our
own choices and decisions (Gallagher & Zahavi 2008,
201). This means that the concepts I use to express the

the subject and object of study are intertwined, and the researcher is both a
participant and an observer.
(Borgdorff 2012, p. 123)

While the methods of science try to establish agreement
and determine the accuracy of process, art can offer provisionality as a virtue. It does not necessarily attempt to
determine a thing by description through theory and
experiment but can propose ways of seeing.
(O’Riley 2011, p. 5)

experiences subjective and entails a built-in selfreference (Zahavi 2005, 12, 16; Merleau-Ponty 1995/
1962, 100, 371–372). (Ravn Rouhiainen 2010, p. 96)

in local and particular knowledge, tacit and embodied
knowing and respect intuition and imagination in the research process. The epistemo-

social constitution of this
dimension of self is quite graspable. Our

salient features of the person I take myself to be are
concepts derived from tradition and theory that will vary
widely from one historical period to the next and across

tive-computational circuits that tend to be seen as
selfenclosed and detached from motor-sensory-somatic
processes (Varela 2000). (Maharaj 2004, p. 9)

Cognition

In his monograph, Material Thinking, Paul Carter (2004)
helps to extend understandings of the subjective and
relational dimensions of the artistic process. He describes

scientists work to emerge this knowledge through social
interaction. Artists emerge it through material interaction and social interaction (Gibson 2010, p. 8). The

material dimension articulates the subjective and the sensory as an inextricable
aspect of discovery. Knowledge through action
involves the application of personal knowledge, sensation and tacit and intuitive know-how in order to bring
about unexpected changes to the perceived world.
(Barrett 2014, p. 57)

knowledge implies that
ideas and theory are ultimately the result
of practice rather than vice versa.

in research. Praxical

(Barrett 2007b, p. 6)

form of human knowing that is embodied within artistic
practice and incorporates creative and critical processes
as mind and matter converge in the many contexts
within which art practice takes place.
• Third, the image instinct that gives rise to a creative
impulse is a continuously changing, dynamic process
that makes use of the connective capacity of concepts,
forms, and contexts, and stimulates a mindful search
that takes place within and beyond the parameters of
existing knowledge systems and structures. In this
sense, artistic research is a ‘post-discipline’
practice. (Sullivan 2011, p. 118)

In artistic research, movement is therefore from the particular/private to the general/public domain. Knowledge
transfer and testing against what is already known
occurs first through interaction in the and subsequently
through interaction engendered by the viewing or experiencing of the artwork itself. […] cycles of interaction and reflection are shown to underpin the
emergence of new insights and knowledge.
(Barrett 2014, p. 58)

fined disciplines or domains of knowledge.
(Barrett 2007b, p. 7)

philosophical framework for understanding the acquisition of human knowledge as emergent. His work also
provides a rationale for applying emergent approaches

means of creating new relations of knowledge subsequent to production. (Barrett 2007b, p. 5)

creators, critics and theorists.
• Second, seeing, experiencing and thinking in artistic
contexts activates cognitive processes that are both
mental and physical. […] As such, artistic cognition is a

An often vexed issue in creative arts research is related
to establishing the work in an identifiable location
within the broader arena made up of more clearly de-

Subjective approaches in artistic research are implicated
in and give rise to a second feature of practice as
research: its emergent methodologies. Martin
Heidegger’s notion of “praxical knowledge” or what
he theorised as the material basis of knowl provides a

of experience is then returned to the universal. Carter
suggests that “material thinking” specific to artistic
research creates a record of the studio process as a

Cognition

strategies that dislodge discipline boundaries, override media conventions, and disrupt political interests as they take on roles as

One of the strengths of artistic research is its capacity to
uncover or reveal the aesthetic dimension of all forms of
discovery. Pre-existing knowledge does not merely
emerge from objects to be discovered by scientists, but

Knowledge

To see artistic research as ‘embodied’ knowledge is to differentiate it from conceptual-specula-

[…] implications related to artistic cognition:
• First, it is acknowledged that the thinking artist is a
practitioner-researcher who uses many visual cognitive

articulation of
this unfinished material thinking. This rein-

Artistic research is the deliberate

forces the contingent perspectives and world disclosures
it imparts. In the debate on the epistemology of artistic
research, an antithesis repeatedly surfaces: between
explicit, manifest knowledge and implicit or tacit knowledge, and between knowing that something is the case
and knowing how to do or make something. I propose
to add a third side to this: not knowing.
(Borgdorff 2012, p. 71)

[…] the movement between thought, image, and text is
brought into relief by new representational forms and by
extension, so are the practices of research and art. The
physical context that provides the ground for an image,
for example, can become part of the work. The intellectual or emotional context provided by the viewer can
equally be absorbed or conversely determine a work’s
impact. Movement between these realms mirrors the
movement between, for example, an intellectual context
provided by research and the lateral spaces of the image
or artwork that resist being pinned down to an argument. (O’Riley 2011, p. 4)

perhaps these activities can be seen as manifestations
of an underlying process. At root, they refer to a binding
activity. They may be different manifestations or ways
of expressing an underlying process but they share a

communities. The

artistic products may be articulated and communicated
in the research study. In all cases, art research should
examine the embeddedness and situatedness of its

(Borgdorff 2012, p. 24)

of artistic research are necessarily unpredictable.
(Barrett 2007b, p. 3)

research has much in common with technological,
applied research, particularly where the research is
aimed at improving materials and techniques or at de-

performative, expressive, and emotive
points of view. If the focus of investigation is on

the creative process, one should not lose sight of the
result of that process—the work of art itself. Both the
material content and the immaterial, non-conceptual,
and nondiscursive contents of creative processes and

cific nature of artistic research can be pinpointed in the
way that it both cognitively and artistically articulates
this revealment and constitution of the
world, an articulation which is normative, affective,
and expressive all at once—and which also, as it were,
sets our moral, psychological, and social life into motion.

[…] thinking, or doing could be regarded as cognitive
acts. If textual and visual research shares a common
subject (the thinking individual engaged in the research)

Articulating the first-person perspective relates
to an autobiographical and narrative self, which introduces to selfhood, among others, the problems of the
temporal dimension, memory, reflection and linguistic

[…] art research focuses on art objects and creative processes. This can involve aesthetic, hermeneutic,

object of investigation.
(Borgdorff 2012, p. 46-7)

vealed and constituted, horizons are
shifted, and new distinctions are articulated. The spe-

[…] within the context of studio-based research, innovation is derived from methods that cannot
always be pre-determined, and “outcomes”

Sometimes artistic research is closely related to humanities research, in particular to that in art studies and cultural studies. These disciplines may provide interpretive
frameworks that can also figure in research in and
through artistic practice, such as hermeneutics, semiotics, critical theory, or cultural analysis. Sometimes artistic

we can have on our self-experiences. The weak attribute
relates to the immediate and non-objectifying sense of
self involved in conscious experience. This experience
belongs to what in phenomenology is most often
referred to as the prereflective dimension of consciousness. Generally speaking, first-person givenness makes

(Barrett 2007b, p. 6)
Julia Kristeva’s account of dialectics as catastrophe in order to explain how creative practice engenders
material processes that rupture meaning and language
to allow the as yet unimagined and unrepresented to be

ential, involving a subjective and situated approach that draws on tacit and intuitive processes that makes pattern difficult. Some-

research employs both experimental and hermeneutic
methods in addressing itself to particular and singular
products and processes. (Borgdorff 2012, p. 52)

Drawing on the phenomenology of Dan Zahavi, firstperson modality can be described as the first-personal
givenness of or accessibility to experiential phenomena.
All experiences come with a quality of mineness and a

that are pertinent to the research context
and the art world, and employs methods
that are appropriate to the study. The pro-

edge content has been analysed in depth in phenomenology, hermeneutics, and cognitive psychology.
(Borgdorff 2012, p. 49)

of the artistic work. (Frisk 2013, p. 45)

cess of enquiry. (Barrett 2007b, p. 6)
The broader concept of emergence has more recently
been studied by thinkers who are concerned with
understanding the relationship between physical events

Art practice qualifies as research when its purpose is to
broaden our knowledge and understanding through an
original investigation. It begins with questions

edge, as ‘knowing-how’, and as sensory
knowledge, is cognitive, though non-conceptual; and it is rational, though
non-discursive. The distinctive nature of the knowl-

The problem for the artistic researcher is often recognising and mapping the transformations that have occurred,
since artistic research is emergent and experi-

formed by artists as a rule, but their research envisages
a broader-ranging impact than the development of their
own artistry. Unlike other domains of knowledge, art

Methodology

nonconceptual, non-discursive, sensory
knowledge, as embodied in artistic products and processes? (Borgdorff 2012, p. 79)

co-producers in collaborative and, in the case of
audiences, participatory approaches that may not be
pre-determined at the outset of the research”.
(Barret 2014, p. 3 cité par Bolt 2016, p. 131-2)

the artistic practice under scrutiny to new and unexpected areas which will guide the development

ment. […] the research

which art offers us new experiences, outlooks, and
insights that bear on our relationship to the world and to
ourselves. This articulation of the world we live in is

follows, the working procedures, the methods? Or, from
a third point of view, does artistic research seek to reveal
a special form of knowledge — tacit, practical,

The research process has the potential not only to open
the field of artistic knowledge production to other disciplines and to other fields of interest, but also to open up

Research in the arts likewise generally aims at interpreting the particular and the unique, but in this type of
research practical experimentation is an essential ele-

If some form of mimesis does exist in art, it is here: in
the force, at once perspectivist and performative, by

what we may call the radical

necessity for ongoing decoding, analysis and translation
and, finally, the acknowledgement that instruments and
objects of research are not passive, but emerge as

taneously shapes and expands the horizons of the existing world —not discursively,

tion from established or universal
discourse to instances of particular in
staging itself as an artwork, the particularity

dominant modes of qualitative and quantitative research
that provide the default modes of research in the academy. This new paradigm of research could be deemed the

ed in creative practices, and embodied in artistic products. The theme of unreflective action,

In their book The New Production of Knowledge from
1994, Michael Gibbons and his colleagues […] described
how ‘Mode 1 science’ must now make increasing room

potential of the ambiguity and the indeterminacy of the aesthetic object and the

[…] art knowledge is always also embodied in form and
matter. Creative processes, artistic practices, and artworks all incorporate knowledge which simul-

this process as one that involves a decontexualisa-

[…] artistic research or creative arts enquiry reveals new
modes and methodologies that could be considered to
constitute a new paradigm of research distinct from the

research. (Borgdorff 2012, p. 72)
[…] the logic that underpins aesthetic practice is not
solely the logic of rational thought, but involves di-

science establishes true or false statements. Similarly,
the social sciences and humanities produce descriptions
that correspond to facts in the world.
The creative arts, in contrast, are often criticised for the

cause the methods cannot be replicated exactly, a principle central to scientific research. The lack of corre-

(Barrett 2007b, p. 7)

other paradigms. (Barrett 2014, p. 55)

new paradigm. These include processes that allow: “new
objects of thought to emerge through cycles of and
reflection; a recognition of the generative

Wherein lies the specific nature of artistic research? Is
that in the research object—the uniqueness of artistic
practice, of the work of art, of the creative process?
Or does it lie in the research process—in the course it

[…] the knowledge embodied in art, which has been
variously analysed as tacit, practical knowl-

the emergence of new analogies, metaphors and models for understanding
objects of enquiry.
Barad (2003, 2007) provides us with further scaffolding
for grasping how material-discursive practices emerge
from corporeal responses and are translated into language and thought. In experience-in-practice there is a

Since artistic research has been accepted and established
as credible research within art education and art institutions, we have to keep its possibilities open and move

[…] positioned at the interface
academia. (Borgdorff 2012, p. 3)

in creative arts research creates conditions for

has been established beforehand. Much such research
is not ‘hypothesis-led’, but ‘discovery- led’ research
(Rubidge 2005: 8), in which the artist undertakes a
search on the basis of intuition and trial-and-error, possi-

Caracteristics

is derived from it material and social relationality”
(Barret 2007, p. 7). Barrett also identified a number of
other attributes that qualify creative arts research as a

(Arlander 2013, p. 157)

Artistic Research

ciplinary. (Barrett 2007b, p. 7)

In addition to the “approach of artistic research… the
tacit and intuitive processes, the experiential and emergent nature of its methodologies and the intrinsically
interdisciplinary dimension of this mode of research that

Thus artistic research differs from empirical research,
which tries to find general laws. Nevanlinna suggests,
in line with Sören Kjorup’s argument, that “Perhaps only

(Borgdorff 2012, p. 69)

to solve the problem of the fundamental difference
between the products of art and of science. My suggestion is to accept this difference, and build artistic
research not on an a priori ontological merging of the

epistemological and methodological adherence to similar principles of research
practice. (Anderson 2009, p. 7)

realism of artistic research.
(2) Artistic research is ‘material thinking’: the articulation of non-propositional knowledge and experience,
embodied in artworks and creative processes. This is the
non-conceptualism of artistic research.
(3) Artistic research is not about theory, but about
thought. It is not primarily directed at ‘knowing that …’
or ‘knowing how …’. It is directed more at a not know-

[…] artistic practices and creative processes are themselves the most suitable instruments of artistic research.
It also implies that the most effective way of articulat-

‘imitate’, suggest, or allude to what is being ventured
in the artistic research, or can be employed in a post hoc
reconstruction of the research process.

artistic research — its relationality or what Carter refers
to as its capacity to reinvent social relations (Carter
2004:1O) — results in research that is ultimately interdis-

Caractéristiques

(1) Artistic research concerns and affects the foundations
of our perception, our understanding, and our relationship to the world and other people. I would call this the

re-negotiation of what it means to add to knowledge
and understanding. (Schwab 2012, p. 5)

Precision may be required, because even if a work

Neither expanding the concept of science to include art
(or vice versa), nor the equalizing of art and science on
the basis of interpretation being central for both seems

tion on practice and interpretation of
practice, may be part of research in the arts as de-

[…] just as the material basis of artistic research results
in approaches that are necessarily emergent, the subjective and personally situated aspect of

fined here. (Borgdorff 2012, p. 23)

that includes a multiplicity of voices, diverse forms of presentation and an artistic

Exegesis

in order to remain comprehensible, […].
(Schwab 2012, p. 4)

2007; Östersjö 2008, 2013). (Frisk 2013, p. 44)

Not only experimentation in practice, but also reflec-

[…] the goal is an expanded notion of academic writing

Exégèse

[…] academic writing […] is the labour of creating

sense outside of a limited propositional, textual use.
[…] into the field of artistic research, although once one
operates in material, visual or acoustic cultures […]
complexity means that a work also speaks of its

propriate manner to the research community and the
wider public. (Borgdorff 2012, p. 53)

[…] intrinsically interdisciplinary and
transversal. (Barrett 2014, p. 53)

common source: for example, to make a thing involves
constant thinking that is sometimes overt but frequently
tacit. No convincing practice can exist

without a degree of criticality of both
itself and the context in which it operates. Likewise, thinking is rooted in practical experi-

ence. I would assert that the relationship between these
activities, between research and practice or image and
text, is fundamentally intertwined: they are relational
objects of thought (Macleod & Holdridge, 2005? O’Riley,

[…] art that understands itself as research, in that scientific processes or conclusions become the instrument of
art and are used in the artworks. This refers to a particular phenomenon in contemporary art, in particular in

is considered a part of the artistic process and is
carried out by the artist herself. In this case,

institutional-critique, whereby research

art is in fact a form of knowledge. It becomes the site of
knowledge production and does not restrict itself to integrating previously known concepts. […] theory is now
interpreted as a constitutive element of the artistic practice itself, and scientific methods of research and knowledge generation enter into the artistic process.
(Bush 2009, p. 3)

Liens théorie/pratique
A different view could posit a more enmeshed relationship between research and practice, where the former
is an intrinsic part of the latter and vice versa. That is,
practice is imbued with the rigor, criticality, knowledge
of context, and questioning associated with research?
And research is in a sense determined by the drive
afforded by practical thinking, experience, enactment,
and embodiment. (O’Riley 2011, p. 6)
[…] intertwinement of theoretical and
practical agency. (Borgdorff 2012, p. 2)

2005). (O’Riley 2011, p. 6)
Theories exercise their performative power on the very
practices that are described by those theories.
(Borgdorff 2012, p. 11)

social class and culture (Zahavi 2005, 108).
(Ravn Rouhiainen 2010, p. 102)

Qualitative research and artistic research are much closer
to each other than qualitative research and quantitative
research. Both have rejected the possibility and desire
for finding universal truths and have no interest in grand
narratives. Both are interested

logical and ontological premises of qualitative and
artistic research are manifold, but the departure from
positivist paradigm is clear and cut. (Antilla 2010, p. 86)
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With regard to the relationship between philosophy and
art, this implies that artistic practice is more than just an
application of theory and that theory is more than a
mere reflection on practice. Deleuze perceives this
unique relationship as “a system of relays within a larger
sphere, within a multiplicity of parts that are both theoretical and practical”. Art and theory, in effect,
are nothing more than two different
forms of practice interrelated through a
system of interaction and transferences.
In this constellation, philosophy neither brings the arts
to the point nor does art sensualize philosophical truths;
philosophy serves a knowledge-based artistic practice as
a point of reference, similar, conversely, to how art might
affect theoretical practice. (Bush 2009, p. 1)

Theory/practice links
To understand what artistic research is, it is vital to
explore the relationships between practice and theory in
the arts. By outlining four ideal-typical (but not mutually
exclusive) perspectives on the relation between […]
theory and practice, […] I distinguish (a) the instrumental perspective, (b) the interpretive

perspective, (c) the performative perspective and (d) the immanent perspective.
(Borgdorff 2012, p. 17)

The interpretive perspective holds that theory
provides reflection, knowledge, and understanding
with respect to artistic practices and products. […]
In this sense, ‘theory’ basically involves any form of
reflection on artworks, or on the production or the
reception of art, that rises above the level of the craft
itself. […] An understanding of artistic processes and
products from a philosophical, ethical, historical, hermeneutic, reconstructive, deconstructive, or generally
contextualising point of view is (or should be) part of
any artistic research. (Borgdorff 2012, p. 19)
The performative perspective focuses on their
‘world-constituting’ quality […] an understanding of art
which itself constitutes a fertile ground and starting
point for new art practices and products […] theory itself
is a practice, and that theoretical approaches always
partially shape the practices they focus on.
(Borgdorff 2012, p. 20)
The immanent perspective hence reminds us
that there is also no such thing as ‘innocent’ practice.
[…] All practices embody concepts, theories, and understandings. […] no practices and no materials exist in the
arts which are not saturated with experiences, histories,
or beliefs. There is no unsigned material, and that is one
reason why art is always reflexive. There is no ‘natural
law’ of art; its nature is second nature, preshaped by
history, culture, and theory. (Borgdorff 2012, p. 21)

