‘That paradox ensures that performance practice as research —

nto significant research concerns (usually conducted by
“artist/scholars" in universities) — wil present both highly

o pplicable results.
be clefined by the languages of particular disciplines, but the
paradox also ensures this type of research will aways resist
becoming a single discipline as ts 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 antidiscipline. A similar
move for performance practice as research wouid claim it as a
transdiscipline. Implying that, most typically, it will generate
procedures and protocols relevant to research in many
disciplinary fields. Thus performance practice as research more
precisely itself as method and

‘The drawbacks, such as
questions of subjectivity and
validity, of research based purely
in creative practice can be
overcome by the traditional
component of the hybrid
method. Using the conventional
strategy

of textual
give a solid base for the creative
to spring from. (Ryan 2005, p. 8)

of

research “tools.” Boundless specificity produces precise
methodological opportunities 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 creative
practice as research can be the notion of
subjectivity. The 'truth’, validity, and worth
of the project may be brought into question
when a work has no basis in preestablished
and prelegitimised theory. (Ryan 2005, p. 7)

Enjeux /
Challenges

h are hig! v

ark 2
andereatue unpredvaamhw, Inadequate resources and the nature of sppropriate
issues aligns with the ‘questions or
hunches’ (nnundrum outlined above. Because ‘hunches’ - or, more conventionally,
‘intuitions’ - problematise the well-worn moderist oppositions between mind and body,
spirituality and materiality, creativity and rationality, arts and sciences, and so on, and can
economicsof‘producton irsh o even i hopes o prove a thing of eauty is 2 ruth
fore rformar patently fail
1o conform of modernism radical
diversity of approaches producing an incongruous field. (Kershaw 2009, p. 115)

The creation of embodied knowledges has been most frequently
invoked by practitioners as an ‘object’ of their projects. This knowing
how’is often placed in opposition to the conscious cognition of
“knowing that’ The epistemological hstoriography of this position can
be traced from Cartesian dualism through to many later thinkers,
including Helmholtz's nineteenth-century work on acoustics (Reber
1995 15) Heldgger exstentlphlosophyof asein—or the

; Merleau Pon
ohenomenclogy,Posnys posecra osonhy vt
Lashley’s work on cerebral organisation and behaviours (1956);
Chomskys stues of ngusge scsion nd use 1572 Seare’
constructions of social reality (1995); and of course Schon
management/ marketng workonth rof ctve racioner (1553)
(Piccini Kershaw 2004, p.88)

poststructuralism fosters a sceptical and radical mode
of thought which resonates with experimentation in
arts practices insofar as play is a method of inquiry,
aiming not o establish findings by way of data to
support a demonstrable and finite answer to a research
question, but to put i play elements n a bricolage
which aford insights through deliberate and careful
jurtaposition. (Nelson 2006, p. 109)
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Interpretive research acts build on the rich conceptual traditions
associated with image making whose purpose is to open up dialogue
between the artist and viewer, and among an interpretive community
‘whose interests may cut across disciplines. The inguistic turn of
that
presumes an artwork and its 'reading’ by viewers s a simple matter of
Enmdmg and decoding visual forms. Interpretive acts open up the space
. artwork, and
perspactives are ambraced. New understandings esult as they are
filtered through the interpre tive community of art writers and thearists.
(Sullivan 2006, p. 32)

For an arts researcher inspired by a call to critical action, any inquiry is
undertaken for personal and public ends. A questioning attitude that is socially
quiry

that

o
inquiry process is the need to be able to create forms from which critical
options can be more clearly assessed and addressed. This will

AGENCY STRUCTURE

INTERPRETIVE FORMING

ACTS ACTS
Conceiving art practice as a
theoretical act within a framework of
inquiry sets i place the prospect of
doing research n artmaking When
used as a site for research, art
practice brings into play the seamless
relationship between the
‘researcher' (artist) and the
‘researched' (art practice) and this
builds on allthe discursive
arguments that disrupt untenable
dichotomies such as the fctive
subjective-objective divide. (sullivan
2006, p. 31)

YNEORETICAL

CRITICAL
ACTS

ACTION

A series of research acts . is organized around three elements that
h tud cultural practice,

agency and action. Art practice Involves giving form to thought in a

purposeful way that embodies meaning and this s negotiated in many

contexts. (Sullivan 2006, . 29)

Forming Acts in Art Practice. Although the mind is the medium

practice,
art materals are still the most tangible means that give form to
imaginative thought. Therefore, when under taking studio

PaR involves a research project in thereisa focus on

which pracice is  key method of | Other nterests, the atistreally does think i a medium. In this

s whr, gt of e PO e ror o e s s o

in and beyond the comfort of prescribed discipline knowledge, as issues and
demand

Conseqy ¥
known that has the potential to lead to the creation of new knowledge.
(sullivan 2006, p. 32)

the impact of practice as research is stil o be been fully understood and
realised. It can be argued that the generative capacity of creative arts
research is derived from the alternative approaches it employs-those
sujective, emergent and interdisciplinary approaches-that continue to be
viewed less favourably by research funding assessors and others sill to be

ars,a nowledge, roblems, and
e, a5 part of e pracic. Research acts such 3 viual poblem
theatre/performance, visual finding and problem solving are characteristi of this kind of
exhibition,film or other cultural terils, properti

| qualities b the means by lored and
expressed. [..] A characteristic of these research acts i that
understanding emerges within the process of media
experimentation, and this performative knowledge can be
likened to more traditional grounded strategies such as
observation and empirical confirmation. (Sullivan 2006, p. 31)

A general feature of practice-based research projects s that

personal interest and deperence, rather than objective

‘evidence of a research inquiry.
(Nelson 2013, p.9)

convinced of the innovative and critical potential of

studio production as research is predicated on an alternative logic of

pra(h(e often resulting in the generation of new ways of mudelhng
relations i stil a

\mmm in me ‘wider university research community. (Bavren 1Du7a P. 3P

Considering art practice as research can be looked at in two,
seemingly opposing, ways. On the one hand, the identification of
an inquiry or a problem is the fuel generating one’s art practice
On the other hand, one’s art practice generates an area of
inquiry or a problem within the field. In short, one can look at
art-practice-as-research as an area of inquiry or problem solving
that generates ideas for making things, or as a process of making

Recognition
of this permits us to Taite more clearly, the contexts,
methods and value of knowledge derived from artistic research,
and to validate the subjective, emergent and interdisciplinary
research methods of studio enquiry, that | have argued (Barrett
2006), constitute the innovative dimension of practice as
research. (Barrett 2007, p. 119)

implies that practice, in
and of tself can be
considered research
(Bannerman 2004, p. 65)

Caractéristiques /
Characteristics

the proposed inquiry necessarily entailed practical

2 inquiry. In
however, there s often a bit of both, (Baxter 2008, p.8)

Because art i inherently reflective and reflexive, practice-as-
research activity may be identical with art activity in key and
necessary aspects. But, more typically perhaps, practice-as-
research is marked as distinct from art per se by differences of
degree rather than kind in such matters as intention and context.
The reflective and reflexive intent of practice-as-research is
directed within and at the academy rather than within and at the
artworld itse, even though the boundary between domains may
be increasingly blurred. (Nelson 2006, p. 112)

Réflexivité /
Reflexivity

Through such re-doubling, artistic practice is able to install a

reflective distance within itself that allows it to be

s\mukaneeus\v&hesub‘ec& and the object of an enqu nthis.
both

it ppraisal (Schwab Borgdort 2014 p 19

innovative practice-as-research approaches in the domain of
phenomenology aim to construct ‘encounters’, sometimes
amve\v invohing ‘experiencers i s pracical engagement;or

stion. Some e, pehaps allwing bl and
Guattari, have aimed to construct a ‘haptic’space to
demonstrate that a clear distinction between seeing and
feeling i based upon a false opposition between two senses as
experienced. (Nelson 2006, p. 110)

Epistémologie /
Epistemology

. d as an influential
conceptual ramework contemporaneously with the ise of ‘practice-
asresearch’. The sub-branch of ‘existential phenomenology’ derived
from Heidegger's Sein und Zeit , 1927, particularly as taken up by
Maurice Merleau-Ponty, emphasises, amongst other things, a lfe
practice of becoming (as distinct from being), and the embodiment of
thought rather than the Cartesian discrete mind.5 In some ways

rallel , bl
bound: it d

¢, But his
particular emphasis is upon incarate perception as an ‘inter-twining’
(‘the chiasm’, 1969) in which experience is perceived through the body
and it mmersioninthe word. For MereauPonty,percetion s
subject, and
mus any knowledge or understanding is achieved through an
“encounter’in a subjectobject inter-relationship. (Nelson 2006, p. 110)

in practice - that is, knowledge which is a matter of
doing rather than abstractly conceived and thus
able to be articulated by way of a traditional thesis
in words alone. (Nelson 2013, p. 9)

Practice as Research

the assessment of practice as research (.}
should not privilege the written exposition by
assessing the commentary/explication and
avoiding the practice itself. This i often the
triumph of context over text, and by text in
this instance, | mean the practice and the

In this doctoral work there is clearly a
finished work itself. (Bannerman 2004, p. 67)

requirement for the presence o the
raditonal terary mode of

communication, often a commenary or R
el anaiss (samerman 2004061 EXGgése [
Exegesis

all
perfctly acceptable; the point o be made here s only that some of
those are less artistically owned than others and that academic
frameworks may distort practice if they do not allow for a self-
writing. M hould also be said

fact, an
artistic practice. Artwork and text are non-correlated variables that
can both be used for the exposition of practice as research. (Schwab
Borgdorff 2014, p. 18)

Where the experience of performers is in a mode of
tacit knowledge, or the perceptions of visiting
“experiencers’ are solicited, it may be that a simple
form of documentation of them giving witness to
their experience contributes to the overall insight
afforded by the piece. (Nelson 2006, p. 112)

Documentation /
Documentation

Some research outcomes are processual,
emergent that s in the processes of generation,
selection, shaping and editing material in practice.
These processes and insights may be documented
in notebooks, sketchbooks, photographs, on video
and even in related artworks and practices.
(Nelson 2006, p. 112)

Dewey tells us
instantiated into the Though

Creative arts research i often motivated by emotional,
personal and subjective concerns; it operates not only.
on the basis of explicit and exact knowledge, but alsa on
that of tacit and experiential knowledge. Experience

in the domain of th

Donald Schén's work on reflective practice and his
notion of ‘knowingin- practice’ extends our
understanding of the process of experiential
discovery that is central to practice as research. It
involves reflection-in-action and reflection-on-
action, processes through which the researcher is
able to ‘Surface and criticize the tacit

up around the =3

P
knowledge produce
always contextual and situated. (Barrett 2007, p. 115)

The problem with eighteenth century conceptions of aesthetics is that they
tend to efface materiality by casting aesthetic experience in terms of
husterman h

, that the

tonly
brands it s practically worthless, ‘but also isolates it from practical life and
socio-political action’ (Shusterman 1992 52). The challenge for practitioner-
researchers therefore, is to restore the link between practical or lived
the aesthetic, and
realizes 3 mode ofgenerating knowledge tht hs appiaton beyond
d consumption of

(Barrett 2007, p. 116)

As the subjective i i tional

3 specialised practice, and 2
make new sense of the stuations of uncertainty or p
uniqueness which he may allow himself to /
experience (Schon 1983: 61). /

The notion of knowing-in-practice can aso be
understood in terms of Michael Polanyi’s account of
“personal knowledge' It could be argued that both
ofthese terms are interchangeable with the notion
of experiential knowledge. Polanyi argues that
positivist and objectivist philosophies that underpin
modern science obscure the fact that knowledge
belongs to human agents who engage personally in
their knowledge. (Barrett 2007, p. 117)

(Nelson 2006, p. 114)

Polanyi's account of tacit knowledge adds to our
understandings of experiential knowledge. Though not explicit,

and as knowledge can only ever be situated
within a context, the arguments against practice
are signifi cantly altered. The knowledge that is
intrinsic to a research

learning (Polanyi 1969). I refers
“skil developed and applied through practice and experience
and apprehended intutivel; this process i readily understood
by artst hers wi

is botha
necessary and sufficient condition
for arts practices but tis only a

generalised without erasing the postpositivist
discourse. (Bannerman 2004, p. 66)

d by the artist thraugh ‘g and activity, is
 the

processof artstc enquirycan be Inkened towhat s described by Dewey as: the flow of

o

d ob:ec(s in the world. I

on, feeling and meaning are one’ (Dewey 1980: 35). Experience involves interaction as
sresposeto discord or lack of adjustment. I the flow of experience occurring in ths

veryday, or in artistic practice, a prob\em o besad to emerge when thre s 3 lack o
sheenceof di nitially, i they
involve sensory responses which are e qualified with emotion, a process by which
positive or negative value is attributed to experience. From this, conscious intent or thought
emerges. The process of attributing meaning and value in artistic practice (and the

art)is (Barrett 2007, p. 116)

In his critique of science, Latour points out that, as new technologies of
irculation
of inscriptions also increase; thisin tur, speeds up the spread erfors or
inaccuracies that are carried by them. Through this proces of

displacement e les fed

et coniton. The sicelation o scipion esalts I ahe o Tmooporear (Carazz) 2005) has
P in favour d deflected understandings of how

It can thus be argued, o

between explicit 2004)
(Barrett 2007, p. 118)

for practice-as-

v
research since
may lie in sustained and structured

Connaissance Hnomecgs gt (ehon 2006,
/ Knowledge

p.112)

Plato was
endorsc hgh o vry Aerent st ey svenieenth centu o
Descarte et i th cogt {1 ik therefor, | am)int the i 5 the sole
locus of certain (paR) proj

o bt wtedgh s nchateng, s sl s, o rsegg of
mind over body in the Western intellectual tradition in respect of the locus of
knowledge. Furthermore, the project of bodily dissemination of knowledge from one
community o anathr - for example the passing onofa movement vocsbular n the
workshop oh: another —

\which has long ince establshed el s the appropriate means of storage and
distribution of knowledge. (Nelson 2006, p. 106)

The utcomes might be s to consitue performatie

of the and
arts from science along with scholastic  thus at least anom substantial new insights, and even new
constructions of discourse or knowledge  knowledge. Such projects run a course betwixt and between
rational argument and embodied knowledge and in so doing.
explore a liminal space favoured by a number of practice-as-

on lived experience and more direct engagement with materials and
objects, provides a crucial alternative mode of knowledge production
compared with the scientific method described by Latour. (Barrett.
2007, p. 117)

Problematising practice as research thus presents the
challenge of thinking about the messiness of the myriad
of activities and strategies that make up a creative
practice methodology in away that embraces the why as
well as analyses the how .(Batty 2015, p. 186)

Apattern of reﬂexvvdv emerged that became the proces thraugh which the

2cting on the relectons - and often a messy combination of lhese ™ reﬂexwe
inmy art my research as |
d layers such 0

that interacted
seemed to be a central component, not only in my own practice, but n the.
artists that | was studying as well. Reflexivity also seemed to be the cycle of
toworkin

practice as
concert with other research methods. (Baxter 2008, p. 14)

plays a vital role in
human production of
new knowledge. (Barrett 2007, p. 116)

research projects. The inhabiting of iminal space in itself
to the clear categorical
boundaries of Aristotelian logic. The case for such praxis
(theory imbricated within practice) is not only that it

tha

better made in the praxis [..] rather than in writing. (Nelson
2006, p. 108)

The research in ts totality yields new understandings
through the interplay of perspectives 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
practice] may thus better be articulated in both the
product and related documentation, as indicated.
(Nelson 2006, p. 115)

With the notion of ‘exposition’, we wish to suggest an
‘operator between art and writing. Although ‘exposition”
seems to comply with traditional metaphors of vision and
illumination, it should not be taken to suggest th
external exposure of practice to the light of rationality;
rather, it is meant as the re-doubling of practice in order
to artistically move from artistic deas to epistemic
claims. (schwab Borgdorff 2014, p. 14)

Méthodologie /
Methodology

Nobody works in a vacuum; all creative
‘work operates within - or reacts against
— established discourses. Similarly,
critical reflection is located in a
conceptual framework, at minimum the
baggage of education and experience
‘which artsts bring to bear in the

making and critcal reflection processes.

The methodologies are broad. In the context of dance, they
th i nce
(Nelson 2006, p. 114

studies to investigate, for example, the validity or range of a
particular dance analytic concept; experimentation in the
practice of, say, teaching dance to test the validity of
theoretical insights about that practice; practical studio
experimentation to evaluate the relevance of certain somatic
theories to dance performance; creative artistic activity as a
research methodology, and research product,in its own right.
(Rubbidge 2005, p. 4)



