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Practice-Based vs Practice-Led

" [t a creative artifact is the basis of the contribution to knowledge,
the research is practice-based.

* If the research leads primarily to new understandings about
practice, it is practice-led.”
(Candy and Edmonds, 2018: 64)



Shift from Practice-
Based

Submission...

Thesis

Included:

Exeqisis - Description and
Analysis of workshop case studieg
Crossreferencing of examples via
footnotes to appendices

- : g

Portfolio

Included research artifacts in the
form of workshop scores.
Artifacts intended to be Open
Educational Resources (OERS)

Pre-Viva - Took the form of a
flat-pack’ set of cards with
accompanying documentation
For Viva - Took the form of
'‘assembled’ sets of cards in

portfolio box.
o

Elndexing, Description and Visual
-1: Documentation of
'all practical examples conducted

. during PhD research






Thesis

| Appendices
Incluc_ie_d: _ _ _ i Included:
Exegisis - Primarily Analysis of  1===~"" 50501y of specialised terminology
workshop case studies in context.
H N ITO
Practice-Led |
Submission

Portfolio

Included :
Visual and written documentation

detailing the development of
practice-led process grafted onto
methodological framwork
(Action-Research)




The Practice in Practice-Led

e The practice in my practice-led approach is located within my
own artistic practice which involves the composing, conducting,
and playing of workshops scores for artistic learning. In this
sense, it is a form of performative research (Haseman, 2006),
which draws from qualitative methodologies but is distinguished
from them based on three characteristics.



The Practice in Practice-Led

1. My research is in and through artistic practice (Borgdorff, 2011,
p. 45) which is itself predisposed to being “discovery-led” (Rubidge,
2005, p. 8; Borgdorft, 2011, p. 56) and fuelled by an ‘enthusiasm for
the practice’ which generates its own routes for emerging
knowledge (Haseman, 2006, p. 100) i.e. based on intuition and

experimentation-led.



The Practice in Practice-led

2. The research outputs and claims for knowing conducted
through my practice-led approach must be made through the
symbolic language my practice has established (Haseman, 2006, p.
101). This symbolic language is distilled within the workshop scores
contained in the portfolio component of this submission-but the
creation of symbolic and specialist language is also to describe my
practice and constitutes a large part of the post-rationalisation of
my practice within the exegesis of this thesis.



The Practice in Practice-led

3. The experiential knowledge created through this inquiry
requires readers to play the workshop scores themselves, ideally
with me, to gain a full understanding of the multidimensional (i.e.
explicit and tacit) knowledge produced by the practice-led inquiry.



Practice-Led Thesis

e My thesis document is an exegesis of a praxical engagement
(i.e. tacit knowledge generated through handling of the
materials of a practice-led inquiry) (Bolt, 2007, p. 31).

e The intention underpinning this exegesis is to communicate
emergent knowledge gained through the practice-led research
and to bring these insights into dialogue with existing practical
and theoretical paradigms (Bolt, 2007, p. 33).



Practice-Led Portfolio

The portfolio component of my PhD submission attempts to map
my research journey of composing, conducting and playing
workshops as artistic learning environments, contextualising them
and reflecting upon how | developed them and what knowledge
this process yielded, onto the following action-research structure
adapted from (Kemmis et al 2014, p. 18):

e Planning (composing) a workshop

e Acting (playing and conducting the workshop) and Observing
what occurs

e Reflecting on the processes that unfolded and the
conseguences and then

e Re-planning

e Acting and Observing

e Reflecting, and so on until the cycle is brought up to date.



Shift/Work

e Collaborative research
undertaken through
Critical Participatory
Action Research
(Kemmis, et al. 2014).

e Produces artifacts of
knowledge in the form of
visual and written scores.

e |nvested in a paragogic
practice-led approach
to critically developing
artistic
understandings of
epistemological rhetorics
we create or engage
with.



http://www.shift-work.org.uk/
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Shift Supervisor &
Worker Models
(2011-16)

Bruce Mclean (2011)

e Stephen Campbell
Masterclass

Y4

Keith Farghar (2011)

e Blue & Green Team
M

( Tobias Sternberg - 2011

e Temporary Art Repair
Workshop

AN

hYd
.

Sarah Tripp - 2011

e Triad Critique Format

hYd
AN

Peter Hill - 2011

e Superfictions

Lucy Stein - 2012

e By The Sea, Circa
Nineteen Thirty Three

hYd
A

Susie Green - 2012

e How can we make art
that feels like music?
(or) Me and You, Us
and Them

LN A
( Dave Sherry -2012 |
e Once More, With
Passion
M vy
s ~

Roy Ascott - 2016

e Groundcourse

Shift/Work

Models (2011-17)

Triad Critique Format (2011)

e ECA MFA Course 2012, 2013,
2014

Y4

Decisions, Decisions (2016):

e ESW 2016
e Malmo 2016
e Reykjavik 2016

Y4

Unlearning:

e Malmo 2014, 2016
e Reykjavik 2016
e Kochi 2017

Y4

AN

Speculations (2017):
e Kochi 2017

II“'.-I
Playing \

T Unlearning (2014):

/
—

|

Yd
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Y4

IN/OUT (2018):

e Sheffield 2018

- vy

( Tormod W. Anundsen & )
Helene llleris
-2018

Art as Education /

Education as Art
M

Composing
Models (2012-17)

Workshop/Workshop (2012)

Original session included Shift
Supervision from Prof Neil
Cummings & Dave Rushton.

e ECA 2012

-

~

Original session included Shift
Supervision from Sean Kaye &
Crille Lampa.

This model has now integrated
format established in
Workshop/Workshop (2012) and
has added 'H-Frame' (Garriock &
Watts, 2016) into how it's structure.

¢ ESW 2014

¢ Malmo 2014, 2016
e Reykjavik 2016

e Kochi 2017

hYd

AN

Speculations (2017):
e ESW 2017

A

IN/OUT (2018):
e Basic Mountain 2018




Commencement of PAR Cycle

1
|

Playing PAR Cycle

P

Future Routes of Inquiry Part of Ongoing PAR Cycle

-

Creates PAR Cycle including Players [F‘arficipants} of composing workshop
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‘ Composing PAR Cycle )----

8 Playing Re-Pflanning Phase

Involves:

e Members of Shift'Work discuss
with players how they would
reperform the scores

e Make plans about where and
when next playing of the scores
will occur and with whom.

e |dentifying what elements of the
scores can or should be taken

r

Playing Plan Phase
Involves:

e Players of the composing
workshop score divide into
groups and engage in structured
negotiation of the meaning of the
shared matter of concern the
workshop is exploring.

e Players are guided by the
instructions on the score and

R provided with materials to aid and

shape how they reify their
understanding of the matter.

e Further instructions from the
score will require players to plan
out a workshop for peers to play
that embodies their own
discussion and responds to
shared matter of concern i.e.
reifying their abstract conceptions
into a concrete form.

i Playing Act Phase

Involves:

e Playtesting the workshop score
they have composed.

If Members of Shift'Work

Are Present

é Playing 2nd Observation &

Reflection Phase
Involves:

e All players reconvening to reflect
on their observations of one
another's scores.

e Making suggested alterations
and/or edits to one another's

scores.

e Discussing experience in relation
to the broader composition of
artistic learning environments.

- ™

Playing Observation & Reflection
Phase

Involves:

e Players stepping out of their
playing of the score to Identify
potential issues, material
necessities and edits to be made
to the score. .

Playing 2nd Act Phase
Involves:

e Groups exchanging and playing
one another's workshop score.

e |f there are more than two groups
then groups can additional rotate

i3 N

g Playing Re-Planning Phase

Involves:

® Players collectively making
alterations to the instructions on
their score based upon critical
reflection on their playtesting.

e Preparing their workshop score,
including identifying a necessary

- or useable space and materials

needed for others to play the
score.

again to play multiple scores.
- )




Key for Shapes:

-

i ¥ ~.]| = Group consists of participants and a
1
Swo___.-’ facilitator.
TN = Black box stage of composition where
g *y  provided materials are experimented with,
Y el rearcticulated as a workshop model, and i
~ playtested. Discuss
Compose Output—s  Workshop 1 je--___
AT = Fully composed and playable workshop Playtest SO
a i model that each group will take in turns to il R T
“~___.-"  experience and feedback on. g P i

: = A card that includes a speculative term or
: practice to stimulate and foucs discussion.

g = Object selected in response to term on o 1
{ h accompanying card. Can act as a probe for /" ‘x\\\
Ve exploration of idea or for inclusion in the s

workshop model.

Discuss
Compose
Playtest

Key for Cards: Key for Objects:

S = Abduction 1 = Darts
P = Hyperstition 2 = Time Capsule e e

E = Gaming/Playing 3 = Horse Racing Game (no instructions) Group 1 Rotation 2 _,f’/

C = Fabulation 4 = Spirit Money (Chinese Joss Paper) . L

U = Lateral Thinking 5 = Lateral Thinking Puzzle (no diagram) e W g i
L =Imaginary Solutions 6 = Ladybird Picture Book e g ™
A = Forecasting/Divination 7 = Growling Bear Spirit Stones i _,-*"f ,ﬂf"ﬂ

T = Fictioning 8 = Strip from Eagle Comic 1990 : o "

| = Probe 9 = Dream Catcher Discuss =~ 7 7 i

O= Extended Cognition 10 = Notebook Compose Output Workshop 3 |~

N = Licensing 11 = Recipe Template (ingredients & Playtest

S =Weird-ing directions only)

12 = Weirding die
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SPECULATIONS
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