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Introduction

Matt Adams – Blast Theory

I have 20 minutes to talk to you about our practice and our relationship to higher education and to summarise our learning about higher education. I think it’s a great moment and an interesting framework for our discussion to talk about this relationship I personally haven’t been involved in a forum before that looks at this question and think it’s a very rich and fertile area so I will try and contribute as best I can.

Blast Theory is a group of three artists there is a group of seven in total in the organisation, we have been working together since 1991 and we are based in London up to next week, but the organisation is going to take over a building in Portslade, I will talk a bit about that at the end. To start with I would like to talk about a particular piece of work, I would like to give a sense of the work we are making and I would like to show a piece of video about it. It is called ‘Day of the Figurines’ I would particularly like to talk about here because it is a work in development, it’s a work made in collaboration with a higher education institute, its made as part of an EU research project and the video I will show is a piece of video to report on the work we have done from a research perspective and is designed to be used for a research audience and is a work for us at Blast theory that we show to our peers, our promoters to give them a sense of the work we are doing. So it’s a classic double facing piece of work and I think this is pertinent to this piece of work.

Showing video of the work.

‘Day of the Figurines’ is a text messaging game that runs over 24 days. The aim of the game is to help other players. To play the visitor enters a public space to find a large-scale model of an imaginary town. The visitor selects from the display one of a plastic figurine, they give the figurine a name and answer questions about him or her. This information is input into a web database and the figurine is place at random in the town. A web interface at www.dayofthefigurines.co.uk each players have their own page for their figurine. Players see a small section of the town surrounding their figurine and they also learn information about each figurine they meet. As the player leave the space they are given a small map of the town and a set rules of the game. An hour or so later the player will receive their first text message, by replying to the message with a name of a place in the town their figurine is set on the path towards that destination. Each hour a turn is executed and the operator moves the figurine a small distance towards their destination.

Intimately each player receives a text message to alert them of near by figurines, when their figurine arrives at a destination or to other events. Each destination has a short description. The game time takes place over the course of a day and each tern represents 6 minutes. Pubs open, shops close the car park gets deserted.  Players discover graffiti and hear. news from the pirate radio station. A fete takes place a the Rec, there is a total eclipse. Two Scandinavian death metal bands play at the Locarno. 

Threaded amongst these events are a series of dilemmas that confront the players.  The scenario is described and the player is asked what they want to do in response to the scenario and an outcome is determined. The outcome almost always results in the deterioration of the figurine from perfect health. In extreme circumstances the figurine is killed and that players game is over. 

The authors use a number of tools; the destination page creates destinations and links written descriptions to them. The colour map divides the town into areas of colour so that content can be associated with each area. The timeline allows every area to have content associated with any turn of the game. The focus of the game is on social interaction and emergent behaviour. The game is set in an imaginary society and allows player wide agency to determine what happens.

This is a classic interdisciplinary work, playing with visual art, performance art and time base media, its using installation elements its using interactive elements, it has a net art reference due to the way the web is used. It has relationships to live art practice so it sits across a number of boundaries. That was the forth iteration of the work and the next one will be at Sonar, a music festival in Barcelona in June, and then will premier in Berlin in September. So that was from July last year a long period ago, so what we are doing is making visible the workings of our process as we go and producing outcomes that are designed to be publicly disseminated a long time before we have a completed a piece of work, and that can be quite unnerving experience as an artists, but it is an essential part to how we have related to higher education. 

I thought it would be useful to flag a number of ways we research institutes. There are three major projects, the ‘Presence project’ where we are working with the University of Exeter, in Stanford, and the pervasive gaming project in which ‘Day of the Figurines’ is a product of. We are working with the University of Nottingham, the interactive institute Sony and Nokia, among others and its important to say that for Sony and Nokia that’s the research side of those organisations we are not working with the big bucks commercial forward facing people, we are working with the gremlins in the back room people who are interested in very similar research questions to a lot of the higher education institutes who we are working with and they are as cut of from the exciting, all the action end as anyone else is. Whenever we ask if we can get hold of a phone to borrow it is just as much a problem for them as it is for us.

‘Participate’ which is a DTI funded project is a massive participation science project using mobile devices, again working with the University of Nottingham, the University of bath, Telecome and Microsoft research and a few others, and I thought it would just be worth mentioning that our relationship in research has taken some quite unusual forms at certain times and most particularly in 2004 we were thinkers in residence as guests of the South Australian government in Adelaide and we were there for three months to help formulate a new media policy for South Australia to talk to a whole range of groups, from the general public we did a lecture to 700 people in the town hall, right through to particular relationships with the University of Adelaide and the new University of South Australia. We had students from both of those institutes given to us help us to make a new piece of work, some from the Humanities and some from the sciences, so we are acting as a conduit for interdisciplinary practices on that respect and allowing parts of Universities that may otherwise might not have any means to talk to one another, to talk to one another. 

We act as a lubricant in situations to help facilitate interdisciplinary relationships. Most particularly we have this relationship with the University of Nottingham, with the Mixed Reality Lab there, we have worked with them since 1997 and have made five major works together and to my knowledge there is no longer and deeper relationship between an arts organisation and a University in the world. I have not yet come across any one who has worked over this sustained period; of course there are artists who teach at Universities and have positions in Universities but this kind of collaboration based around research led practice where we sit outside of the University and have a set of intercepting points with the research agenda with the University of Nottingham is quite unusual. 

I would like to mention a backdrop to what I am about to say, because I am about to do the very risky thing and make a few pronouncements about what I think is the start of play and one of the things that has really informed me was going on this global watch mission on wireless sense and networks which was a DTI funded trip to the west coast of the United States where eight of us from the UK were given the job of going there and looking at why the Unites States were so far ahead of anywhere else in the world in wireless sense and networks. The brief is: go and find out what’s going on and bring back lessons that can be extrapolated for the UK as to how we might respond to the fact we are behind in a very critical technology. Now I wont bore you with the nature of wireless sense technology that can wait for a long winters evening, but we went to fifteen different organisations, a lot of research organisations, the University of Southern California, to Berkley and institutions like that, and to big companies like Microsoft systems and Intel and to small start ups and it was a very interesting experience as it enabled us to see the intersections between these different organisations and how critical it was that their interrelationships had created this huge research breakthrough essentially. 

The US has created a brand new discipline of wireless internet and they have completely been able to deliver at all of these levels and what we found is that were some key lessons on how they had dome that. Clearly they were super innovative, they weren’t interested in incremental improvements, they had found ways to leap in enormous ways and this had come out of Universities in the main, one particular guy at Berkley’s had come up with the idea in the ‘90’s that he would make a computer that was one milometer cubed, working computer, that was clearly a fantastical idea that he genuinely believed that it could be done and he set about convincing people that there was a pathway towards doing such a thing. Now they still haven’t done it, they are about at five millimetre by five millimetres but that vision is what has driven a whole set of research towards the idea that computers could be like dust, smart dust was kind of the key phrase that everyone got really excited about. 

The other thing that was really apparent and what I see as something essential is interdisciplinarity and the really critical thing here was visiting Berkley and being talked to by the director of CITRUS the centre for information technology in the interest of society which got three hundred million dollars worth of state funding to set it up and he said all of the innovation that comes out of Berkley comes out of the fact that we do not allow people not to collaborate across disciplines in Berkley. Anyone who is not collaborating across a discipline, someone comes and knocks on their door and says why aren’t you and who are you going to be collaborating with and that is part of the whole culture if the University to drive that kind of interdisciplinirarity. In a belief that in those little connections, in those unexpected links across disciplines is where the major innovations can come from. 

The third thing is collaboration, and about the detailed in depth collaboration and for me the complete jaw dropping moment for me was going to the University of Southern California, Santiago campus where Kal IT two has just been built, which is the Californian Information, technology and telecommunication institute, where they have built a four hundred million dollar building to house four hundred researches over four floors, one entire floor is for artists. All the guys we were meeting were scientists and few of us from our delegation said ‘why are you giving 25% of your researches to artists?’ and the scientists said ‘that is how you get interesting breakthroughs, that is what keeps us on our toes, that’s what pushes us in new directions, it creates a forum for us to talk to one another in ways we don’t other wise talk. It forces us to break out of the silos in which our research is so often organised and for that reason we are putting a hundred million dollars of recourses behind that idea. 

I am use to making the case as for why artists should be involved but I think our jaws were dragging across the floor as we looked at this enormous acreage of space that artists are going to occupy, and to hear that it was a research led agenda as they thought art was interesting in its own right, they didn’t think it was just a good thing for society, they felt it was the way they would drive their research most effectively.

Then I thought I would try and summarise a little bit of what I think we bring in some of the research relationships we have and I think the first thing is about a real world testing of results, especially for things in the social science is particularly critical. But what we find is there is a tremendously different culture between a proof of concept in a research situation and a public role out of that same thing, it invites a certain level of rigour and scrutiny that is not other wise applied and it provide a very important feed back loop as to whether research is something people are understandings, are interested in. It’s a vehicle for communication of the research idea and in the age of public engagement with science it is such a critical question, so important for us as a society this is a very interesting vehicle to do that. 

That links to my second point visibility, we specialise in partnering in cultural institutions getting audiences, marketing, press, making sure people know about what we do, coming into forums like this and shouting about what we do, travelling internationally to disseminate our practice and that provides a very important lever for researchers to be able to disseminate their research broadly and to attract attention for what they do; and to make sure they are recognised for the innovations they are making. 

Thirdly I think there is an element of knowledge, we have some areas of knowledge we are able to bring into a research institution, one of them is about interdisciplinarity, working within the arts we have a very developed and defined understanding of interdiscilinarity, of building teams very quickly from a very diverse group of people and finding a common language, lots of theatre and dance workshops is exactly about how you bring twenty people into a room at 9:00 in the morning and have them in some kind of harmonious sense of understanding and trust by 5 in the afternoon, these kind of process and skills are normally the kind of things that are being undertaking in research institutions especially not in scientific ones in my experience. 

We also bring knowledge of culture and often commercial practice as well, we have certain sets of relationships with commercial organisations or artists that come from commercial backgrounds so we bring a set of knowledge into the research environment, as I mentioned we have got marketing and press skills and production skills the ability to role things out with small budgets and small time scales is something that particularly performance based practitioners have strong knowledge about. Documentation is another really important thing of how you record what it are you have done and how you make this visible and digestible to an audience. That video I showed you was used as a report to the European Union to demonstrate what this ten million project has been doing for eighteen months, so it is a very important document and there is no doubt that we have been able to contribute a lot to the pervasive gaming researches as to how you might do that we set about filming, photographing, editing and so on. 

Fourthly as partnerships, clearly that are lots of partnerships being forged in all kinds of ways all of the time but we provide a complete sort of left field way in which partnerships might be created particularly again between disciplines so for example the University of Nottingham who we have worked with on the ‘Day of the Figurines’, the ‘Day of the Figurines’ is now going to be studied by the University of Exeter which is the Drama department so the science department at the University of Nottingham now has a link with the Drama department at the University of Exeter and in fact there is a tremendous amount of overlap in some of the areas of their interests and we provide the conduit of where they relationship can be made. We also have strong relationships with SMEs small companies who are being innovative in this sector and that again can be a way in which we can be productive. 

Finally about how you excite and motivate your staff what we found with our relationship with the Mixed Reality Lab is that researchers really want to work on Blast Theory projects because of some of the reasons I have outlined, but because it is a very focal public moment at which everything comes together. For example we had a commission from Tate Online last year to make a piece of work for the Tate’s website, as part of the forty artists forty days project in the build up of the announcement of the Olympics bid. We worked with a researcher from the University of Nottingham who is a computer scientist. For him to make the code to be then on the Tate website was an incredible buzz for him and gave him a tremendous sense of reward and when he reflected back on the highlight of his year that was the thing he picked even though he had only worked on this for a few days it felt like for him he had a hand in something that had a visibility and a reward for him.

What about the risks? I think the critical question is about money and power, when we first worked with the University of Nottingham at that point Blast Theory had an annual funding from the Arts Council of 7.5 thousands pounds a year for the five of us, including our office and our one computer that we shared. We went to the University of Nottingham where the MRL had a budget in the millions each year and a permanent staff of 35 and bringing that relationship, dealing with the fact that essentially we were supplements to the MRL at that stage is very tricky for us not to be kind of weedling and feeling slightly hard done by was quite a challenge, and for the University of Nottingham guys particularly Professor Steve Benford who is the head of the MRL not to see us as essentially a little bit of grit in the machine was also something where we believe the real basis of our relationship came from, the fact that Steve Bedford treated us as equals from the outset. He never ever succumbed to the temptation to treat us as a side project or something that was essentially peripheral, he always treated us as an important and interesting and engaging and exciting part of what MRL would do next, despite the fact that we bought very little resources with us, in fact we were asking him to give us staff time and access to equipment and so on. 

That leads onto different modes of practice and discourse, clearly a research led mode of practice is very different, creating a hypothesis and setting out to test it is a very different set of processes than an artistic one where essentially you can be farting around for months on end but as long as the day before the opening you come up with the goods your fine. And a lot of artists, their practice often works in those ways, where its an extreme deadline, very high visibility thing. I have a number of great stories of people who have pulled things out of the hat without any logical explanation and completely undeservedly has made fantastic bits of work despite that. So with the risk of being rude about all artistic practice I think there is that tremendous difference and how you talk about what you do, the very notion of research and development were terms that constantly tripped us up in the first year of our relationship with the MRL, because they really meant very different things to us than they did to them. 

We also had very different outcomes, they needed to publish papers regularly and to find goals and questions and find ways in which they could generalise what we were doing to a broader computer science community. Where as we were just concerned with work that would be judged in its relationship to artistic practice and performance history and had to deliver on those terms and those are very different things; again I would say it was about 2 to 3 years of very slow incremental development before we found a harmonious way of doing that. 

What’s really fascinating to me is as our relationship develops the precise ways in which we validate each other’s practices and modes of outcome and discourse is precisely where the most interesting and innovative stuff comes from. There are instances of things were we have taken a complete left turn on a set of ideas that has in some ways left the MRL’s research totally stranded, what they said they were going to look at has just been dumped on the floor because now the artists have decided they are going this way, often its exactly at that moment that we’ve yielded the most interesting research outcomes. Now how you legislate for that, how you control and understand that is a very difficult process, I think it’s a golfer that said ‘the more I practice the better I get’, its that kind of thing, the stronger you have a set of relationships the more productive these kind of happy accidents can emerge to be.

Just to finish I would like to talk briefly about the building we have in Portslade overlooking the Shoreham basin, because it’s a way we are hoping to bring some of the work we have been doing into Brighton. To set up relationships here with you in this room about how we may look to go further in the kind of research we are doing. The bottom floor, the one that has no windows, no doors and nothing else is the floor that Blast Theory has, we wont be there for some time, but what we are looking to do is create something that sits at the intersection of art, science and commerce. Now commerce is a complicated question and I don’t really have time to talk about what I mean by that and the limits I would put on that relationship, but for us it’s a very important thing. 

Practice based, hosting artists, both current artists and undergraduates, recent graduate and looking at fostering people who are starting up, people who have graduated and are then in that horrible transition of you coming out of your course, you’ve got a first, for three years everyone thought you were great, your tutors said you were brilliant, now you have 8 to 12 thousand pounds of dept and no job and no possible prospect of earning any money through an artist career, what do you do? In my opinion we loose a lot of really talented artist at that point and we believe at Blast Theory we have something to offer at that point to bridge that gap and the building at Welly Road could certainly serve in that respect. 

Seminars, master classes and conference, importantly all very practice orientated, its all about artistic practice, the agenda for this building and a technical infrastructure that would enable us to test, to research and send out things. One of the problems that we have is we are constantly on other peoples turf, when we work with the University of Nottingham we go there, when we work with the University of Exeter we go there, no one ever come to us because of our slightly grotty factory unit in Hackney is not actually done the trick, we cant even host people properly. So this is the building we can say, its going to be artist led, this is switching the power deferential slightly and saying come onto our turf and research with us on the artistic nature and I believe if we are able to do this properly this is a chance to be world leading, because I don’t think this is happening. Other countries are looking at the UK in an admiring way about a lot of the interdisciplinary research we are doing they key now is can artists lead that research rather than be lesser partners in the larger research initiative?

Johnathan Woodham 

I would like to thank Matt for his contribution and I would like to highlight some interesting points that have come out of his talk. Not least his confidence in exploring many of the ideas we hope to be developing through Visions, but if I could highlight a couple of things.

The importance of the way language is used and its differences is key to our discussions, but I also felt important was the stress that was being placed on innovation, interdisipliarity and collaboration. As I think they are watch words for the kind of climate we are hoping to create through shaping of a policy for Visions. Unfortunately I don’t think we can offer quite the riches that have seemed to be on screen of hundred and millions of dollars or their equivalent, what I am concerned about is that we make our way through a developmental picture. What I would say of the institution of Brighton is that we are very keen on interdisiplinarity and crossing boundaries and working with people, sometimes from very far removed disciplines, maybe in the medicines or the sciences. So I think our agenda is similar here and I’m sure other people from other institutions and other interest groups will be making other thoughts and contributions to the debate.

Professor Bruce Brown – Dean, Faculty of Arts and Architecture, University of Brighton

I thought Matt’s precise and focused definition of Artistic practice as farting around was very interesting, but it reminded me of a very well known graphic designer, a chap called Robert Brown-John who came across in the States in the 1960’s and pioneered a lot of film credits, he did Gold Finger. But when he was asked about his working methods he said ‘its accidentally on purpose’, so in every accident there is a purpose. 

What I would like to do is spend 10 or 15 minute outlining some of the key issues that I have encountered, personally, in trying to promote, manage and asses research in the creative and performing arts and say why I think Visions could help provide a model for such work at an international level. One of the questions of course must be, why does it matter at all if we in the creative and performing arts are or are not involved in something called research? Well I say there are three good reasons amongst a number of others for being so engaged. 

Firstly high quality cultural production grabs peoples attention, it creates an audience for itself and secondly such innovation contributes to our civic and national prosperity thought the creation of cultural and economical wealth. Thirdly good research is challenging, causing both audiences and researches to grow through their engagement with it. In the bigger picture good research in the creative and performing arts can enhance our understanding of the human condition, it can help us to evolve systems of thought that create and preserve our unique identities, it can create process and systems that lead to new product and innovations. 

For us in the universities research is important for all these reasons as well as being a key source of funding in which to support the continuation of such work and here in Brighton over the years we have tried really hard to pursue these responsibilities with the civic nature of the city in which we live and for us its very important that we mesh into the network that exist in the networks in Brighton and Hove. Nationally there is also a continuous drift for support for research in the natural and physical sciences, whilst we still seem to be struggling to produce evidence to convince Whitehall mandarins that research in the creative and performance arts is of equal importance to the nations competitiveness and well being, so at a time where we are trying to drive these overlaps and interdisciplinary connections between the Arts and the sciences there seems to be a schism emerging which isn’t to me, what it seems that many people who are produces of these work seem to want to see happening. 

So apart from my day job at the University of Brighton where this faculty of Arts and Architecture is I believe considered to be one in a number of UK’s leading centres for research in the creative and performing arts. I am also responsible for chairing a national comity and charged with the job of assessing the quality of all such research across all of the UK’s higher education institutions on behalf of the UK’s government. It’s called the Research Assess Exercise and it is treated with some caution and respect from some of my academic colleagues and some are more severe treating it with distance and distain. Partly because it is a system of peer review that looks with a questioning eye on other peoples claims, objectives, ambitions and achievements and where it works well in my view is it is a great support, it also exposes weakness that are over claimed. Now our job in that committee is to try and decide what percentage of research conducted in the creative and performing art throughout the UK maybe of world leading quality, how much of it is internationally excellent, the percentage that it could be internationally recognised and how much of it is nationally recognised and I have to add one small point that we are one of a number of faculties or Universities across the UK who came out in the last research estimate exercise as what is known as a grade 5,which is work that is internationally recognised in its largest part. 

But can you imagine such a task, how do you distinguish between world leading, internationally excellent, internationally recognised or nationally recognised say in a dance or a theatrical piece and if you were to know it when you saw it how were you to describe it convincingly? What criteria could be used to decide whether the work of say a performance artist is either world leading or nationally recognised and more fundamentally what criteria could be used to decide whether such established work is in fact not research at all or whether it is something else such as professional practice or straight forward consultancy. The catch in all of this is these quality judgements for better or for worse will be used to drive the delivery of many millions of pounds of future support of research activity in the creative and performance arts other the next 7 to 10 years. So getting this exercise right is going to be very important fro the future development of research in our sectors and perhaps one of the biggest issues here in the national context is that the judgements being used to measure the quality of such research are by in large rooted in metrics derived from natural and physical sciences. These are largely text based disciplines and use metrics designed to measure the number of citations listed for a research paper or a book or a number of copies that are sold, and another key metric in this sector is the amount of income that may have been derived from such projects largely in collaboration with industry. 

Now, the predominance of such indicators as these creates difficulties in properly measuring the value and impact of research in the creative and performance arts nationally, for example much research in the visual arts does not generate financial wealth through for example patents, contracts with industry, this said the product of the UK’s cultural and industries is recognised to be making a very considerable contribution to our national economy. It is not therefore the impact of such research on the national economy that is in doubt but ours so far relative to inability to provide good measures that may evidence it in a convincing way and so persuade our pay masters who hold the strings of the public purse of its value. Further more it could be argued that financial wealth is not the only outcome of research in the creative and performing arts and that both social and cultural wealth are of equal value. 

But again how can these things be measured in order to be convincing and hence secure further investments in our disciplines. An even further difficulty is the majority of research in the visual and performing arts is its not capable of being permanently stored and transmitted in a textual form, this is often further complicated by the fact that much of the research outcome in these areas are ephemeral. A performance once done may never be repeated or captured for posterity in the form in which it was first produced and the criticism this often generates specifically which the research councils is that a future generation of researches of those straight forward inquisitive people in arts practice will not be able to go anywhere to find the knowledge pool of past research say in theatre, dance or painting. And where such forms of cultural production constitute research that is funded from the public purse, that is taxpayers like you and me, and then the permanent accessibility of such knowledge in the public domain is an obligation we in the creative and performance arts have to address if we are to survive and prosper.

Now the situation has not in my opinion been much helped by the long running debate over a desire to recognise something described as ‘practice lead research’ as being different and therefore separate from research in the natural and physical sciences. Whilst it is true however in principle it has not been helpful to assert practice led research is different from all other types of research without precisely articulating what the differences may be and how they can be measured, indeed this has led to a situation where many colleagues who produce things through a process of making, as in studio practice have by dent of this means of production often automatically claimed all of their outputs as research simply because it has been the outcome of their practice and they have made it. 

The plain fact is that some of these practices are research and some not, if these practices are not research and so the question still remains ‘how do we know whether a specific outcome of practice lead cultural production is or is not research’. 

So let me try to say a few things about this to try and tease out some of the definitions. A strong defence of something in the visual and performing arts known as the lone scholar seems to me at least to epitomize this condition. If lone scholar means a person disconnected from any other related field of intellectual or creative enquiry then what they are doing in my view is strictly not research. For a person at the cutting edge of intellectual and creative enquiry not to be connected to at least one of the other best minds of concepts in their field is not a realistic proposition nor is it research, the need for an intellectual infrastructure that brings the best creative minds together is an essential condition of research and to be involved in it is the essential condition of a researcher. 

In my view two things are needed for research of the highest quality to emerge, one is the creative and intellectual infrastructure which that work can be undertaken and the second is time and space for original minds to add to and to draw from that infrastructure, therefore one characteristic that identifies research is that it knows the field in which it operates and it adds to that field and it draws from that field. This is what we know as the scholarship of research, not research itself but the scholarly infrastructure that underpins it, and so it distinguishes it from other forms of activity such as forms of consultancy and that is the essentials difference, a consultant will not be concerned at all with helping to build dis-intellectual and creative infrastructure or to draw from it. 

Essentially this scholarship will create and sustain this infrastructure essential to research in the creative and performance arts. For example it will map the fields in which issues, problems or questions are located, what is already known or understood in the general area of this research and how addressing and answering these issues, problems or questions will enhance the available knowledge and understanding of the area in question. And such scholarship will document and compile the knowledge, resources, methods or tools or models evolved through other types of research activity. And I will come on later to say that I think that on of the deficits of this situation is that we as a community have not been very good at building this creative and intellectual infrastructure that other people can access and build upon, and its one of the things I think Visions can help to develop. 

But these other types of research that I would strand out as being part of the spectrum are what I would call pure research, developmental research and applied research. Now essentially I see pure research in the creative and performing arts as setting out to ask fundamental questions and explore hypothesise experimentally. Pure research will look for pure knowledge that may uncover issues, theories, laws and metaphors that help to explain why things operate as they do, why they are as they are, or why they appear to look to us the way they do. Pure research will generate significant facts, general theories, reflective models, compositions or performances where immediate practical application or long term economic benefits, and this is the important part, are not a direct objective of that research. In pure research such as this the results may be unexpected and this is where interdisciplinary activity is very important and those unexpected connections can help. The results may be unexpected and yield original theories, innovations or models that are unrelated to the discipline in which the research has been conducted and I think Matt’s examples are very good ones of those cross over between different disciplines. Hence these outcomes might be applicable to other of activity not necessary located in the creative and performing arts and this is where this knowledge becomes productive in the bigger arena and where we become more influential in the community.

Now developmental research flows on from this primary activity, but on the other hand it has two purposes firstly it will identity the limitations of existing knowledge evolved through pure research by creating alternative models, experiences or systems of thought in order to create useful models or metaphors for organising insight and expanding our understanding of things, and I think in this respect there is a very specific different here between in research in the creative and performance arts in the natural and physical sciences which is often confused. Because in the natural and physical sciences so much original work leads to new knowledge, it is often assumed that it is all research is, the fact of the matter that in the creative and performance arts new knowledge is not always the quest what we are trying to do is to understand the that currently exist in a different way and to reshape the world with that understanding. 

So trying to pursue new knowledge isn’t necessarily an aim, it could be a force aim; it could lead to quasi-scientific research, which are not appropriate. But the second purpose of developmental research is to harness tests and rework this knowledge in order to evolve special methods or tools or resources in preparation for further work. I guess some of you know examples of organisations such as these, in Holland for example there are some performing arts research centres that develop prostheses and bodily equipment that help performers generate new models of practice.

Now finally applied research which I think is very important and we shouldn’t forget in the creative arts will involve a process of systematic investigation within a specific context in order to solve an identified problem in that context and again I think Matt has shown you some examples of this and Mete will to. Applied research will intercreative new or improved system of thought or production, artefacts, products of thought, compositions, materials or devises and this is the catch for long term social or economical benefit and that is the aim. 

So at one end of the spectrum is pure research which is hypothetical and experimental, there is a bit in the middle that is developmental and this end bit is applying all that knowledge into something that creates benefits for the wider civic community. But the catch on all of this is that the intellectual will also inform applied research and creative infrastructure of work in it field, and here we come back to scholarship. It will be scholarly; it will contribute to work in the field through systematic dissemination of its results, and again I think Visions could help us with this, and it will apply or transfer knowledge, methods and tools to other research projects and again this is where these crossovers and interdisciplinary relationships emerge.

So these three types of research one which asks fundamental questions, one that tests and transfers the knowledge from these, and one that applies results in order to create benefits are not separate things but they are part of a continuous spectrum of research in the creative and performance arts. But they cannot exist without drawing from and adding to the intellectual and creative infrastructure that supports that research and that is the essential ingredient that we need to build, that intellectual and creative infrastructure between us so we are not lone scholars. 

Now while such models of research activity are well understood and practiced in the natural and physical sciences, they are still maturing in the creative and performance arts, in particular the scholarly infrastructure for research in the creative and performance arts is still under developed, though the process is maturing. And in this work it is also important to establish the highest standards to be aimed for and to describe the indicators of excellence that would help to identify it and we would look for, so what does it mean to be world leading. From my point of view research of the highest standing, that is world leading research is world leading because it is significant, it is original and it is rigorous, and it is an essential point of reference fro work being undertaken in its field and is influential upon that work.  

Now I think that is a challenging objective but I also think it is achievable for all of us to aspire to, and when I put this descriptor on the table it included three indicators of excellence, I mentioned significance, originality and rigour and I think these are quite helpful to bear in mind as indicators of our practices, because they apply over a range of disciplines not just in the creative and performing arts but also in the natural and physical sciences. I would describe significance as the enhancements of knowledge, thinking, understanding or practice in the field of activity. I would describe originality as the development of new formulations or data or the initiation of new methods or forms of expression, and rigour I would describe as the degree of intellectual position systematic method or integrity embodied in research and this is why I was interested in Matt’s comment about artistic practice. I think all practice that is good is rigorous, I think you just see it in different ways, but a thing that is important is to have an understanding of your personal method and process in such a way that it embodies rigour.  So those are the three things that I think make something world leading and essentially it is something that is influential in its field and it is a central point of reference in that field.

In working all of these issues through what may, or may not constitute and research in the creative and performance arts and how the highest standards of research are identifies,  I could see Vision as having an important contribution to make, or the model of activity that Visions could develop. In creative and performing arts nationally we are urgent need of an exemplary models of practice that are at the highest of standing. These could help to locate and map research in the field, build a creative and scholarly community of researches within it, both locally and internationally and produce some research output of the highest standing that are bench marks for activity else where.

Overall I think we need to keep building the knowledge pool of research in the creative and performing arts for future generations of creative researches and I don’t actually think that is a professional duty I think it is a moral obligation for all of the people who are going to follow us and wonder how we did things.

Overall all these things need to be in sustainable bases with consistent incremental development over time in such a way that those leaps of imagination are possible. In Brighton I believe that we do have the creative infrastructure is all ready in place to achieve this, not just in the University but also in the community of large where we all live and work. What is needed to make it happen is the force of a collective vision and commitment and this is not an academic exercise. Continued investment in creative and performing arts research nationally needs to be defended in ways that are both convincing and persuasive. Being based on sound exemplars that we might be able to provide through Visions, and it would be good if a project like Visions could help pioneer this evolution and in the process make itself visible on the international stage and bring attention to us. This imperative became more pressing last week when the Chancellor of the Exchequer budget statement included a ten year investment plan that might favour models of research conducted in the natural and physical sciences, rather than bringing these together with the creative and performing arts. So as a community scholars and practitioners in the creative and performing arts we do need to find some responses to this that are better and more convincing than the rhetoric we have previously employed and some of the rather broad and I think sloppy definitions that we have used for our creative practices.

Carol Brown Interview

CAROL Brown

Mette and I have been collaborating since 2002. I’m a choreographer and dance maker. I’m also a research fellow at Roehampton University, and Mette is an architect and also a researcher, currently both based in Copenhagen and in Brighton.

METTA Ramsgard Thomsen

I’ve been working between the fields of architecture and computer science for a number of years and a lot of our research is based on that collaboration also, so our work bridges dance, architecture and digital environments.

C

I think what would be perhaps relevant to this event would be to contextualise our work a little bit in the context of working/bridging the professional arts context in which we work and also the scholarly environments- the university context of research that our work is often developed through- a set of networks, and I think it’s interesting this word ‘infrastructure’. I’ve resisted being institutionally bound for a number of years and often think of the relationships I have with universities as being very fluid, so, we have between us ‘partners’ who we’ve been working with over the past few years; University of Brighton, obviously- the school of Architecture and Design; The University of Roehampton, where I was invited to be an Arts and Humanities fellow there for three years, that’s how I started my relationship with them, and I’ve gone on to become a senior researcher there on a part-time basis; University College, London, department of Computer Science- we have a couple of partners there. Charin Mottram who’s a programmer we’ve worked with over the last eighteen months…

M

…And I’ve been working there also as a research fellow, and we worked with Professor Bernard Buxton there and Mel Slater who are in the virtual vision imaging department and virtual environments department and also now the centre for IT and architecture, which is in Copenhagen where I am based at the moment. At the same time as working with these research partners we’re also involved in working with professional arts organisations…

C

…that’s a number of different kinds of relationships. Some of these are residencies so we’ll be invited to be based in a place like ‘The Place’- we had an Easter residency there last year and also with the ‘Choreodrome’ last year. ‘Dowpiner’ Performance Academy in Andubad, India- we’ll show you some of the work we’ve been developing there in partnership with Dowpiner- a very interesting company based in Andubad- and we took a piece of our research to them and worked with a group of Indian dancers and musicians over a few weeks last year. The ICD, which is in Cork in Ireland, was significant in supporting an early version of ‘Spawn’- we’ll show you some examples of that. Ludwig Forum and Arcan have both supported the research but also produced and presented the work so a lot of these arts organisations have come in as co-commissioning partners but also as presenters of the work. ‘Digi Lounge’ from Essex Dance- we worked on a residency there and they supported the beginning of a new project. Greenwich Dance Agency has provided space and has also been generous in housing some of the equipment we have as well which has been fantastic. ‘?’ in Selra. That was a residency in Spain working with a group of artists. Scott de la Hunter was chairing that event. Transnaird is a trans-disciplinary forum of artists from around the world who met last year in Vancouver. We had some time there again to develop a new project and ‘Digital Cultures, Nottingham, Johannesburg, supported our work, and the first presentation of our latest work we’re developing, ‘See, Unsee’. All of this activity is being supported by a range of different funding relationships. The Arts and Humanities research council have given some support with small grants. I had a 3-year fellowship from them. My dance company is a project by project company so whilst the research funding we sort from organisations like theHRC I often go to the Arts Council England for project funding to produce a work once we feel confident enough that the research is going to lead to a satisfactory outcome as a production. I was on a Nesta dreamtime last year which gave me some time and space to spend more time with Mette developing our latest project, and then University of Brighton Faculty Research Support Fund- that’s Mette- and the odd prize that’s helped us out as well…Ludwig Forum…so that gives a broad context of the kinds of inter-relationships that we’re working across this dual-vision, working with both professional arts organisations and with more scholarly contexts and research funding from the University sector.

M

I think one of the things that is really important about our collaboration is that it’s happening both within the university and with this extended network At the same time as being involved with, and really being focused on producing work which can be shown in a public context, it’s also engaged with looking at following this categorisation, pure research questions. So, really, fundamental questions. Trying to understand the relationship between movement and space and how space can be seen as a condition which comes into being through movement, and how digital technologies can allow us to start thinking about these in new ways and can provide us with new languages. What’s been really exciting about working with Carol is that by working in this way we can look at fundamental issues that allow us a language but at the same time allow us an audience and also a place for public testing and so at the same time as the research is definitely involving trying to look at how can we make this into something that can be produced, it’s also establishing itself within a research context in its own right. In both our practises, which are very divergent in some ways and also address different audiences so when Matt was talking about the mixed reality lab, writing papers in a computer science context, that’s very much something that I’ll engage with also, while Carol’s been doing performance lectures…

C

…performance talks, performance lectures. I’ve also been involved with developing opportunities in practise-led forums- we have one coming up soon- to encourage particularly PhD practise-led researchers to have opportunities to meet and engage and I think that’s very valuable what Bruce said about existing within a wider network than the loan researcher- that they actually have a community of researchers that are involved in asking very profound questions about performance in the 21st century and have opportunities to share their research. (End of mini disc)

M

We also worked with Mickey Manion who did lights and Jerome Sudan who did the sound and there’s a whole team of people who arrange around this and they come from different levels of support so where Bernard is professor of visual imaging and is very well funded- much better funded than we are- and Jasper and Chris were freelancing on this, and we needed to find the funding to be able to support the coding of the project.

C

I think it is this cross over between when you’re undertaking research within a university environment- you’re also bringing a lot of individual artists who are usually freelance based into that context and that’s often a very interesting collaboration and a trans-cultural one as well, because obviously, dance is a practise and has it’s own networks of support and I think when you cross over between a dance studio in a professional context and a university dance studio and the different kinds of resources and facilities and what that enables but also that a lot of the individual artists- people like Catherine and Delphine and the dancers that come and work with us. They’re also having access to conversations with the computer programmers and we try as much as we can to share the space and the condition of practise is a shared space so that the programmers program in the same context as the dancers as they’re working on their phrases and developing their material and that’s very important to the cross-disciplinary nature of what we’re doing and the method

M

So in ‘the Changing Room’ we worked with the idea of ‘embodied interface’, trying to look at embodied practises and how it could engage with the space, which was partly digital and partly physical. There’s a diagram of the stage environment where there’s a camera looking into the stage and looking at the performing body on stage which then deforms or moves or challenges the skin of this digital dance partner which is re-projected into the space

C

The dancers are in real time, and are manipulating and responding to their digital dance partner, which takes on various forms in the performance. One of the challenges of this, in terms of a research question for dance, was to address, what is it mean to incorporate a radically different morphology- a thing which is existing in a different range of dimensions than the body of a dancer and how does that extend the physical possibilities of the dance?

Excerpt

M

What’s been interesting in our collaboration is that we invent a language in which we can talk to each other which allows for us to communicate across our own practises, as an architect and a choreographer, but also that the research aims for the project can be partly shared but also diverged. So this happens between us- for me this is very much trying to think about a space created through movement- and also how practises can affect our sense of embodiment and therefore affect our sense of space. But also with external partners, so working with Bernard Buxton, it’s very important, as I’m sure a lot of you will be aware of, that if you’re working with cross-disciplinary partners, you must define research goals that can make the project viable for all partners. So for Bernard, this project has interesting tracking opportunities, so he’s looking at details in the tracking system. For me it’s a real joy to invent a project which can engage a lot of different practises at the same time, and some of the goals for the project can be incredibly mundane or, mundane is the wrong word, but, really applied, applied research.

M

So these are screen shots from the digital morphology which was projected back into the space and at some points in the space, or in the performance, the reflection or the presence of the performing bodies, very direct, cut into the digital skin, and at other times, the digital other gains its own morphology and its own movement language, and so, a part of the project is to find out ways of spanning between something which is very direct and immediate and then allowing an audience a sense of engagement or entrance into more complex mappings between digital and physical movement

C 

This question of dissemination, and how you address the dissemination of your practice as both an artist and as a scholar. We exist as a dance company on a very, very small budget, and as I say we’re project to project, so we often don’t have the resources to tour the full production ‘The Changing Room’, so what we’ve found is through those networks, those fluid networks I mentioned before, we’ve had a lot of opportunities to do a demonstration version of this work which involves participation of dancers. This is an example from the ‘practices research and performance international conference’ last year. So participation is very important, in that we engage with audiences and invite them to come and experience the work through workshopping with us- to inhabit the space of interaction. To really explain it and give them the opportunity to play within it. We’re developing those workshops internationally so that’s very important to the distribution of the work.

M

This is from a research residency at the Dowpiner Centre, where we got to work with…

C

Malaka Salabi runs the dance centre and she invited us to come and work with her dancers to bring the ‘Spawn’ interface- this is a little demonstration of this… It was a big challenge to work with dancers trained in a different tradition of dance, who are non-western dance tradition, who are all classic Indian dancers. And to see how they narrativised the experience of the virtual object completely differently. So we created the idea of this virtual well which was then going to be transposed onto different levels in the performance space. We worked with a group of musicians simultaneously and really tried to develop a different process with these dancers and open out the system to this other challenge of working with a very different movement vocabulary than what we’d worked with previously with western trained dancers.

M

And again in that broad sense, we also did lecture at the National Indian School of Design and started conversations about collaborating with a research lab there, both in the engineering school and the design school, so trying to forge the same parallel relationships, both inward with the dance academy and also outwards towards schools which are teaching computer science and game design. This is the second collaboration, and the second piece of software we’re developing, or concept for a digital environment, dance environment that we’re developing, and what’s interesting as a shift here was the question about, if the first project somehow tried to model a digital other which would then occupy the space, then ‘See, Unsee’ seeks to create an intelligent environment or an ecology in which the performance is submerged. So here we worked with Karen Mottram and Alan Penn from the Natural Environment Centre, UCL, who have been developing, for a number of years, crowd visualisation software, which you use to model public spaces, for instance Trafalgar Square was modelled like this, and then they send in these digital agents which are like a swarm system, like a flock of birds, and every single agent is defined by very few rules- low level rules- and then as they start occupying the space they generate patterns. So what we’re seeing is each little head here is a single bit of code and as they move across the screen they’re not allowed to bump into each other. They always walk towards yellow. And then the camera interface here beautifully with my felt tip, that they can see the dance floor and the dancer in black on a white background. In computer science, and also in robotics and biology, there’s a contemporary discussion about ‘a life’ an idea about low level rules creating high level patterning, and this is our interest here, for instance this pattern here is agents avoiding the body in the space could be, or is talked about as intelligence. Our question for ‘See, Unsee’ started with a conversation about, well what happens if we’re saying that the space is in some way intelligent, in the way that we’re learning about the interface and then we’re re-training our body intelligence, then what happens when the digital environment can learn back? So in a sense, what ‘See, Unsee’ starts out as being, is a question as an intersection between three intelligences of the audience and the performers and the environment itself.

C

Part of the inspiration for this work came from the idea of the Sargasso Sea which is a floating seaweed in the North Atlantic and we became very interested in the idea that you would be parting the seaweed with your limbs as you moved in this interactive environment, so it’s a very different kind of project than the previous project and we’re still learning and developing the choreographic method. I’ve moved on from choreographing it strictly and it’s going to be more of an improvised experience with the different states that the dancers inhabit. We’ll have a set of rules, just like the agents have their rules that will, in a sense, determine the interaction that is possible between each of the different visualisations of that environment

M

To reflect back on the context we’re in. I think it’s incredibly important for us to be housed by academic contexts because it gives us research time that we’d not have access to otherwise, and if we’re developing new pieces of technology here, through our collaborations but also through our own efforts, finding funding, finding collaborators, commissioning software, and if we are wanting to engage with this in a way where there’s a lot of dance technology around. There’s a lot of software that’s off the shelf that a lot of people are doing really interesting things with, but if we’re trying to generate our own software and thereby be able to define our own research questions we also need the research time in which to think about how to occupy, how to conceptualise, and how to engage with these worlds that we are inventing

C

One of the things about that is the timing, is these research opportunities which give you an extended time frame in which to develop a work, rather than the six week rehearsal production time you might get as an artist to finalise that work. So far we’ve taken about a year to develop this project, and we’re just moving out of that research phase into submitting an application for a production that will be premiered in London later this year. This is the design that we’ve developed for the work, so there’s three screens, the floor, the back, a canopy that’s elevated above the dance floor, and the rear screen as well, and there’s three layers of projection that will be simultaneously moving. There’ll be three dancers in the space. There’s also an interactive sound score that’s being developed by Alistair McDonald for the work.

M

This is from a research showing we did here in December, as part of the ‘Finding Fluid Forum Symposium’ and we also showed this at the Digital Cultures Lab in Nottingham in November. It’s based on work we did in a two-week workshop at the Academy in Copenhagen, so again this should show that we’ve been working on this for a year, and the actual inhabitation of the space is from a two-week series of workshops, but culminating in this two-week workshop in the Academy. It shows a little bit about how difficult it is to tease out research time and find the support to be able to engage with this in a serious and rigorous manner.

C

One of the things this trans-disciplinary research does is it allows you to metamorphose your practise. Mette in many ways is also choreographing this piece as much as I am. In some ways I’m designing it as much as she is. It’s this translation of practice that goes on across the threshold of the interface and that’s a very exciting aspect of creative technologies, that allows for us to be fluid in our practices.

M

What we’re seeing here is the visualisation of the agents moving in the space, as the performers are moving in the space, they avoid, or trick around the performers, and what the project has become about is, how do we tease out a relationship? How do the agents actually come to engage with the performers? During the last three months we’ve been developing an ‘intelligent tissue’ or a ‘surface’ that engages together with the particle streams, which should allow a deeper exploration of the time bases for the project, so at the same time as you have this quite immediate stream of the particles, which is like a point space distribution, there’s also a mesh being spun by the agents. In respect, our image then, is the idea of an ecology of plankton moving quite immediately around the body, and also seaweed being attracted to the body and repelled.

C

What the research aims to do is create new tools for performance, and that’s a lot of what we do in the research phase, but ultimately what we’re really interested in is taking it into the public domain as performance, and how does this engage audiences? How does it create a situation of enchantment possibly for them? There’s a potential with research showings and research performances to develop a feedback experience, and we did that here last year in December, so that when you’re really ready to take it out into a festival event or something that is going to be quite high profile, you’ve had those different stages of public testing that Matt talked about, which is incredibly important for this work as it is so new, and is evolving so quickly.

Feedback

The Landscape of activity

We have four groups to feed back
Group One - Sarah

In terms of areas and new work that people are interested in there’s some activity going on, some activities that were developing, some people feeling their way with developing partnership with other organisations and what was coming out was that by identifying that shared starting point was quite difficult to do, and what you have to do is keep very focused on what you want to achieve. Yet at the same time remain very open to those happy accidents that were talked about earlier and be willing to learn.

Finding collaborators is really key in terms of those fruitful relationships that you can set up, and again this is a hard thing to do, its hard to find those people, but its those personal relationships that are key to making collaboration really work.

A theme that kept coming back was to create a shared and safe space for critical discussion by practitioners and scholars to create an intellectual community, to share ideas, networks and practice. 

In terms of benefits of working in partnerships, obviously in terms of accessing resources that you might not otherwise be able to access. Whether those are physical resources or intellectual resources and the need to frame your practice within an academic institution with those demands can be difficult, but can offer an opportunity for you to reflect and develop from that intellectual vigour.

In terms of the challenges, a five year shared language was a big concern in terms of presenting research work for different audiences; how do you mediate that and how do you manages the expectations of different audiences in terms of the stage of the research work you are showing people whether those audiences are potential commissioning bodies or a public audience. Another challenge was looking at balancing the function of artwork in a public context and an academic context and the different expectations placed upon that artwork within those two arenas.

Group 2

There is quite a lot up there, but I think it falls into two categorise. One really is about creating an infrastructure about creating a context for the work and this is about maybe exploring in terms of the venue, and the artists and the audiences is challenging some of the notions of what a venue is, that can feed into the practice of the work and how it is developed. 

The second thing is about researching into engaging with the audience and audience accessibility and education. Within this we have put the right to fail and educating audience to be part of this process as well, cause this feeds into the research, that feeds back into the cultural ecology, if you like. 

So those are the two main points. In terms of the benefits with partnerships, the obvious one is being able to access resources and one thing that came up was a very broad spectrum of what those resources were. Whether they were physical, technological, to some of the softer ones such as time, maybe just expertise, mentoring and a few other intangible ones that you cant quite put your finger on. So that was one of the benefits. Another one through, is the creation of new work, expansion of ideas, creating a shared language and by that again it was saying that when two practices come together to make work they have to create a new language, a shred language, and then the work cerates another environment, a new world if you like, and so its really, its acknowledging that its not seeing the two existing worlds but a new world it creates and it moves on.

Funding incentives and merging of cultures with cross and interdisciplinarity you get quite disparate cultures merging together, and seeing how that feeds into upholding, maintaining and sustaining that cultural economy.

In terms of challenges, in the same way that shared languages is a good outcome of partnerships it is also a challenge, finding a shared language and within that also its dealing with expectation, its when you have a group of partners that have very different motives, and how to make sure each partner feels like they are getting something out of that partnership; cause quite often you can be very driven by the artist and what the research wants to do and it about saying that if innovative work wants to come out of it about making sure everyone is engaged with it. 

Artist retaining autonomy and ownership within partnerships; this is quite a big issue and certainly regarding things like intellectual property, that’s a very hot issue, certainly within higher education institutions. It’s the artists who are often the driving force for a lot of these projects and yet they are the ones some times that can loose out in terms of being squeezed. 

The access points into large institutions both for a group of artists and individual artists, sometimes its very hard to get into higher education institution or maybe a commercial partner, or maybe a large arts organisations, and its about trying to find ways or methods, for people to help reach that void.

Group 3 – Robin

I think we were the only existing partnership group so we have a unique psychology.  So what were the benefits for us for working together? It was certainly seen that collaboration, looking for exceptional collaborations in existing partnerships, pulling resources have already been mentioned. A key thing was breaking of habits and the importance of that, and that existing partnerships can set up familiar patterns of working. We talked about  new conversations, diverse conversations, we heard about this earlier in Matt’s left turn within an existing research partner. We talked about existing partners being complacent and there is a need to watch each other in term of what direction you are going in, insure you are travelling down the same road and share aims. 

There was an interesting discussion about overcoming working distance in terms of existing partnerships because both artists creative and organisations and institutions work over large physical and small physical distances, there was about interesting discussion of how to overcome that; sending CD’s, sending information, looking haw to maintain a long distance working relationship. 

We then went on to talk about key areas of loyalty, familiarity, trust, respect and shared respect, we heard some of that from Matt in terms of Nottingham, I think that was a key element of maintaining an existing partnership.

There was a discussion about that working partnerships helps you create and go on to create even better partnerships and I think that is important and valuable in terms of one of the ways for making it better. Certainly as I’ve mentioned exploring and understanding mutual needs, timescale and resources is essential plus the continual examination of what you are trying to deliver in terms of aims and outcomes.

For what kind of opportunities you see for practice led research, this led into a whole area of discussion about what is practice led research. Is my work practice led research in terms of, for example somebody’s understanding of performance and how that might be considered as practice led research and we talked there about the importance of a supportive environment where people understand the skills that may go into creating a particular area of performance; not only a supportive environment but also a challenging one.

There was a lot about discussion in the importance of finding the right research partners for a partnership and I think that was a key element of researching in undertaking a partnership. Finding the right partners before you start, but also not being afraid to take risks and to trust there will be an outcome. Finally on the floor here I think partnerships should be about breaking down competition between other organisations, interests and ideas, and looking to achieve a better outcome. 

Group 4 

We were the group looking for new partnerships and I think we identified some of the difficulties that might need to be overcome. You have got the place and nature of time based documentation, actually this is something that Visions might be able to investigate how this can be done, it might be that we could provide. Also methods of communication I think that’s a very similar thing there. 

We mentioned about creative confrontation and profitcation, and who owns the research, I would just like to highlight that because I think the group felt very strongly about that and the issues around that needs to be looked into. We found that the access to expertise would be important, and its difficult with the tradition of authority that Universities have and getting through that infrastructure that Universities have. We thought it would be useful to have some kind of resource, like a data base of people, what they do that may be a way of putting people in touch with other of a similar thinking. 

There is a group I have put together of three things: hosting collaborations and how you manage that, how you allow time for these collaborations and how you facilitate this. I think this is one group together , and we would like to see mentorship available for artists as something that could be provided that people would find of some benefit. 

We have got lots of other things here but I think other than those that have been mentioned I think those are things that haven’t yet been done.

Wrap up

I am not going to spend a lot of time wrapping this up because many of the points made are relatively fresh to us. But I do think a number of interesting headlines may be screaming out at us here, and one of them could be the role of Visions could play in terms of being a kind of research partner broker: and this may be something we could do but hopefully it want be entirely monogamous relationships we are promoting but something that is a little bit more diverse and interesting across a range of disciplinary fields. 

Clearly I think people also felt the need to look forward and I think its kind of interesting that the groups broke up sort of three to one in favour of new, as opposed to existing, although I don’t think that one should necessarily conclude that existing partnerships are not worth pursuing and developing, particularly in the way in which was described in terms of breaking habits, creative confrontation was another phase used and a number of those issues. Clearly two people are concerned about language, the extent in which we can share language across creative practices and other discipline areas practices and the need to identify, I think Matt said and Carol also identified that maybe research partners having different roles, goals within a common research framework, I think this is something to be looked at too.

I think what’s encouraging about the arts council strategy document is the fact that many of the issues that have been raised here are clearly headline concerns in that document and there are proposal I think to try and bridge a number of divides that are maybe more imagined than real but non the less they are something that are recognised.

I think the other important issue that came out of two groups was the issue of who owns the research and the intellectual copyright as so forth, and I think that a thing that is obviously a concern to many people in the sector. Perhaps in HTI’s its important  for many people who work half within the academy and half out of the academy and of course its a question of where that research resides. I have my own views that I am certainly not going to promote at this particular moment but I think we do nee to confront that as something that we can have a view on and that we can look forward progressively in that light. 

Lastly I would like to thank all of you fro coming here today because I think it is part of an ongoing process of consultation and development, the reasons we have organised this event I think is entirely to show the agenda is open, the agenda is something which anyone can make their contribution and as the team work towards producing a report in the autumn for the Arts Council hopefully many of the views will have been reflected in the thinking that goes into that.

As has been said, the points that have been made afternoon will be edited and developed into a document that you will receive. I would particularly like to thank our speakers, Matt I think very much tuned us into a number of the key issues that are important for developing relationships between HTI’s and other organisations and of course many disciplines. I would like to thank Bruce Brown for helping us articulate some motions of what research means in it differing ways and I think it is important that we tighten up and think carefully in the way that we do describe research. We do have to be careful to distinguish between practice unframed and practice framed, and when I say that I don’t mean painting I mean across disciplines. I obviously would like to thank to Mette and Carol Brown, as well as the Visions team.

