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	 	 The	Methodology	Question	

Brad	Haseman	(2006)	describes	performative	research	as	a	method	used	by	artists	that	

depend	on	process	based	trial	and	error	rather	than	quantitative	or	qualitative	results.		

Using	Haseman	as	a	starting	point,	describe	and	outline	contemporary	visual	

methodologies	that	derive	from	arts	based	research.		Pay	particular	attention	to	

feminist/craftivist	methodologies.		Then,	within	the	context	of	your	own	creative	process,	

how	do	or	would	you	situate	your	own	research	methods	within	the	field	generally	and	

especially	in	response	to	Haseman?	
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Abstract	

In	the	following	paper	I	seek	to	answer	the	methodology	comprehensive	exam	question	

posed	to	me	by	Dr.	Allyson	Mitchell,	Dr.	Joseph	Galbo	and	Dr.	Jennifer	Pazienza	in	

requirement	of	my	doctoral	degree	in	Interdisciplinary	Studies	from	the	University	of	New	

Brunswick.		The	following	paper	outlines	various	Arts	Based	Research	methodologies;	

focusing	in	on	performance,	practice	specific,	hermeneutic,	and	feminist	methodologies.	

	

Keywords:	Arts	Based	Research	(ABR),	Arts-Based	Educational	Research	(ABER),	

Practitioner-Researcher,	Performance	As	Research	(PAR),	Performance	Based	Research	

(PBR),	Practice	as	Research	(PaR),	Practice	based	Research	(PbR	or	PBR),	Participatory	

Action	Research	(PAR),	Feminist	methodologies,	Craftivist	methodologies,	Artist	

Researcher,	PhD	by	Project	

*In	my	research	I	privilege	Canadian	and	American	usages	(understandings),	of	

Practice/Performance-Based	Research	(PBR,	PbR	or	PaR)	terminology.		I	make	this	

decision	with	the	understanding	that	discrepancies	in	definition	and	acronym	exist	within	

the	field	of	Arts	Based	Research	internationally.	
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Introduction	

I	open	this	paper	with	a	piece	of	creative	writing	that	takes	an	expansive	view	of	creative	

methodology.		Then,	I	move	on	to	introduce	the	umbrella	term	of	Arts-based	research	

methodology.		Magnifying	my	focus	on	creative	methodologies	in	further	still,	I	outline	

what	is	meant	by	the	term	performance-led	research.		The	center	of	which	is,	Brad	

Haseman’s	paper	“A	Manifesto	for	Performative	Research”	(Haseman,	B.		2006,	Media	

International	Australia	incorporating	Culture	and	Policy,	theme	issue,	Practice-led	

Research,	No	118:	98-106).		Haseman	is	a	practice-led	(based)	theorist	and	the	leading	

proponent	of	performance-led	research	methodology.			

Following	an	examination	of	Haseman’s	writing	on	performative	research,	I	proceed	

by	outlining	what	I	see	as	the	most	compelling	aspects	of	six	other	arts-based	(art-

centered)	research	methodologies.		The	list	of	methodologies	includes:	practice	led	

research,	practice-based	research,	feminist	research,	craftivist	research,	action	research	

(continuous	cycles	of	plan/act/observe/reflect),	and	hermeneutic	phenomenology.		Each	

methodology	I	explore	in	this	paper	was	selected	based	on	its	methodological	and/or	

theoretical	proximity	and	relationship	to	my	research	interests	and	art	practice.	

As	I	define	and	interpreted	each	methodology,	I	offer	brief	explanations	of	how	each	

methodology	may,	or	may	not	operate	within	my	own	research	practice.	Following	that,	I	

present	three	case	studies:	“A	Suitcase	as	a	PhD?	-Exploring	the	Potential	of	Travelling	

Containers	to	Articulate	the	Multiple	Facets	of	a	Research	Thesis”	by	Daria	Loi,	“Fashion	

Acoustics:	Synthesizing	Wearable	Electronics	and	Digital	Musical	Instruments	for	

Performance”	by	Alexandra	Murray-Leslie	(of	the	art	group	Chicks	on	Speed),	and	

“Articulating	a	Position	Through	Research:	The	Practice-Led	PhD,	a	Case	Study”	by	Rachel	
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Garfield.		Highlighting	these	creative	and	unique	studies,	my	intention	is	to	better	

understand	–by	way	of	in-practice	examples–	the	fruitful	nature	of	some	of	the	

methodologies	that	I	have	selected	for	consideration	in	my	own	work.		The	case	study	

section	of	this	exam	is	followed	by	a	short	meditation	on	my	current	art	practice.	As	I	

prepare	to	fold	up	the	exam,	I	shift	to	my	closing	thoughts	concerning	arts-based	research	

methodologies,	and	their	various	applicability,	and	shortcomings	as	I	see	them	embarking	

on	this	next	important	phase	of	my	research.	

In	addition	to	answering	the	comprehensive	exam	question,	my	goal	with	this	paper	

is	to	create	a	type	of	“paper	pattern”	(one	that	calls	for	a	flexible	weave)	outlining	the	

various	methodologies	applicable	to	intellectual	inquiry	through	creativity	(and	creativity	

through	intellectual	inquiry)	that	can	guide	my	future	research.			
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Second	Introduction	(Through	Creative	Writing)	

Humans	being;	ever	being	–	(re)made.	

Identifying	as	a	maker.	

To	investigate	it,	make	something	to	better	understand.	

Overpowered	–	make	something	to	push	it	away.	

When	lost,	make	something	to	get	found.	

	

At	times,	a	person	is	wounded	-	so	afraid.		Words	feel	submerged	-	deeply	-	somewhere	

near	the	bottom	of	a	very	dark	well.		Then	from	somewhere	else	-	somewhere	even	deeper	

-	instinct	swells	up	(whispering,	until	we	can	at	last	hear).		"Just	do.		Do,	go	make	

something."	

	

Fresh	ideas	narcotize;	we	fall	hard	under	their	spell.		In	those	times,	we	are	anesthetised	

against	pain	and	doubt,	seemingly	even	against	the	passage	of	time	itself.		Like	

perspiration,	vaporized	by	the	equator’s	highest	sun,	making	is	lured	–effortlessly–	from	

our	body.		Alive.		We	are	simultaneously	lighter	and,	more	routed.			

	

Who	am	I?		

Why	are	you?		

Why	do	I,	or	why	did	they?		

How	did	she..?	How	come	they..?		

To	see.		To	think.		To	believe	something	new	-	do	–	do	go,	and	make	something.	
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How	does	anything	ever	truly	begin	except	for	by	trial	and	error?	Is	this	not	Methodology’s	

creation	story	–	to	try,	fail,	learn,	and	repeat?	

Contemporary	methodologies,	chosen	for	projects	relating	to	arts-based	research,	

are	typically	chosen	for	their	fundamentally	creative	proximity	to	their	subject.		

Additionally	such	methodologies	tend	to	embrace	the	process	of	trial	and	error.		Finally,	

and	to	(mis)quote	Marshall	McLuhan;	with	practice	based	research	“the	medium	is	[not	

only]	the	message”	it	is	additionally	a	significant	portion	of	the	final	report.			

Arts-Based	Research	

Arts-based	research	is	a	broadly	used	term	that	encompasses	a	number	of	methodologies	

that	can	apply	to	any	discipline,	and	which	deal	in	one	way	or	another	with	art.		Arts-based	

research	creates	meaning	through	the	systematic	use	of	artistic	process	in	research	

(McNiff,	2007,	pp.		29).		Arts-based	research	methodologies	may	also	provide	“guidance	in	

doing	social	science	research,	but	using	themes	and	issues	that	are	generated	in	the	arts”	

(Sullivan,	2009,	p.		46).	

Related	specifically	to	pedagogical	research,	it	should	be	noted	that	in	2003	faculty	

researchers	and	graduate	students	at	the	University	of	British	Columbia	first	published	the	

term	A/r/tography.		It	is	a	now	widely	used	term	(http://artography.edcp.educ.ubc.ca)	

understood	to	be	a	hybrid	arts-based	methodology;	

A/r/tographical	work	is	rendered	through	the	broadly	defined	concepts	of	

contiguity,	living	inquiry,	openings,	metaphor/metonymy,	reverberations,	and	

excess,	which	are	enacted,	and	presented/performed	when	a	relational	aesthetic	

inquiry	approach	is	envisioned	as	embodied	understandings	and	exchanges	

between	art	and	text,	and	between	and	among	the	broadly	conceived	identities	of	
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artist/researcher/teacher.			A/r/tography	exists	in	an	interdisciplinary	space,	

the	ʹunnamed	somethingʹ	or	ʹwithoutʹ,	which	constitutes	a	new	field	of	study	for	

our	community	of	practice.		This	condition	of	ʹwithoutʹ	illustrates	the	shaping	of	

inquiry	imbued	with	discomfort	and	struggle	opening	up	new	understandings.		

(Sinner	Et	Al.		Pp.		47)	

No	matter	the	research	specifics,	an	introduction	to	arts-based	research	necessitates	

recognition	of	the	work	by	theorists	Tom	Barone	(professor	alumnus	of	education,	focusing	

on	narrative	and	arts-based	research	approaches	and	theories)	and	Elliot	Eisner	(late	

professor	of	art	and	education)	collaborators,	and	pioneers	in	the	field.		It	was	in	1997	that	

Barone	and	Eisner	first	published	on	what	they	then	referred	to	as	Arts	Based	Educational	

Research.		They	explained:	

What	does	it	mean	to	say	that	an	approach	to	educational	research	is	arts-based?	

Two	criteria	apply	[.		]	First,	arts-based	research	is	engaged	in	for	a	purpose	often	

associated	with	artistic	activity;	arts-based	research	is	meant	to	enhance	

perspectives	pertaining	to	certain	human	activities.		For	arts	based	educational	

research,	those	activities	are	educational	in	character.		Second,	arts	based	research	

is	defined	by	the	presence	of	certain	aesthetic	qualities	or	design	elements	that	

infuse	the	inquiry	process	and	the	research	“text”.		(Barone	and	Eisner,	1997,	pp.		

95)	

Stephanie	Springgay,	Rita	L.		Irwin	and	Sylvia	Wilson	Kind	note	in	their	2005	paper	

“A/r/tography	as	Living	Inquiry	Through	Art	and	Text”	that	if	arts	based	research	methods	

want	to	be	taken	seriously	by	the	academy	that	perhaps	what	they	require	is	moving	on	to	
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more	specific	methodologies.		From	the	abstract	to	their	co-authored	paper,	they	suggest	

the	following:	

This	entails	moving	beyond	the	use	of	existing	criteria	that	exists	for	qualitative	

research	and	toward	an	understanding	of	interdisciplinarity	not	as	a	patchwork	of	

different	disciplines	and	methodologies	but	as	a	loss,	a	shift,	or	a	rupture	where	in	

absence,	new	courses	of	action	un/fold.		This	article	proposes	an	understanding	of	

arts-based	research	as	enacted,	living	inquiry	through	six	renderings	of	a/r/tography:	

contiguity,	living	inquiry,	openings,	metaphor/metonymy,	reverberations,	and	access.		

(2005,	pp.		897)	

Fast	forward	to	2009	by	which	time	ABER	had	been	further	disseminated	into	even	

a	greater	number	of	methodologies	centrally	featuring	the	arts.		From	that	year	for	

example,	Graham	Sullivan’s	text	Art	Practice	as	Research:	Inquiry	in	Visual	Arts	outlines	

how	visual	arts-practice	methodologies	function	within	research	in	the	following	way:	

[Arts-based	research	is	a]	Dynamic	process	[that]	opens	up	several	relational	and	

transformative	research	practices	that	are	found	within	and	across,	between	and	

around	the	framework	[of	research],	as	visual	arts	research	proceeds	from	a	stable	

state	to	a	liquid	form	of	understanding.		(Sullivan,	2009,	pp.		102)	

To	recap,	arts-based	research	is	a	broad	field	with	contributions	from	many	

distinguished	professors	many	of	whom,	despite	the	weight	of	their	contributions,	are	

outside	the	scope	of	this	paper:	Shaun	McNiff	(painter	and	university	professor	who	

instructs	on	the	arts	and	healing,	creativity	practice,	leadership,	and	art-based	research),	

Graham	Sullivan	(artist,	theorist	and	university	professor),	Stephanie	Springgay	(artist,	

curator,	scholar	and	the	principal	investigator	on	The	Pedagogical	Impulse	research-
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creation	project),	Kit	Grauer	(researcher	and	educator	in	the	disciplines	of	new	media,	art	

and	museum	education),	Hazel	Smith	(research	professor,	poet,	performer	and	new	media	

artist)	and	Roger	T.		Dean	(composer/improviser	of	music,	scientific	researcher).		Each	

theorist,	not	limited	to	those	mentioned	above,	or	listed	here,	is	responsible	for	widely	

cited	publications	each	focusing	on	arts-based	research	with	their	own	unique	

modifications.			

As	I	see	it,	there	are	various	aspects	of	each	of	the	arts-based	research	methodologies	

covered	here	that	relate	in	one	way	or	another	to	my	current	making	and	inquiry	practice.		

Performative	research	methodology:	A	new	paradigm.	There	is	no	cultural	or	

historical	limit	to	what	is	or	is	not	‘performance’.	

–Richard	Schechner	(2006)	

I	will	now	outline	performative	research	methodology	as	I	understand,	and	then	

discuss	how	it	functions	underneath	the	umbrella	of	other	arts-based	research	

methodologies.		Theorist	Brad	Haseman	first	published	the	term	performative	research	in	

2006.		He	begins	his	influential	paper	“A	Manifesto	for	Performative	Research”	by	reporting	

the	following,	

Established	qualitative	and	quantitative	research	methodologies	frame	what	is	

legitimate	and	acceptable.		However,	these	approved	approaches	fail	to	meet	the	

needs	of	an	increasing	number	of	practice-led	researchers,	especially	in	the	arts,	

media	and	design	(2006,	pp.		89).			

Haseman	(2006)	describes	practice-led	research	(of	which	performance	research	is	a	

part)	as	yet	another	new	academic	research	category,	one	that	functions	in	addition	to	

qualitative	and	quantitative	methodologies;	
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Practice-led	research	is	intrinsically	experiential	and	comes	to	the	fore	when	

the	researcher	creates	new	artistic	forms	for	performance	and	exhibition,	or	

designs	user-led,	online	games	or	builds	an	online	counselling	service	for	

young	people.	(2006,	pp.	3)	

The	principal	distinction	between	this	research	-	a	new	third	category	-	and	

qualitative,	and	quantitative	research	methodologies	is	found	in	the	way	performative	

research	expresses	its	findings.		In	the	case	of	performative	research,	expressed	rather	in	

“nonnumeric	data,	but	in	forms	of	symbolic	data	other	than	words	in	discursive	text.	These	

include	material	forms	of	practice,	of	still	and	moving	images,	of	music	and	sound,	of	live	

action	and	digital	code”	(Haseman,	2006,	pp.		6).		This	distinction	is	crucial,	and	it	is	

somewhat	similar	in	agency	to	a	speech	act	where	the	saying	of	the	thing	causes	it	to	be	so.		

For	example,	as	with	the	common	secular	wedding	act	of	pronouncing,	“I	do”	(J.		L.		Austin,	

1975;	Haseman,	2006).		Haseman	explains	further	the	methodology	of	performative	

research	when	he	writes;	“alongside	quantitative	(symbolic	numbers)	and	qualitative	

(symbolic	words)	–	the	symbolic	[performative]	data	works	presumptively.		It	not	only	

expresses	the	research,	but	in	that	expression	becomes	the	research	itself”	(2009,	pp.		150).			

In	his	2009	chapter	“Performance	as	Research	in	Australia:	Legitimating	

Epistemologies	from	the	text	Mapping	Landscapes	for	Performance	as	Research”,	Haseman	

quotes	Alison	Richards	who,	on	behalf	of	the	ADSA	Research	Subcommittee	wrote	in	1992,	

“[Performative]	research	could	be	done	through,	or	to	steal	[Richard]	Schechner’s	phrase	

by	means	of	performance”.		Haseman	goes	on	to	quote	Alison	Richards	once	again,	along	

with	her	coauthor	Bill	Dunstone,	from	the	article	Appendix	B:	Some	Issues	in	Performance	

as	Research	(1992)	when	he	writes,	“[performance	can]	validly	be	considered	to	be	one	of	
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the	communicative	means	by	which	it	is	proper	to	present	research	in	demonstration/as	

publication.”	(Richards	&	Dunstone,	retrieved	from	

http://www.adsa.edu.au/research/performance-as-research/appendix-b/)	

Relative	to	my	own	work,	the	methodology	of	Performance-Led	Research	could	

effectively	allow	me	to	contextualize	my	performance	or	practice	of	creation	-	in	addition	to	

the	objects	of	my	studio	practice	-	within	the	domain	of	academic	research.		Performance-

led	research	affords	the	opportunity	for	a	maker-researcher	to	devout	themselves	to	the	

creation	of	art	(the	object)	while	effectively	presenting	on	the	practice	of	creation	(the	

action	of	making).		This	opportunity	is	in	contrast	to	a	time	when	academics	assumed	the	

two	to	be	separate	disciplines	-	Artist	and/vs.	Theorist.		The	desire	to	perform	both	of	these	

roles	is	in	many	ways	what	contrasts	the	work	of	a	creative	studio	practitioner	(with	no	

allegiances	to	academia)	with	that	of	a	creative	practitioner-researcher	(one	accountable	to	

academia).		The	articulation	of	a	methodology	is	traditionally	left	to	academics	and	

theorists,	yet	today	the	practitioner-researcher	is	simultaneously	participating	in	the	

production	and	academic	theorization	of	the	research.			

In	his	chapter	“Rupture	and	Recognition:	Identifying	The	Performance	Research	

Paradigm”,	from	the	text	Practice	as	Research:	Approaches	to	Arts	Enquiry	(Barrett	&	Bolt,	

2014),	Haseman	outlines	a	case	study	titled	Unstable	Acts	where	he	identifies	three	

steps/actions/methods	within	a	multi-methods	led	practice	research	project.		The	

following	is	reported	from	that	case	study	and	is	quoted	here	as	one	of	many	possible	

methods	indicative	of	a	performative-based	research	methodology:	
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			-One,	Enquiry	Cycle	from	Action	Research,	example,	is	planning	a	change	–	acting	on	

the	change	–	observing	the	change	–	re-planning	–	acting	–	observing	again,	and	so	

on.			

			-Two,	Reflective	practice	or	writing	about	what	you	learn	or	what	happens.	

			-Three,	Post	Performance	Process,	or	Post	Performance	Reception	Study.		This	is	

essentially	getting	feedback	from	others	about	how	the	performance	was	received	

or	“read”	by	the	audience.		(Haseman,	2014,	pp.		153-154)	

Where	performative	research	methodology	falls	short	for	me,	envisioning	my	own	

research	practice,	is	its	dominant	emphasis	on	the	performance	as	the	end-point,	or	

primary	reporting	aspect.	I	can	foresee	in	the	case	of	future	collaborations	with	crafting	

communities,	how	I	might	use	a	performative	methodology.	However,	my	strong	dedication	

to	the	objects	of	my	art	practice	precludes	me	from	committing	hole	heartedly	to	this	arts-

based	methodology.	

													Practice-led	research	methodology.	The	term	Practice-Led	Research	in	the	visual	

arts	represents	a	situation	where	an	academic	has	chosen	to	engage	in	research	which	is	

led,	or	steered,	by	that	person’s	creative	practice,	and	followed	by	any	theoretical	analysis.			

Graham	Sullivan,	in	his	book	and	many	published	papers,	explains	the	importance	of	

the	researcher’s	art	practice	preceding	their	research	in	practice-led	methodology;	or	

rather	the	importance	of	the	‘creation’	of	data	leading	the	‘collection’	of	data	in	practice-led	

methodology.		Sullivan	speaks	to	the	many	challenges	that	art	schools	and	universities	

faced	(and	in	many	cases,	continue	to	face)	in	their	attempts	to	legitimize	artistic	research	

within	graduate	and	post-graduate	research.	Additionally,	he	addresses	some	

improvements	and	advancement	that	are,	in	many	cases,	still	needed	when	he	explains;	
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The	unfortunate	legacy	of	aligning	with	definitions	of	basic	and	applied	research	

extracted	from	sources	such	as	the	OECD	[Organisation	for	Economic	Co-operation	

and	Development]	and	the	adoption	of	equivalence	as	the	strategy	for	claiming	

inclusion	in	the	university	research	community	is	apparent	in	the	way	most	art	

schools	within	universities	currently	define	their	research	policies.		[.		]	This	may	

have	helped	gain	entry	to	the	academy	in	the	1990s,	but	the	policies	bear	little	

resemblance	to	research	and	inquiry	that	is	grounded	in	art	practice.	(2009,	p.		46)	

Due	to	its	appearance	and	relatively	recent	formal	articulation	within	the	academy,	

Practice-led	research,	to	ill-informed	or	uninspired	academics,	may	come	across	as	a	form	

of	methodology	that	erroneously	legitimizes	research	that	is	ungrounded	or	anchorless	-	

even	‘adrift’.		But	to	the	contrary,	and	to	reiterate	Sullivan,	traditional	research	

methodologies	typically	reflect	little	about	the	authentic	creative	experience	(practice),	and	

they	allow	little	to	no	room	for	the	tacit	findings	which	surface	from	such	creative	

experiences.			

Practice-led	research	makes	excellent	sense	to	me	in	terms	of	my	studio	work	leading	

into	my	research,	except	for,	when	it	doesn’t.	

													Practice-based	research	methodology.		Practice-based	Research	Methodology	

distinguishes	itself	from	practice-led	methodology	is	a	small	yet	crucial	way.		In	practice-

based	research,	the	research	project	is	based	within	the	researcher’s	art	practice	yet	it	is	

not,	by	definition,	led	by	that	art	practice.			

It	is	germane	here	to	also	point	out	the	subtle,	yet	crucial	distinction	between	practice-led	

research,	and	research-led	practice.			
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…We	envisage	that	those	involved	in	the	creative	arts-in	the	higher	education	context,	

in	particular,	and	to	some	degree	in	the	community	at	large	–	will	increasingly	

recognize	the	existence	of	both	patterns	of	activity:	practice-led	research	and	

research-led	practice,	and	that	more	and	more	people	within	the	university	

environment	will	be	energized	with	regard	to	both.		[.		]	

This	model	combines	the	cycle	(alternations	between	practice	and	research),	the	web	

(numerous	points	of	entry,	exit,	cross-referencing	and	cross-transit	within	the	

practice-research	cycle),	and	iteration	(many	sub-cycles	in	which	creative	practice	or	

research	processes	are	repeated	with	variation).		(Smith,	2009,	pp.)	

The	idiom	‘a	picture	is	worth	a	thousand	words’	conveys	the	concept	of	a	single	image	

possessing	the	ability	to	convey	multiple	ideas	and	complex	understandings.		All	arts-based	

research	projects,	whether	they	be,	performative,	practice-led,	practice-based	or	research-

based	practice,	have	the	potential	to	cultivate	an	appreciation	within	the	academy	for	

creative,	praxis-positive	methodologies.	Creative	methodologies	such	as	these	highlight	the	

power	and	potential	of	partnering	creative	outcomes	with	an	exegesis.			

The	exegesis	is	therefor	not	explaining	the	meaning	of	the	outcome	(the	picture	is	

already	worth	a	thousand	words	remember!),	rather	it	is	articulating	its	theoretical	and	

historical	provenance	of	the	creative	endeavour	thereby	allowing	for	critical	review	of	the	

researcher’s	beliefs	and/or	claims	directly	related	to	any	resulting	publications.		This	

articulation	is	reiterated	by	Linda	Candy	of	the	Creativity	&	Cognition	Studios	at	the	

University	of	Technology	in	Sidney	AU.	In	her	paper	Practice	Based	Research:	A	Guide,	she	

states;	
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In	a	doctoral	thesis,	claims	of	originality	and	contribution	to	knowledge	may	be	

demonstrated	through	creative	outcomes	in	the	form	of	designs,	music,	digital	

media,	performances	and	exhibitions.		Whilst	the	significance	and	context	of	the	

claims	are	described	in	words,	a	full	understanding	can	only	be	obtained	with	direct	

reference	to	the	outcomes.		(Candy,	2006,	p.		1)	

The	Creativity	&	Cognition	Studio	would	appear	to	be	an	extremely	fecund	and	connection-

latent	space	for	creative-types	in	Australia,	as	I	will	touch	on	further	later	with	my	second	

case	study	example	“Fashion	acoustics:	Synthesizing	wearable	electronics	and	digital	

musical	instruments	for	performance”.		An	example,	which	clearly	highlights	how	in	some	

cases	practice,	generates	research	by	having	germinated	in	collaborative	performance.		

													Feminist	research	methodologies.		Feminist,	or	Humanist	either	way,	as	far	as	I	

can	see,	the	issue	of	inequality	in	the	world	remains	the	same.	The	term	“feminist”	could	be	

taken	as	homage	to	the	early	struggles.	

Gender	inequality	is	built	into	the	structure	of	the	gendered	social	order	because	the	

two	statuses	–women	and	men	–are	treated	differently	and	have	significantly	

different	life	chances.		How	and	why	these	social	processes	have	come	about	and	

continue	to	operate	is	the	subject	of	feminist	theories.		What	to	do	about	them	is	the	

aim	of	feminist	politics.		(Lorber,	J.		2013.		P.		7)	

There	is	a	grievous	error	in	the	statement	above	as	it	fails	to	recognize	the	status	of	

transgender	people;	with	that	noted	it	remains	factual	in	every	other	respect.		The	

gendered	social	order	which	we	presently	endure	–	one	that	privileges	white,	middle	class	

cis-gendered	men	–treats	‘the	other’	differently,	sentencing	that	‘other’	to	very	different	

freedoms,	liberties	and	“life	chances”	(Lorber,	J.		2013).		Given	its	far-reaching	applications,	
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any	definition	of	“feminism”	may	be	among	the	most	irrelevant	inquiries	of	our	day	

(Jayaratne	&	Stewart,	2008).		However,	it	is	by	no	means	irrelevant	to	seek	equality	in	

research	design,	implementation	and	analysis.		Therefor,	what	is	crucial	within	academia	

today	is	an	understanding	and	appreciation	for	the	theories	and	politics	deemed	Feminist.	

Feminist	researchers	use	just	about	any	and	all	of	the	methods.		In	this	concrete	

sense	of	the	term	that	traditional	androcentric	researchers	have	used.		Of	course,	

precisely	how	they	carry	out	these	methods	of	evidence	gathering	is	often	strikingly	

different.	(Harding,	1987,	pp.		2)	

Basic	Feminist	concerns	regarding	inquiry	methods	in	quantitative	research	are;	the	

careful	avoidance	of	sexist	and	elitist	research	topics;	the	identification	and	articulation	of	

bias	in	research	design;	implementation	of	non-	exploitative	relationships	between	

researcher	and	subjects;	objectivity;	the	avoidance	of	over	-simplistic	and/or	superficial	

qualitative	data;	an	avoidance	of	any	overgeneralizations	of	data	in	findings;	inadequate	

data	dissemination	and	utilization	within	the	project	(Stewart,	2008,	pp.		44-45).	

Gender	is	a	construct	(Butler,	1999);	feminism	is	not	simply	a	women’s	issue	(hooks,	

2000);	not	all	women	are	feminists	(Quinn	and	Radtke,	2006)	and	even	many	women	with	

pro-feminist	ideologies	are	reluctant	to	self-identify	as	feminist	(Roy,	Weibust,	and	Miller,	

2007).		From	the	collected	text	Just	Methods:	An	Interdisciplinary	Feminist	Reader	(Jagger	

Ed.,	2008),	authors	Toby	Epstein	Jayaratne	and	Abigail	J	Stewart	concur	with	many	of	those	

points;	

To	hold	essentialist	views	of	all	women	is	to	stereotype	all	women	as	feminists.		It	is	

too	easy	to	forget	that	most	women	researchers	(including	feminist	researchers)	are	

primarily	trained	and	socialized	as	traditional	quantitative	methodologists	and,	



MIXED	METHODS:	MY	COMPREHENSIVE	EXAM	

	

18	

despite	any	interest	in	alternative	procedures,	it	is	far	more	likely	than	not	that	they	

will	carry	out	their	research	largely	using	traditional	methods	and	methodologies	

(Likes	and	Stewart,	1986;	Jayaratne	and	Stewart,	2008,	pp.		52)	

Given	the	complexities	represented	by	this	statement,	it	is	important	that	academia	

be	vigilant	in	its	demand	for	reflexivity	throughout	social	sciences	research	and,	by	all	

social	science	researchers	regardless	of	any	philosophical	identifiers	claimed	(Harding,	

1987;	Unger,	1983,	Jayaratne	&	Stewart,	2008).			

The	evolution	of	third	wave	feminism	shifted	the	core	ideologies	of	the	movement	to	

those	of	social	and	gender	equality,	and	the	articulation	of	intersectionality	(Walker,	1992).		

Today,	post-feminist,	fourth	wave,	etcetera	–	the	intersectionality	of	the	ideology	has	only	

increased;	the	personal	is	still	political.	Jayaratne	&	Stewart	suggest	strategies	for	the	

practical	implementation	of	a	feminist	perspective	into	social	science	based	research	and	

they	are;	

One,	“when	selecting	a	research	topic	or	problem	[.		]	ask	how	that	research	has	

potential	to	help	women’s	lives	and	what	information	is	necessary	to	have	such	

impact”.		

Two,	“when	designing	[a]	study,	[.		]	Propose	methods	that	are	both	appropriate	for	

the	kind	of	question	[being	asked]	and	the	information	needed	and	which	permit	

answers	persuasive	to	a	particular	audience”.	

Three,	“whenever	possible	[.		]	Use	research	design	that	combines	quantitative	and	

qualitative	methods.		And	lastly	that,	“whether	the	research	methods	are	

quantitative	or	qualitative,	it	is	critical	that	procedures	be	[.		]	sex	fair.		(2008,	pp.		

54)	
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These	are	strategies	that	can	certainly	be	kneaded	into	the	fabric	of	any	research	

methodology	–	and	I	believe	-	need	to	be	so.		

													Craftivist	research	methodology.		Betsy	Greer	of	the	United	States	is	main	theorist	

to	whom	Craftivist	methodology	is	attributed	(2016,	2014,	2007),	and	secondly	craftivism	

gained	even	further	popularity	through	the	social	activism	of	Sarah	Corbett	and	her	

Craftivist	Collective	in	the	United	Kingdom	(S.		Corbett,	2014;	S.		H.		Corbett,	S.,	2011).	

On	her	website	Craftivism.com	Betsy	Greer	defines	the	term	‘craftivism’	both	in	

short	and	long	forms,	‘the	short	version’	reads	that	“Craftivism	is	a	way	of	looking	at	life	

where	voicing	opinions	through	creativity	makes	your	voice	stronger,	your	compassion	

deeper	&	your	quest	for	justice	more	infinite”	(2016,	2007).		For	the	SAGE	publication	

Encyclopaedia	of	Activism	and	Social	Justice,	Greer	wrote	the	following	longer	description	

in	2007.	

Craftivism	is	the	practice	of	engaged	creativity,	especially	regarding	political	or	

social	causes.		[.		]	Through	activities	such	as	teaching	knitting	lessons,	crocheting	

hats	for	the	less	fortunate,	and	sewing	blankets	for	abandoned	animals,	craftivism	

allows	for	creativity	to	expand	previous	boundaries	and	enter	the	arena	of	activism.		

[.		]	The	term	craftivism	surfaced	in	the	first	few	years	of	the	21st	century	and	gained	

an	online	presence	with	the	website	Craftivism.com	in	2003	to	promote	the	

symbiotic	relationship	between	craft	and	activism.		(Greer,	2007,	retrieved	January	

11,	2016	from	http://craftivism.com/definition/)	

Craftivist	methodology	is	closely	linked	to	DIY,	Riot	Grrl	and	punk	culture	

internationally,	and	tends	to	present	as	a	less	‘academic’	methodology	–	one	that	is	both	
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accessible,	and	comprehensible	to	the	vast	numbers	of	the	general	public.	This	is	exactly	

what	I	appreciate	about	Craftivism.	

Action	research	methodology.		Action	Research	Methodology	assumes	that	the	

researcher	is	outside	the	community	being	researched	and	is	collaborating	with	them.		

Depending	on	the	situation,	the	term	practitioner	research	methodology	may	be	used	for	

similar	research	as	it	is	a	variation	of	the	term	‘action	research’	which	implies	the	

researchers	are	participant	to	the	research	(Herr	&	Anderson,	2015).	

As	is	the	case	with	many	of	the	other	terms	that	I	have	already	addressed,	there	is	

no	one	agreed	upon	definition	for	action	research,	however	as	Herr	and	Anderson	state:	

Action	research	is	inquiry	that	is	done	by	or	with	insiders	in	an	organization	or	

community,	but	never	to	or	on	them.		It	is	a	reflective	process,	but	is	different	from	

isolated,	spontaneous	reflection	in	that	it	is	deliberately	and	systematically	

undertaken,	and	generally	requires	that	some	form	of	evidence	be	presented	to	

support	assertions.	(2015,	p.		4)	

Action	researchers	need	understand	that	all	action	research	is	provisional,	

transitional,	potentially	temporary,	and	revisable	(Griffiths,	2009).	I	am	drawn	to	action	

research	methodology	because	it	aligns	with	my	personality	of	wanting	to	“do	something”	

rather	than	to	“wait”	for	something.		Action	research	also	aligns	well	with	my	dedication	to	

praxis;	the	idea	that	my	work	is	an	ongoing	cycle	of	action,	refection,	action.	

Hermeneutic	Phenomenology.		Here	I	am,	the	final	methodology	that	I	will	cover	

in	this	exam,	hermeneutic	phenomenology;	making	–	observing	-	reflecting	–	writing	–	

making	–	observing	-	reflecting	–	changing	–	making	–	writing	-	[repeat..]	
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This	multi-method	methodology	is	the	combination	of	two	disciplines,	or	fields,	

within	philosophy.	Those	fields	are	hermeneutics,	basically	the	art	of	interpretation	

(Kinsella,	2006)	and	phenomenology,	literally	speaking,	a	“phenomena”	(Stanford	

Encyclopaedia	of	Philosophy,	2013,	retrieved	from	

http://plato.stanford.edu/entries/phenomenology/).		Though	phenomenology	has	existed	

for	centuries	in	philosophical	ideology,	the	field	gained	prominence	throughout	the	20th	

century	due	to	the	writing	of	philosophers	Husserl,	Heidegger,	Sartre,	Merleau-Ponty	and	

others	(Stanford	Encyclopaedia,	2013).	Essentially,	phenomenology	is	the	way	a	person	

experiences	places,	actions,	objects,	and	others;	it	is	their	unique	understanding	(Stanford,	

2013).		

Having	broken	down	the	term	‘hermeneutic	phenomenology’	let	me	now	sew	it	back	

together,	adding	to	it	the	‘fabric’	of	a	studio-based	research	methodology.		For	help	with	

this	task,	I	look	to	the	writing	of	Cora	Marshall	(2010)	who	explains,	in	“step”	form:	

First,	is	to	articulate	rich	descriptions	of	the	experience,	process,	and	product	under	

review,	in	this	case	works	of	art,	in	an	objective	manner	“without	judgement,	in	

order	to	learn	from	it”	(Waters,	pp.	632).	Second,	is	to	interpret	what	the	art	and	the	

creative	experience	mean.		[These	two	steps	are	crucial	in	the	implementation	of	

hermeneutic	phenomenology]	as	a	research	approach,	that	can	elucidate	particular	

aspects	of	the	creative	research.	(Marshall,	pp.	82)		

The	discovery	of	hermeneutic	phenomenology	represents	an	“Aha!”	moment	for	me	

in	methodology	research.	Within	this	methodology	are	room	for	my	making,	bogging,	

family	and	community	‘practices’	and	the	seamlessness	with	which	they	alternate,	
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collaborate,	and	influence	me	on	a	daily	bases.	I	go	back	now	to	Marshall	for	a	less	

personal	iteration	of	this	praxis	(see	fig.	1);		

The	triangulated	research	design	of	aesthetico-action	research,	hermeneutic	

phenomenology	and	thematic	analysis	are	methods	for	obtaining,	organizing,	and	

interpreting	studio-based	practices,	performances,	and	products.		Inquiry	in	art	is	

fully	realized	when	the	synergy	of	work	and	art,	theory	and	practice,	and	praxis	and	

exegesis	comes	together	in	helical	processes	of	making,	reflecting,	and	writing.	

(Marshall,	2010,	pp.	85)	

 

Figure 1.  A visual description of Marshall’s “double helix process” research design for studio-based 

research in art.   

	 Moving	forward	from	this	point,	I	now	think	of	practice	as	being	on	of	studio-based	

research	in	art	that	uses	hermeneutic	phenomenology.		

Case	Studies	
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Study	Number	One	

Designer	and	academic	Daria	Loi	created	a	package	of	sorts	as	her	PhD	project.		It	was	

important	to	her	that	the	object	or	physical	element	of	the	work	-	in	contrast	to	the	textual	

element	or	“intellectual”	exploration	element	(i.e.	written)	-	embody	the	metaphors	of	

“playfulness”,	“surprise”,	“curiosity”,	and	“cabinets	of	wonder”	(retrieved	January	11,	2016	

from	audio	video	recording	found	on	line	at	https://vimeo.com/24434482).		The	

presentation	form	of	her	research	is	a	series	of	three	identical	suitcases	that	Loi	created	by	

hand	(see	fig.		2).		Her	doctoral	research	focused	on	a	“Participatory	Design	process”	for	

education,	namely	“playful	triggers”	(2004,	pp.	2)	(as	a	learner,	how	we	might	experience	

the	learning),	through	that	research	she	came	to	the	understanding	that	she	was	

particularly	interested	in	the	non-passive	nature	of	a	suitcase.	Fundamentally,	each	person	

must	choose	to	open	the	suitcase,	or	not.	Then	each	person	chooses	to	take	things	out	or	

put	things	into	the	suitcase;	they	must	make	a	choice	about	whether	or	not	to	carry	it	with	

them	from	place	to	place	(another	metaphor,	this	one	speaking	to	the	internalization	of	

information),	etcetera.				

	 Loi’s	exploration	of	the	metaphor	of	the	suitcase	-	as	a	physical	representation	of	

what	and	how	we	learn	-	is	most	interesting	to	me	in	this	case;	what	we	grab,	what	we	pack,	

what	we	leave	behind	(note	the	various	boxes,	or	“choices”	contained	within	Loi’s	suitcase	

in	fig.	2).	
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Figure 2.  A documentary photograph of Daria Loi’s PhD thesis object, a “suitcase”.  D.  Loi.  (Retrieved 

January 6th 2016, from 

http://www.darialoi.com/images/background%20pics/PhD_all%20together_smaller%20size.jpg) 

Within	“A	Suitcase	as	a	PhD?	-Exploring	the	Potential	of	Travelling	Containers	to	

Articulate	the	Multiple	Facets	of	a	Research	Thesis”,	Loi	notes	that	when	readers	are	

required	to	“unfold”	alternative	modes	of	traditional	thesis	preparation,	they	are	given	

many	opportunities.		Firstly,	as	a	case	study	for	my	own	methodology	research,	I	appreciate	

that	she	outlines	the	positive	potential	of	such	creative	thesis	work	when	she	lists	that	a	

researcher	may,	through	studio-based	research	projects	such	as	hers,	have	the	opportunity	

to:	

Expand	content	beyond	what	can	be	expressed	in	words;	unfold	and	clarify	concepts	

on	multilayered	levels;	[.		]	Construct	personal	meanings	and	connections	between	

provided	items;	develop	several	layers	of	meaning	that	go	beyond	those	fostered	by	

text-based	works;	be	open	to	the	idea	of	generating	an	asynchronous	dialogue	with	
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author	and	future	readers;	entertain	making	as	well	as	reading,	thinking	and	

reflecting	activities;	[.		]	Develop	ways	to	access	content	which	are	ad	hoc	and	

different	from	those	required	by	text-based	theses	[.		].		(2004,	pp.		8)	

However,	I	also	appreciate	that	Loi	follows	her	list	of	opportunities	with	some	warnings	

regarding	the	stress	and	possible	pressures	associated	with	embarking	on	a	research	

methodology	such	as	hers:	

Due	to	the	high	levels	of	pressure	associated	with	producing	alternative	format	PhD	

theses	it	is	very	likely	that	students	will	have	to	pay	more	attention	to	the	supervisory	

process	as	they	might	be	required	to	operate	as	reassuring	entities,	to	foster	dynamic	

supervision	loops,	to	translate	their	vision	into	a	language	that	is	accessible	to	

supervisors,	and	to	establish	shared	understandings.		It	could	be	said	that	

postgraduate	students	will	in	these	cases	be	likely	to	spend	extra	time	in	helping	

supervisors	learn	how	to	supervise	them	and	in	teaching	themselves	how	to	be	

supervised	–	how	to	be	active	participants	within	the	supervisory	process.		(Loi,	2004.		

Pp.		12)	

Loi	also	warns	researchers	that	they	may	be	about	to	“undertake	an	engaging	journey	

that	could	be	more	demanding	(in	time	and	effort)	than	a	traditional	thesis”,	(2004,	p.		8).		

These	warnings	are	definitely	reflective	of	my	experience	with	my	thesis	research	up	until	

this	point.		As	a	methodological	case	study	pertaining	to	arts-based	research	I	feel	that	the	

paper	“A	Suitcase	as	a	PhD?	-Exploring	the	Potential	of	Travelling	Containers	to	Articulate	

the	Multiple	Facets	of	a	Research	Thesis”	has	been	an	extremely	valuable	example	and	

information	resource	for	me.	
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Study	Number	Two	

Alex	Murray-Leslie	is	a	researcher,	artist,	and	musician	from	the	band	Chicks	on	Speed	–	

perhaps	not	necessarily	in	that	order.		She	is	currently	a	PhD	candidate	in	Engineering	in	

Information	Technology,	working	in	the	area	of	“fashion	acoustics”.	She	is	additionally	

involved	in	the	creation	of	objects	wearable	for	performance	in	the	Creativity	and	

Cognition	Studio	(CCS)	at	the	University	of	Technology	in	Sidney	Australia	(a	fascinating	

center	mentioned	earlier	in	this	exam	under	the	section	of	“Practice-based	research	

methodology”	on	page	twenty-five).		“CCS	provides	nationally	and	internationally	

recognised	artists	and	technologists	with	a	space	in	which	to	collaborate,	experiment	and	

create,	as	equal	partners,	in	practice-based	research”.		(Retrieved	November	2,	2015	from	

the	web	address,	http://www.creativityandcognition.com/about/)	and	has	been	an	

exciting	research	site	for	me	as	I’ve	developed	my	ideas	around	practice-led	research	

methodologies.	

This	second	study,	which	I	have	selected	for	its	performance-led	research	

methodology	example,	is	sourced	from	her	paper	“Fashion	acoustics:	Synthesizing	

wearable	electronics	and	digital	musical	instruments	for	performance”.		In	the	paper,	

Murray-Leslie	looks	at	the	collaborative,	performative	research	that	she	engaged	in	over	

the	course	of	three	workshop	processes	(she	also	refers	to	them	as	three	‘case	studies’).		

Those	workshops	ultimately	resulted	in	the	creation	of	new	performances	for	Chicks	on	

Speed,	in	addition	to	new	‘acoustic	fashion	objects’	(see	fig.		3).			
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Figure 3.  Acoustic Fashion Object.  Murray-Leslie, A. (Retrieved January 5th 2016 from 

http://www.shift.jp.org/en/archives/2010/11/chicks_on_speed_dont_art_fashion_music.html) 

In	her	paper,	Murray-Leslie	describes	what	she	calls	her	‘development	and	design	

process”,	I	understand	this	to	be	the	title	and	an	outline	of	her	project	methodology.		Within	

this	section	of	the	paper	Murray-Leslie	states	“To	investigate	these	ongoing	questions	a	

series	of	workshops	into	fashion	acoustics	were	conducted	to	explore	the	relationships	

between	performers,	wearable	sound	devices	and	performative	environments”	(2014;	pp.		

146).		Murray-Leslie’s	three	case	studies,	or	workshops,	are	titled	as	follows:	“Colour	

Tuning”,	“Shoethesizer”,	and	“Prototype	Hits”.		Case	one	focused	on	a	somewhat	abstract	

process;	it	involved	the	“rethinking	of	colour/movement/sound	notation	by	using	

technology	to	respond	to	movements	made	by	performers	holding	a	set	of	monochromatic	
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textile	banners”	(2004;	pp.		147).		Case	two	involved	the	creation	of	a	collection	of	haute	

couture	shoes	in	collaboration	with	a	recognized	Australian	design	firm,	which	was	

provided	to	the	performers	as	props	for	a	‘high	heeled	shoe	jam’	during	the	session.		The	

workshop	itself	is	described	as	having	“began	with	an	analogy	that	could	signify	the	

movement	of	the	amplified	shoes.		We	decided	upon	‘remote-controlled	shoes’.		

Performance	instruction	-	based	on	these	metaphors	-	was	given	to	the	dancers	and	they	

responded	with	physical	interpretations.		Finally,	workshop	number	three	focused	on	the	

performers’	experiences	of	the	“objectinstruments”	(a	term	coined	by	the	two	artists	in	

2005	referring	to	self-made	musical	instruments).			

Figure 5.  Chicks on Speed performance still. (Retrieved January 5th 2016, from http://www.art-

almanac.com.au/2013/07/chicks-on-speed-scream/)  

What	I	appreciate	most	about	this	example	of	Murray-Leslie’s	is	first	that	she	is	an	

example	to	me	of	a	contemporary,	practicing	artist,	working	in	academia.		Second,	I	am	

attracted	to	her	example	of	collaborative	research,	as	this	is	something	that	I	would	very	

much	like	to	incorporate	into	my	research	practice,	and	third,	I	am	additionally	a	fan	of	the	

feminist	ideology	in	the	work	of	the	artists	from	the	band	Chicks	on	Speed.			
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Figures 6 (a) & (b).  Author’s personal photographs of Chicks on Speed: It’s A Project. (2015) 

Additionally,	on	a	promotional	and	aesthetic	note,	I	admire	the	artists/band	Chicks	

on	Speed	for	their	ability	to	subvert	the	norms	when	it	comes	to	promotional	and	print	

material.		I	personally	own	a	copy	of	the	publication	Chicks	on	Speed:	It's	a	Project	(2004)	

(see	fig.		6	a	&	b),	a	package	of	work(s?)	that	is	comprised	of	a	silk	screened	cloth	tote,	and	

intricately	dye	cut	book,	a	music	CD,	a	bolt	of	hand	printed	white	cotton	fabric	(one	finds	

that	it	has	been	roughly	sewn	into	a	dress	once	the	fabric	is	removed	from	it’s	plastic	

packaging)	that	comes	with	suggested	instructions	for	use,	in	addition	to	a	“review”	or	

feedback	form.		The	‘It’s	a	Package’	project	is	unlike	any	other	art	publication	that	I	have	

ever	seen	in	a	promotional	package	or	catalogue	format	and	therefor	endlessly	inspiring	to	

me.			

Study	Number	Three	

My	third	and	final	case	study	example	comes	from	the	paper	‘Articulating	a	Position	

Through	Research:	The	Practice-led	PhD,	a	Case	Study’	by	artist	and	academic	Rachel	

Garfield.			
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Garfield	was	a	PhD	student	at	the	Royal	College	of	Art	in	London	between	the	years	

of	1999	and	2003,	this	is	significant	as	it	was	during	the	early	years	of	the	academy’s	

granting	of	doctorates	in	the	visual	arts	and	it	was	a	highly	debated	and	somewhat	dubious	

endeavour.		Her	research	at	the	time	focused	on	the	areas	of	Jewish	identity,	

performativity,	identity	politics,	video	art	practice,	and	film	theory.	

In	her	abstract,	Garfield	outlines	the	methodology	of	her	study	as	follows,	“the	

making	of	video	installations	and	contextual	theoretical	writing	that	encompassed	cultural	

studies,	film	theory,	critical	theory	and	art	history”	(2002,	pp.	1)	This	is	relatively	straight	

forward,	and	is	certainly	a	methodology	that	makes	sense	with	respect	to	how	one	might	

investigate	an	art-based	study	my	research.	

Of	particular	note	to	me	is	that	in	her	paper,	published	three	years	after	that	of	Daria	

Loi,	Garfield	recounts	having	experienced	struggles	with	her	advisors	and,	with	

unavoidable	additional	time	required	to	fully	complete	the	doctorate	that	were	directly	

related	to	the	nature	of	her	chosen	–	studio-based	–	research	methodology.		She	noted	that	

due	to	the	relative	newness	of	the	PhD	qualification	within	the	academic	field	of	visual	arts,	

she	had	to	be	conscientious	of	what	she	would	maintain	from	the	experience	of	the	

exegesis	if,	indeed,	the	college	failed	to	maintain	the	qualification.		Garfield	expressed	that	

the	“thinking	and	reading	time”	demanded	by	the	arts-based	research	process	‘protracted’	

the	whole	creative	process,	while	Loi	lamented	about	time	required	away	from	her	

research	“helping	supervisors	learn	how	to	supervise	them	and	in	teaching	themselves	how	

to	be	supervised	–	how	to	be	active	participants	within	the	supervisory	process”	(Loi,	2004,	

pp.	12).	
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Figure 7. Unmade Up. Garfield.  R., (2002). Video still from Garfield’s installation.  Retrieved from the 

article: Articulating a position through research: The practice-led PhD, a case study. 

Organizationally,	Garfield	decided	upon	one	year	to	create	the	video	art	work	

portion	of	her	project,	and	a	second	year	to	write	the	exegesis.		Within	the	exegesis,	she	

chose	to	organize	each	of	her	methodological	approaches	into	separate	chapters	for	her	

thesis.		Each	chapter	of	the	exegesis	addressed	an	aspect	of	theory	or	research	related	to	

her	subject	area.		In	the	end,	her	subject	areas	directly	linked	the	exegesis	with	the	video	

installations	she	had	created	the	year	previous.	

Artist/academics	are	repeatedly	confronted	by	the	question	of	whether	or	not	

academic	research	‘ruins’	art	and	‘deadens’	the	creative	process.	Indeed,	a	daunting	

prospect.	I	was	encouraged	however,	to	read	Garfield’s	conclusion	wherein	she	explicitly	

states	that	her	experience	of	having	undertaken	a	‘PhD	by	project’	afforded	her,	she	

believes,	the	opportunity	to	contribute	better	art	to	the	art	world,	and	to	the	world	as	a	

whole.		In	her	words	“it	has	given	me	the	tools	to	make	work	with	more	sophistication,	

clarity	and	purpose	and	it	has	afforded	me	the	means	to	place	to	work	within	a	meaningful	

context	for	being	seen	and	read”	(2007,	pp.		233).	
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Rachel	Garfield’s	paper	‘Articulating	a	Position	Through	Research:	The	Practice-led	

PhD,	a	Case	Study’	served	me	in	multiple	ways.		First	I	appreciate	her	having	clearly	

outlined	the	mixed-method	methodology	of	her	thesis	project,	and	am	interested	in	the	

way	she	chose	to	present	each	methodology	she	employed	as	its	own,	separate,	chapter.			

Secondly,	her	paper	reassured	me	that	some	of	the	stumbling	blocks	that	I	have	

already	faced	are	not	unique	to	my	own	experience	as	visual	artist	operating	within	the	

academy.		

My	Recent	Work	

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Figure 8.  Hand embroidered note to my literature comprehensive examiner. Hogan, D. (2014) 
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I	have	maintained	the	blog	daniellehogan.com	since	initiating	my	doctoral	studies	in	2013.		

I	take	many	photographs	of	my	process	and	my	studio-practice:	my	praxis.		These	photos	

oscillate	around	me,	functioning	as	“documentational”,	creational,	and	inspirational	in	

nature.		

During	the	time	I	was	preparing	my	literature	comprehensive	exam-package	for	

shipping	to	my	examiners,	I	took	a	photograph	of	the	short	“cover	letter”,	which	I	had	

embroidered	in	mint-green	(very	“vintage-looking”,	I	thought)	onto	a	piece	of	raw-coloured	

cotton	fabric	(fig.	8).	The	note	reads,	“Erin,	Your	package	includes:	a	pincushion	made	from	

comp-quilt	fabric,	a	USB	stick	with	my	written	exam,	and	my	thanks.	Danielle”.	I	wanted	to	

combination	of	method	and	material	to	illustrate	my	dedication	to	the	literature,	which	I	

had	additionally	written	about	in	words.	

More	specifically,	what	I	made	were	in	fact	three	packages	–	each	identical	in	

content,	yet	slightly	unique	in	form	–	they	contained	a	hand	embroidered	note	to	my	

assessor,	a	pincushion	made	from	scraps	of	my	literature	review	exam	quilt	and	a	quilted	

USB	stick	containing	the	digital	form	of	my	exam	on	a	‘nest’	of	vintage	measuring	tapes	

placed	at	the	bottom	of	the	shipping	container.		As	I	have	said	already,	I	had	intended	that	

the	creative	format	of	the	package	would	convey	important	tacit	knowledge	of	my	

literature	review.		As	I	see	it,	this	example	of	my	exam-package	perfectly	illustrates	a	

performative-research	methodology.		However,	it	is	not	necessarily	how	I	intend	to	

singularly	conduct	my	work.		

Further	more	in	the	case	of	my	literature	comprehensive	exam,	it	was	a	very	

deliberate	choice	on	my	part	to	have	the	exam	arrive	by	“snail-mail”	to	my	assessors,	rather	
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than	via	email.		My	intention	here	was	to	connote	something	of	my	political,	and	

philosophical	allegiances	to	‘slowness’,	in	a	world	of	extreme	‘fastness’.		

	 	

Figures 9 (a) & (b).  Pincushion & USB, (2015)  
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Figure 10.  Literature Review Quilt.  Hogan, D. (2014-15). Fabric, buttons, thread, vintage textiles. 

Upon	receiving	the	reviewers’	compiled	responses	I	was	disheartened,	confused,	

and	perhaps	somewhat	depressed	for	a	time,	over	how	little	attention	was	given	(perhaps	

rather,	simply	unnoted?)	regarding	the	physical	aspects	of	my	exam,	which	easily	

represented	two-thirds	of	my	time-spent	responding	to	the	question.			

This	(methodology	focused)	exam	represents	my	second	comprehensive	question.		

In	response	to	the	question,	I	had	the	idea/need	to	create	what	I	currently	think	of	as	a	

series	of	‘fossils’	(fig.	11	&	12).		My	current	reflection	on	these	pieces	is,	that	the	objects	

suggest	a	form	of	‘evidence’;	the	fossils	are	relics	–testaments-	to	the	value,	and	the	history	

of	craft	objects.	These	notions	stand	in	addition	to	the	fossils’	unique	feminine-like(st)	

aesthetic.		The	fossils	are	also	affirmations;	they	are	proof	of	the	immense	skill	and	

supreme	quality	of	design	present	within	the	history	of	their	practitioners.	

These	works,	from	a	hermeneutic	phenomenological	perspective,	to	me	these	pieces	

evoke	the	following	themes	from	my	research:	women’s	history,	craft,	maker	culture,	and	

Craft’s	place	within	the	community.		Evidence	of	such	a	‘fossils’	–	I	think	-	support	

contemporary	historians’	work	in	rewriting	the	history	of	women’s	contributions	to	

Society,	and	Culture	at	large.		The	pieces	could	additionally	be	thought	of	as	a	cheeky	

“wink”	towards	any	and	all	bias	in	favour	of	qualitative	“proof”,	and	“objectivity”	in	

research.			
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Figure 11.  ‘Fossil #1042015 (believed to be a section of tatting)’.   Hogan, D. (2015).  5½”(H) x 1¾”(L), 

clay. 

 

Figure 12.  ‘Fossil #1012015 (believed to be a woman’s glove)’.  Hogan, D. (2015).   4½”(H) x 2½”(L), 

clay. 



MIXED	METHODS:	MY	COMPREHENSIVE	EXAM	

	

37	

I	believe	that	by	employing	the	methodology	of	hermeneutical	phenomenology	

coupled	with	practice	or	studio-based	research,	in	addition	to	my	dedication	to	praxis	will	

successfully	guide	my	research	in	rewarding	directions.			

Discussion	

My	artistic,	and	academic	practices	are	equally	devoted	to	embracing	the	expansive	fields	

of	home-based	craft,	community	collaboration,	and	grass	roots	activism,	in	addition	to	

being	philosophically	motivated	by	feminist	theory	and	history.			

I	intend	to	continue	exploring	the	vast	creative	and	expressive	potential	of	home-

based	craft	materials	in	my	studio	practice.		Academically,	I	endeavour	to	explore	the	

considerable	reach	of	practice-led,	studio-based	research	from	a	feminist	perspective	and	

using	hermeneutical	phenomenology.			

Alive	to	the	struggles	locally	and	globally	concerning	the	issues	of	gender,	identity,	

race,	and	class	equity,	I	am	additionally	curious	about	the	subversive	possibilities	and	

potential	of	craftivist	methodologies	to	act	in	these	areas	as	“a	tool	for	gentle	activism”	

(Corbett.		S.		2015.		Craftivist-collective.com).		It	is	my	intention	to	also	continue	to	

experiment	craftivist	methodologies	as	I	move	forward	with	my	research	project.	

Theoretically	speaking,	I	am	interested	in	exploring	the	relatively	new	art	term	

“Sloppy	Craft”.		It	is	a	designation	first	used	by	Anne	Wilson	of	the	School	of	the	Art	

Institute	of	Chicago	to	describe	what	she	initially	identified	as	a	students	“critical,	content	

driven	decision	to	work	“sloppy”	(Wilson,	2015,	section,	‘Forward’,	para.		2),	and	Glenn	

Adamson	–	the	contemporary	craft	theorist	and	director	of	New	York	City’s	Museum	of	Arts	

and	Design	(MAD)	-	subsequently	explicated	the	term	to	mean	“the	‘unkept’	product	of	a	
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‘post-disciplinary	craft	education’”	(Wilson,	2015,	section	‘Forward’,	para.		4).		Stay	tuned	

to	see	where	that	goes..	

Some	Assumptions	Made	in	This	Paper	

	This	research	assumes,	in	discussing	feminist	methodology,	the	possibility	of	referring	to	

any	person	of	any	gender	-	cisgender	male	or	female	and	trans	–as	a	‘feminist’	provided	

that	person	believes	in	equality	for	all,	recognizing	that	‘equality’	does	not,	in	and	of	itself,	

denote	‘sameness’.	

Wrap	Up	(I	Am,	Warming	Up)	

Arts-Based	research	can	be	understood	as	a	very	large	umbrella	under	which	practice-led	

research	and	studio-based	research	are	contained.		In	such	work,	there	are	reciprocal	

relationships	between	the	creative	practice	and	the	writing	of	an	exegesis.		Performance-

led	methodologies,	feminist	methodologies,	craftivist	methodologies	are	all	present	within	

my	practice	in	different	ways	and	in	different	instances.	

As	I	stated	previously,	my	aim	with	my	PhD	research	would	be	to	lessen	the	sense	of	

isolation	and	alienation	sometimes	felt	by	art	students’	towards	their	communities	once	

they	graduate	from	art	school.			

I	will	seek	to	accomplish	this	by	promoting	the	reintroduction	of	materials	and	

methods	into	the	curriculum	that	have	been	historically	undervalued	for	their	having	been	

'feminized'	by	the	patriarchy.		It	is	my	feeling	that	the	often	collaborative	making	practices	

associated	with	such	'feminized'	materials	have	been	systematically	disparaged	by	the	

academy	in	favour	of	the	narrative	of	the	single	creative	“genius”;	a	myth	that	devalues	

collaboration	and	regularly	isolates	artists	from	each	other	and	their	communities.	
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I	understand	a	maker’s	methodology	to	be	how	they	go	about	conducting	their	

research;	that	‘how’	is	determined	(and	regularly	re-determined)	based	on	what	the	

researcher	is	questioning	(what	theories)	and	in	the	case	of	my	research	I	aim	to	challenge,	

(in	addition	to	other	things	previously	noted)	patriarchal	pedagogies	as	they	applies	to	the	

visual	arts,	and	to	visual	arts	curriculum.		Furthermore,	I	am	cognisant	that	it	is	important	

to	consider	the	epistemological	perspectives	(in	my	case,	Constructivist	epistemology)	

from	which	the	selected	methodology(s)	are	being	applied;	it	could	be	said	that	a	careful	

articulation	of	one’s	methodology	requires	a	metacognitive	assessment	of	the	researcher’s	

beliefs	and	biases.	

I	will	address	my	research	question(s)	through	hermeneutical	phenomenology	

based	in	my	studio	practice.	That	practice	is	praxis	driven,	and	heavily	guided	by	feminist	

ideologies.	

Tailoring	My	Research:	Picture	The	Rising	Balloon,	Rather	Than	The	Capricious	Kite		

Addressing	the	function	of	a	“research	question”	in	studio-based	research	in	art,	author	

Cora	Marchall	says,	“The	research	question	provides	direction	and	grounds	the	research”	

(2010,	pp.	85).	However,	though	a	question	“grounds”	the	research,	a	crucial	aspect	of	

qualitative,	arts-	based,	studio-directed	research	is	that	it	is	able	to	fly	about	that	question;	

part	“science”,	part	“enigma”.	

How	might	art	students’	sense	of	community-participation,	belonging,	and	

collaboration	shift	if	“introductory”	or	‘survey’	courses	in	the	visual	arts	were	to	adopt	into	

the	curriculum	more	feminized	materials	and	making	practices	such	as	sewing,	quilting,	and	

cooking?	This	question	has	propelled	my	work	for	three	years;	over	that	time	other	
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questions	have	flung	from	the	paddles	of	its	same	propeller.	Regardless,	my	research	is	off	

the	“ground”,	its	fabric	flying	around	in	the	wind,	held	by	strong	currents	of	theory.	

My	research	aims	(related	patterns,	quilted	together)	include;	increased	awareness	of	

new,	and	underrepresented	artistic	creations	and	practices	through	expanded	visual	

dialogues;	to	work	towards	the	regular	inclusion	of	'feminized'	or	home-based	craft	

materials	into	the	bachelor	of	fine	arts	curriculum;	increased	awareness	of	the	importance	

of	visual	literacy	for	young	people,	expanding	opportunities	for	makers	to	publically	share	

their	creations	in	an	open	and	critically	supportive,	yet	non-market	driven,	environment;	a	

new	focus	within	visual	arts	education	that	encourages	‘creatives’	to	foster	collaborative	

community	relationships	once	they	graduate.			

Part(Start)ing	point.	I	believe	these	aims	indicate	significant	gaps	within	the	current	

landscape	of	visual	arts	research	in	academia.		Given	my	belief	in	the	existence	of	such	gaps,	

I	intend	to	steer	my	studio-based	research	in	art	into	their	path.	

Furthermore,	and	finally,	my	artwork	will	-	in	all	likelihood	-	be	forever	indebted	to	

the	histories	of	Riot	Grrrl	culture,	the	DIY	movement,	and	every	member	of	my	family,	past	

and	present.	
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