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1.0 Abstract

“Wonder is the unwilled willingness to meet what is utterly strange in what is most familiar”

“To wonder is to step back and let things speak to us, a radical passive receptivity to let the things of

the world present themselves in their own terms”

(van Manen & Adam, 2010, p.452 and p. 442)

Wonder sparked my attention, made me question, ponder and seek to explore the ‘utterly strange’ in
the ‘most familiar’. The ‘most familiar’ is the assertion that participation in the arts facilitates identity
development and increases self-awareness. The ‘utterly strange’ for me is how does participation in the
arts facilitate in identity development and increased self-awareness? In the state of wonder and wide-
awakeness, functioning as the artist-researcher, I have explored the possibilities of an expanded
definition of a self-portrait in order to perhaps experience for myself the elusive and ineffable how. My
research was conducted through the qualitative method called Artistic Research. Utilizing this method
made it possible for me to act as both the researcher and the subject of the research. Applying
phenomenology as the philosophical lens to my research meant that I have been acutely aware of the
phenomenon in focus, ‘bracketing’ out any preconceived meanings or prejudices and assuming a state

of wonder and wide-awakeness to be open to discovering and understanding.

In the first phase of my inquiry I studied the art and art practices of Catherine Opie, Tracey Emin and
Louise Bourgeois. Their work, representing three distinctly different mediums, exemplifies the
diversity of contemporary non-representational self-portraiture. It was important to establish an
understanding of the various ways artists utilize their creative practice to portray aspects of their

identity.

In the second phase, using my art practice as the site of my inquiry, I have conducted a reflective study
that focused on trying to understanding how identity development and an increased sense of self-
awareness can be manifested during the creative process. My aim was to explore the potential of non-
representational self-portraiture in three different mediums; photography, conceptual art and

sculpture.



I found that expanding the traditional self-portrait beyond representing the likeness of the creator
opens up the possibilities of articulating the self beyond the visage we ordinarily present to the world.
An expanded self-portrait informs us of our personal identities, rather then focusing on our social
identities, allowing us the possibility to break away from the stereotypes that categorize and ‘box’ us in.
Sculpture, conceptual art and photography speak three different languages, because of this they also

informed me in three different manners.

My research is relevant to art educators who wish to give their students the possibility to explore
beyond the traditional self-portrait. An expanded self-portrait increases the potential to exploit the
multitude of mediums and materials available for expressing oneself, thus expanding the
communicative qualities that are unique to the arts. Understanding how the different mediums

communicate can also help guild teachers in choosing projects that are appropriate to their students.
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1.0 Abstract 3

“Wonder is the unwilled willingness to meet what is utterly strange in what is
most familiar” 3

“To wonder is to step back and let things speak to us, a radical passive
receptivity to let the things of the world present themselves in their own terms

3
(van Manen & Adam, 2010, p.452 and p. 442) 3

»

Wonder sparked my attention, made me question, ponder and seek to explore
the ‘utterly strange’ in the ‘most familiar’. The ‘most familiar’ is the assertion
that participation in the arts facilitates identity development and increases self-
awareness. The ‘utterly strange’ for me is how does participation in the arts
facilitate in identity development and increased self-awareness? In the state of
wonder and wide-awakeness, functioning as the artist-researcher, I have
explored the possibilities of an expanded definition of a self-portrait in order to
perhaps experience for myself the elusive and ineffable how. My research was
conducted through the qualitative method called Artistic Research. Utilizing
this method made it possible for me to act as both the researcher and the subject
of the research. Applying phenomenology as the philosophical lens to my
research meant that I have been acutely aware of the phenomenon in focus,
‘bracketing’ out any preconceived meanings or prejudices and assuming a state
of wonder and wide-awakeness to be open to discovering and understanding. 3



In the first phase of my inquiry I studied the art and art practices of Catherine
Opie, Tracey Emin and Louise Bourgeois. Their work, representing three
distinctly different mediums, exemplifies the diversity of contemporary non-
representational self-portraiture. It was important to establish an
understanding of the various ways artists utilize their creative practice to
portray aspects of their identity. 3

In the second phase, using my art practice as the site of my inquiry, I have
conducted a reflective study that focused on trying to understanding how
identity development and an increased sense of self-awareness can be
manifested during the creative process. My aim was to explore the potential of
non-representational self-portraiture in three different mediums; photography,
conceptual art and sculpture. 3

I found that expanding the traditional self-portrait beyond representing the
likeness of the creator opens up the possibilities of articulating the self beyond
the visage we ordinarily present to the world. An expanded self-portrait informs
us of our personal identities, rather then focusing on our social identities,
allowing us the possibility to break away from the stereotypes that categorize
and ‘box’ us in. Sculpture, conceptual art and photography speak three different
languages, because of this they also informed me in three different manners. 4

My research is relevant to art educators who wish to give their students the
possibility to explore beyond the traditional self-portrait. An expanded self-
portrait increases the potential to exploit the multitude of mediums and
materials available for expressing oneself, thus expanding the communicative
qualities that are unique to the arts. Understanding how the different mediums
communicate can also help guild teachers in choosing projects that are

appropriate to their students. 4
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2.0 Introduction 41

During my undergraduate studies in art education, I have often come across
statements claiming that participation in the arts can lead to identity
development, increased self-awareness or other proclamations about identity
that follow the same lines. There are many such examples. The official
Norwegian report NOU 2015:8, The School of the Future, endorses classes in the
arts based on claims that, “experiencing and contributing to creating artistic
expressions may be important for individuals development of identity,
knowledge development and the ability to express oneself” (p.27). The
qualitative data collected in Bamford’s (2009) UNESCO study on the impact of
the arts in education, makes the claim that, “arts education builds reflectivity
and allows young people to get in contact with their personality and form self-
identities” (p.135). The first sentence of the handbook for arts education in the
USA under the title of Understanding and Using the Core Arts Standards (State



Education agency Directors of Arts Education, 2014), it stands, “The arts have
always served as the distinctive vehicle for discovering who we are” (p.2).
Similar is the statement in Haabesland and Vavik’s (2000) book, written for art
educators in Norway, that through a creative practice we are able to ‘create’ our
own identity. Each time I am confronted with statements such as these, my
interest is piqued. If it is true that participation in the arts facilitates in
‘developing identity’, or lets us ‘discover who we are’ or helps us to ‘create our
identity’, how does it happen? 41

A search through the litterateur affirms that participation in the arts enables
individuals to express themselves, build reflectivity, excite the imagination,
increase mental awareness and assist in breaking stereotypes to create new life
stories. These outcomes were seen as important tools that increased the
potential of positive identity development and aided in boosting ones sense of
self-awareness (Holloway & LeCompte, 2001; Halvorson, 2010; O’Fallon, 1995;
Bamford, 2009; Malin, 2015; Rolling, 2009). The litterateur, however, does not
indicate how this happens. What mechanisms are at play in the creative process
when one transforms an expression, an idea, or a feeling into a fixed medium?
When do we know? What does it feel like? Is there one way over another that
can relay the message of identity better then another? 41

In research, it is the research questions that guide the study. The questions that
guild me throughout my project are: 41

What properties within an aesthetic creative visual arts practice influence self-
awareness and identity development? How does an aesthetic art practice
enhance self-awareness and facilitate in identity development? 42

3.0 Identity 42

The term ‘identity’ is a difficult concept to define. Fearon (1999) in his article,
What is Identity (As we now use the word), describes identity as a complicated
and unclear concept, “something of an enigma”(p.1), he explains that ambiguity
persists due to the fact that definitions concerning identity in academia and
ordinary language differ, he writes, “In popular discourse identity is often
treated as something ineffable and even sacred, while in the academy identity is
often treated as something complex and even ineffable. One hesitates to try to
define the sacred, the ineffable, or the complex” (Fearon, 1999, p.4.) Fearon
(1999) notes that even in academic writing, there is very little agreement on a
universal definition. Hoover & Eriksen (2004) concur, adding, “there is
agreement within schools of scholars- and much disagreement between
schools” (p.2). In the Individualist’s eyes, identity is self created,
constructionists see identity as an artifact of power, and the essentialist school
defines identity as fixed by gender, race and sometimes class (Hoover &
Eriksen, 2004). In the coarse of this paper I use the term Identity often, it is
therefore important to take a look at the different ways the term identity can be
understood and how I intend to use it. 42
3.1 Erickson’s Three C’s 42

The way we define the term ‘identity’ today is very much due to the work of
psychoanalyst Erik Erikson (1902-1994) on the importance of identity carried
out in the 1950’s (Fearon, 1999). 42

Erikson posited identity as a crucial developmental stage through which
individuals must move prior to being able to establish meaningful, intimate
relationships with others. According to this perspective, knowledge of oneself is
fundamental to psychological well-being (Baumgardner, 1990, p.1062). 42

Erikson’s definition of identity consists of three dimensions, these include: Who
one is with —commitments, where one is from-communities, and what one does-



competencies (Hoover & Eriksen, 2004, p, 4). The first group, commitments,
includes all of the personal relationships that define us, for example, I am a
daughter, a mother, a sister and a wife. Communities, consists of our ethnical
background, religious beliefs, cultural heritage, loyalties to country, or any
groups we adhere to. The last dimension, competencies, describes the
professions we belong to, our talents and the roles we play in society, such as
teacher, politician, artist or student (Hoover & Eriksen, 2004). In Erikson’s
theory of identity, each dimension is like a leg of a three-legged stool, if all three
are strong and complete, the stool stands stable, however, if there is a
dimension or two that are damaged or incomplete, the stool becomes unstable;
the unstable stool is a metaphor for what Erikson termed an ‘identity crises’
(Hoover & Eriksen, 2004). 43
3.2 Identity Boxes’ 43

When one is asked about their identity, very often they think in terms of the
who, what and where Erikson established over sixty years ago (Fearon, 1999).
The traditional way of looking at our identity lacks the personal dimension, it
restricts us by placing us in what Anzaldua & Keating (2002) call ‘identity boxes’
(p.561). We limit ourselves if we only think of the ‘boxes’ we fit into, Anzaldua &
Keating believe a radical shift is needed to break out of the boxes of conformity,
they call for a, “a different story...enabling [a person] to rethink [themselves] in
more global-spiritual terms instead of conventional categories of color, class,
career” (Anzaldua & Keating, 2002, p.561). ‘Identity boxes’ perpetuate old
prejudices by continuing stereotypes that create divisions in society. 43
3.3 Social and Personal Identity 43

Fearon (1999) asserts that identity today is seen as a bifurcated definition
consisting of a persons ‘social’ and ‘personal’ identity. ‘Social identity’
incorporates the three dimensions put forth by Erikson, or the three C’s.
Personal identity, our ‘missing’ dimension from Erikson’s model, is defined as,
“a set of attributes, beliefs, desires, or principles of action that a person thinks
distinguish her in socially relevant ways” (Fearon, 1999, p.25). Because identity
is such a wide topic, there are more then likely a plethora of definitions that
could define the ‘personal’ dimension, what is important, however, is
acknowledging that it does exist and that it is important for our well being to
understand, Erikson (1968) Writes, “in the social jungle of human existence,
there is no feeling of being alive without a sense of Identity” (p.38). Kroger
echoes Erikson when she says, “identity provides one with a sense of well-being,
a sense of mattering to those who count. Identity is what makes one move with
direction; identity is what gives one reason to be” (Kroger, 2004, p.63). 43
3.4 Identity- the place it has in my research 43

The focus of my research is concerned with the ‘personal’ dimension of identity.
Because our personal identity is often ineffable and hidden deep in our
unconsciousness, it is most effectively articulated through the language of art.
Csikszentmihalyi and Schiefele (1992) write, “the process of visual expression
clearly helps gain some control and understanding of barely conscious internal
tensions, diffuse problems, or felt ambiguities” They add that, “the creation of
art is by definition an intentional and self-determined activity, it should
contribute to what a person defines as his or her being” (p.171-172). 44

As I have illustrated above, identity is a heavily-laden concept. It is easily
misunderstood, outdated for today’s society, inconsistent, and could possibly
lead to the perpetuation of prejudices and unwanted stereotyping through
‘identity boxing’. It is easy to understand the conundrum one faces when posed
with the question; how do you define your identity? I feel it is better to ask, do
you know yourself? How do you define yourself? 44



4.0 Arts-Based Research 44

What I am investigating is a phenomenon, a phenomenon that occurs within the
creative process. To gain a better understanding of this particular phenomenon,
I have centered my inquiry in and around my creative art practice; therefore
placing myself as both researcher and the object to be researched. This is
possible within the emergent methodological genre called Arts-based research.

44

Arts-based research is an umbrella term for research that bases investigation
within a creative art practice. Shaun McNiff, one of the fields pioneering
authors, defines it as: 44

The systematic use of the artistic process, the actual making of artistic
expressions in all of the different forms of the arts, as a primary way of
understanding and examining experience be both researchers and the people
that they involve in their studies (McNiff, 2008, p.29). 44

Patricia Leavy in her book, Method Meets Art, elucidates the unique benefits of
an arts based inquiry, adding that such studies offer researchers: 44

New ways to tap into what would otherwise be inaccessible, make connections
and interconnections that are otherwise out of reach, ask and answer new
research questions, explore old research questions in new ways, and represent
research differently, often more effectively with respect to reaching broad
audiences and nonacademic stakeholders (Leavey, 2015, p.21). 45
4.1 Art Practice as research 45

Art practice as research is a relatively new methodological genre within
qualitative inquiry, only appearing as recently as the 1980’s, and becoming
more visible toward the mid 1990’s (Savin-Boden & Wimpenny, 2014; Barone &
Eisner, 2012; McNiff, 1998; Sullivan, 2010). Someone like me, who is a novice in
the field, can easily become confused by the large amount of differing
disciplines that offer research within the arts. One can also feel inundated by
the prolific writing concerned with defining the various methods and defending
the valorization and validation of such a study (Biggs & Karlsson 2013; Sullivan
2010; Leavy 2015; Barrett, 2007; Bergdorff, 2006, 2012; Barone & Eisner, 2012;
Savin-Baden & Wimpenny, 2014). Leavy writes: 45

With the enormous growth in ABR [Arts-based research] over the past several
years alone, the literature has been flooded with different terms meant to
capture or distinguish this work (and its authors). Some authors are quick to
point to subtle differences between these terms, however; mostly this frenetic
attempt to label work has led to confusion (Leavy, 2015, p. 4). 45

This “publishing boom”, as Sullivan (2010, p. 55) calls it, includes such
approaches as: Art practice as research, Arts-related research, Arts-informed
research, Practice-led research, a/r/tography, Arts-Based inquiry, Practice-
based research, Studio-based research and Artistic inquiry, to name just a few.
I have drawn inspiration from much of the literature pertaining to the different
approaches, finding that at the root of each method is the position that a
creative art practice is a viable site of study ontologically, epistemologically,
methodologically and theoretically (Sullivan, 2010; Leavy, 2015; Borgdorff,
2010; Baron & Eisner 2012; Rollings, 2013; Savin-Baden & Wimpenny, 2014;
Hannula & Suoranta & Vaden, 2005). 45

In a field that is so new and extensive in terms of choices, it has been important
for me to have a full understanding of what an arts based inquiry is and what its
methodologies can offer. But more then just knowing what a method offers, I
want to have an understanding of the ways a visual art practice enhances and



contributes to knowledge and understanding, how the actual process, and not
just the product of art can be considered relative empirical data and how a self
study into my own creative practice is a viable and meaningful contribution to
the academic world and the world in general. Additional questions are: what are
the different ways of researching in the arts and where does my study fit in?
And lastly, am I qualified do carry out such a study? 45
4.2 Research ‘Into’, ‘Through’ and ‘For’ Art and Design 45

In my search for research papers similar in design to my own, I found that
research in the arts is considerably diverse in form, function and execution.
Christopher Frayling’s (1993) article Research in Art and Design brings clarity
to the subject by distinguishing three forms of research in the arts: research
into, research through and research for art and design. The first category,
research into art and design, Frayling describes as the most, “straightforward”
(p.5). It includes, inquiry into art history, aesthetic and perceptual research as
well as art theory. The next category, research through art and design, is
described as applied and includes, materials research, development work and
action research. The last group, research for art, is defined as, “research where
the end product is an artefact- where the thinking is, so to speak, embodied in
the artefact” (Frayling, 1993, p.5). Frayling (1993) uses the term “thorny” to
describe this last catagory of research (p.5). Back in 1993 it was considered
‘thorny’, ‘thorny’ because this line of inquiry was still highly debated as
legitimate research and difficult to validate and valorize. 46

My study, where I am both the researcher and the researched, and where my
practice is intimately connected to the end product or as Frayling terms the
“artifacte” falls into the “thorny” group. Almost twenty years later, Henk
Borgdorff (2010), the president of the Society for Artistic Research still refers to
this category as complicated; yet, it is the one category that has expanded most
among the arts-based methods (Borgdorff, 2012; Boomgaard, 2011; Leavey,
2015; Nowotny, 2012; Hannula, 2005). Borgdorff refers to such research as
Artistic research, other methods that fall into this category include, practice led
research and art practice as research. 46
4.3 Research ‘On’, ‘For’ and ‘In’ the Arts 46

Updating Fraylings categorizations of the forms of research in the arts,
Borgdorff (2010) adds his own twist, renewing and renaming each definition in
conjunction with the fast paced changes in the field. To distinguish between the
different ways of researching in the arts, Borgdorff (2012) uses the terms
research on, for and in the arts. The first two categories are somewhat similar to
Fraylings; research on the arts, or also termed “the interpretative perspective”
(p. 46) is art practice as the “object of study”, where the investigation is aimed,
“at drawing valid conclusions about art practice from a theoretical distance”
(Borgdorff, 2010, p.6). The second, research for the arts, or “the instrumental
perspective” (Borgdorff, 2012, p.46) is where art is not the “object of
investigation, but its objective”, and in every case, the study is, “in service of
[the] art practice”(Borgdorff, 2010, p.6). The last, research in the arts is
“research the does not assume the separation of subject and object, and does
not observe a distance between the researcher and the practice of art”
(Borgdorff, 2010, p.6), otherwise defined by Borgdorff (2012) as ‘artistic
research’ (p.46). 47

My study has been conducted in and through the creative process. It was not a
study on my art, neither was it a study solely for the advancement of my art
practice. It was a study where my art practice has been utilized as a tool for
gaining a better understanding of the phenomenon in question. The method
‘artistic research’ is the discipline that accommodates my study better then any
other. 47



4.3.1 Artistic Research 47

My research project is a reflective study of a phenomenon that is situated within
the creative processes of my art practice. The focus is on the processes
happening in the practice and not on the resulting artwork that is produced.
Artistic research is the method that focuses its attention predominantly on the
practice as a site of knowing. Borgdorff (2012) explains that in artistic research,
the art practice is the distinguishing feature that becomes the, “methodological
vehicle when the research unfolds in and through the acts of creating and
performing” (p.46). Graeme Sullivan, a widely published writer in the field,
adds: 47

The artist is the key figure in the creation of new insights and awareness that
has the potential to change the way we see and think. The studio experience is a
form of intellectual and imaginative inquiry, and the studio is a site where
research can be undertaken that is sufficiently robust to yield knowledge and
understanding that is individually situated and socially and culturally relevant
(Sullivan, 2010, p70). 47

As stated earlier, research in the arts, especially inquiry where the researcher
plays the double role of researcher and researched, is still considered an
emerging method. Shaun McNiff (2011) one of the pioneers in arts-based
research writes of his first experience with self-study in the late 1980’s. Feeling
that he had exhausted the use of interviewing other subjects on topics of
experience in art making, he realized that working directly with his own art
process yielded a more “honest”(p.390) result. He describes that he had both
the “fear of ridicule” (p.390) as well as a feeling of liberation when he broke
away from traditionally expected norms. McNiff (2011) states that, “the
significance of the outcome often correlates with the degree of risk and the
willingness to go against the grain of current practice in order to improve it”
(p.392). He advises that, “There is no better way to understand a particular
aspect of creative practice than to research it in this direct way” (2008, p.31).
Sullivan (2010) articulates the need for such studies because, as he says, “what
has not been well understood in the past is the place of artists and the things
they do in the studio” (p.71). Blumenfeld-Jones (2015) also calls for more
research that looks into the, “ways an artist thinks and acts ‘from the inside
(322). In my investigation I will have a first hand, insider view of the art
practice. Ballechio writes of the special attributes of the art practice, illustrating
that an, 48

299

Art practice is, in and of itself, a specific and special form of research, in the
arts the very idea of a qualitative-quantitative divide becomes irrelevant
because by its distinct nature arts research calls for a different set of categories
where the arts do not search for stuff or facts, but they generate it (Ballechio,
2009, p.4). 48
4.4 Knowledge in a practice 48

What does art seek to express?...I think every work of art expresses, more or
less purely, more or less subtly, not feelings and emotions the artist has, but
feelings and emotions which the artist knows; his insight into the nature of
sentience, his picture of vital experience, physical, and emotive and fantastic.
(Langer, 1957, p.91) 48

The American philosopher Susanne Langer classifies the arts as non-discursive
knowledge. She explains that the knowledge bound up in the artists creative
process is, “not expressible in ordinary discourse”, she goes on to illustrate that,
“the reason for this ineffability is not that the ideas to be expressed are too high,
too spiritual, or too anything-else, but that the forms of feeling and the forms of
discursive expression are logically incommensurate” (Langer, 1957, p. 91).



Eisner (2008) has a similar view; he writes that artists have the ability to,
“create through the application of technique and skill forms whose empirical
structure echoes the structure of a form of feeling. Thus, works of art enable us
to know something about feeling that cannot be revealed in literal scientific
statements” (p.7-8). 48

Barrett (2007) draws on both John Dewey’s theory of expression and Michael
Polanyi’s theory of ‘tacit knowing’ to argue that research in a creative art
practice operates on, “explicit and exact knowledge as well as tacit and
experiential knowledge” (p.115). She writes: 48

Experience operates within the domain of the aesthetic and knowledge
produced through the aesthetic experience is always contextual and situated.
The continuity of artistic experience with normal processes of living is derived
from an impulse to handle materials and to think and feel through their
handling (Barrett, 2007, p.115). 49

On this basis she posits that, “creative arts practice as research is an
intensification of everyday experiences from which new knowledge or knowing
emerges” (p.115). Barrett’s definition follows Donald Schon’s (1983) theory of
the reflective practitioner, where he places knowledge in the practice, otherwise
called knowing-in-practice. According to Schon (1983), “our knowing is in
action, ordinary in tactic form and implicit in our patterns of action” (p.49).
Like the competent practitioner that possesses knowing-in-practice, an artist
enacts what Sullivan (2006) calls, “performative knowledge”, this type of
knowledge is describes as, “likened to more traditional grounded strategies
such as observation and empirical confirmation (p.31). 49

Lastly, Borgdorff (2006) sees knowledge as embodied in the art practice. He
reminds us, however, that, “if the focus of investigation is on the creative
process, one should not lose sight of the result of that process- the artwork
itself” (p.13). I take heed of Borgdorff’s warning and understand that the
resulting artwork is also a site of knowledge in and of itself. In this project,
however, my main focus is on the process, the embedded knowledge in the
creative practice and not entirely concentrated on the end-result. 49
4.5 Who can partake in an artistic research? 49

Some of my biggest concerns in the early stages of research were the questions:
Am I qualified to do a study in artistic research? For my study to be legitimate,
do I need to be considered a working artist in the field? 49

What I found was divided opinions. Borgdorff (2006) is very clear, he believes
that because, “artistic creative processes are inextricably bound up with the
creative personality and with the individual, sometimes idiosyncratic gaze of the
artist, research like this can best be performed ‘from within’ (p.16). Barone and
Knowels (2012) standpoint is less rigid, they write, “by an ‘artist’ we do not
necessarily mean a professional painter, dancer, or novelist. But the researcher
must exhibit artistry in whatever form he or she chooses” (p.57). Leavey (2015)
agrees, by stating, “you can learn as you go, regardless of your starting point.
Because art making is a ‘doing’ activity, the best way to learn is through
practice” (Leavey, 2015, p.30). Finally, McNiff (2011) also has a relaxed view of
the researchers skill levels, he finds “that manual skill levels should not
universally block people from participating in art-based research”, he further
elaborates that, “the degree of artistic skill and experience are factors to be
considered in relation to what is needed to meet the goals of a project rather
than general prerequisites” (p.393). 49

I feel confident that my level of skill and experience working with the creative
process is sufficient enough for me to carry out an artistic research project. I am



in agreement with O’Fallon (1995) when he remarks that all too often art is
looked at as something reserved only for those individuals, “born with talent”,
He points out that this perspective “isolates and limits powerful ‘ways of
knowing’” (para.11) that is available to all of us. 50

5.0 Methodology 50

In artistic research, the methodology is not a, “fixed recipe” or “formula”
(Barone &Eisner, 2014, p.48); instead, it is designed to explore specific research
objectives (Leavy, 2015; McNiff, 2011, 2013; Nimkulrat, 2009). McNiff (2013)
asserts that, “if art is the primary vehicle of research, then methods of inquiry
need to correspond to the infinite variety of artistic expressions” (p.xv), he
adds, “the arts encourage variation and even uniqueness in both methods and
outcomes” (McNiff, 2011, p.387). “Methodological pluralism rather than
methodological monism” according to Barone and Eisner (2014), “is the greater
virtue” (p.49). Leavey puts forth a similar view when she writes: 50

New methods provide ways to ‘come at things differently’. Therefore,
methodological innovation is not simply about adding new methods to our
arsenal for the sake of ‘more’, but rather opening up new ways to think about
knowledge-building: new ways to see (Leavey, 2015, p.291). 50

Artistic research methodologies are unique, allowing the artist-researcher
freedom to explore without constraining protocol (McNiff, 2011), yet it is
important that the methodology fits the research question (McNiff, 2011; Leavy,
2015). In the following chapter, I will outline the methodological steps I've taken
in my research to gain an understanding of my research questions. 50
5.1 Art Practice 50

To gain understanding of my research questions, my research was centered in
my art practice, with my interest primarily on the creative process of creating.
The artworks created during the process of researching are important in the
validation of my research, but have not been the main focus in my study. The
creation of artworks, according to Nimkulrat (2009), cannot be looked upon as
a method, but rather, “a creative production [that] can be used to test various
thoughts in practice” (p.52). According to Nimkulrat (2009) opening the artistic
practice to inquiry reveals the developments that occur in the process of
making, it unmasks the “what” and “why” of the artworks created. It is for this
reason, Borgdorff (2012) claims that artistic research, “unfolds in and through
the acts of creating and performing” (p.46). Borgdorff (2012) explains,
“methodologically speaking, the creative process forms the pathway (or part of
it) through which new insights, understandings and products come into being”
(p-46). 51

The pathway in artistic research is not always straight and predictable, Barone
and Eisner (2014) explain that the process seldom moves, “in a series of linear
steps” (p.48). Borgdorff elucidates further by saying: 51

The erratic nature of creative discovery-of which unsystematic drifting,
serendipity, chance inspirations and clues form an integral part-is such that a
methodological justification is not easy to codify. Just as in many other
academic research studies, it involves doing unpredictable things and this
implies intuition and some measure of randomness. Research is more like
exploration than like following a firm path (Borgdorff, 2012, p.57). 51

Armed with my research questions and openness for the unknown and the
unpredictable, I started my exploration. I followed Leavey’s recommendation,
“to remain open to spontaneity, be unafraid to experiment, and to trust one’s
intuition” (Leavey, 2015. P.30), and heeded McNiff ‘s (2008), warning that, “you
generally know little about the end of an artistic experiment when you are at the



beginning”(p.40). Keeping a phenomenological attitude throughout my
research process reinforced my openness to experience the process in both a
state of wonder and wide-awakeness. I let the research lead me on my path
rather then predetermining how I wanted the study to go. 51
5.2 Reading 51

Although my research was primarily in and through my creative practice,
theory, literature and the art and art practices of Catherine Opie, Louise
Bourgeois and Tracy Emin have been equally relevant and are considered an
integral part of my research design. Nimkulrat (2009) lists reading as one of
three approaches she utilized in her doctoral research on the expressivity in
textile art. She found that reading literature during the different phases of her
inquiry worked reciprocally, She writes, “reading influenced making and vice
versa...thoughts and ideas generated from reading [were] brought into [the]
artistic productions for the purposes of being tested in practice and discussing
the processes of making artworks” (p. 53), the flipside of the equation was that,
“the art productions influenced [her] decision about what literature seemed to
be relevant to the research problem at a particular phase of research in order to
offer theoretical discussions of the problem from different perspectives”
(Nimkulrat, 2009, p53-54). 52

In my inquiry I found a similar reciprocal relationship to reading. For example,
in the first phase where I explored photography, I read the philosophic writings
of Barthes, Sontag, Bazin and others. I studied the practice of Catherine Opie
and analyzed her portrait of Kate & Laura (2012) as well as other self-portrait
photographs she has taken throughout her career. This gave me insight into my
own photography practice, cultivated critical reflection, and offered a source of
inspiration. When the direction of my research changed it’s coarse to concept
art, the philosophers, art and artist I read about also shifted with the new
medium. On the other hand, reading influenced my choice to explore sculpture.
Reading Dewey’s (1934/2005) Art as Expression, I realized I was missing an
important element in my research, that of expression through a tangible
material. 52

The symbiosis between the practical and theoretical dimensions opened my
research, granting a broader understanding of my research questions.
Wesseling summarizes when she writes: 52

The exceptional thing about research in and through art is that practical action
(the making) and theoretical reflection (the thinking) go hand in hand. The one
cannot exist without the other; in the same way action and thought are
inextricably linked in artistic practice (Wesseling, 2011,p.2). 52
5.3 Documentation 52

The factor that differentiates a traditional artistic practice and an artistic
practice performed for research is the documentation (Nimkulrat, 2009;
Marshall, 2010). I used a journal to record every aspect of my creative journey
during my research, much like a diary, noting everything from small insights,
frustrations, ponderings over the next step to take, and discoveries th