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This book makes an important contribution to the literature of creative studies.
Drawing on contemporary research in the field with particular insight into the
value of recent digitally based practice, Linda Candy introduces a rigorous and
illuminating analysis of the often enigmatic nature of the creative process, grounded
in lively interviews with practising artists, scientists and technologists, providing a
deeper understanding of the ways in which artworks, and indeed any other creative
outcomes, evolve in all their complexity.

— Sian Ede, author of Art & Science

Linda Candy shows us how the powerful paradigm of reflective practice can be
used to understand creative thought in such diverse fields as science, engineering,
art, design and music. Her interviews with distinguished practitioners provide a
privileged glimpse into especially creative minds and her analysis reveals fascinatingly
generic aspects of cognition. This book deserves to become a standard text in the
field; there is every chance that it will.
— Bryan Lawson, Emeritus Professor: Dip Arch (Dist) (Oxford),
MSc (Dist), PhD (Aston), RIBA, Registered Architect

Linda Candy has created an incredible book on creativity. Her deep reflections on
the nature of creativity will be of vital importance to anyone engaging with reflective
creative practice. Through the voice of many significant artists and practitioners
from a broad range of fields and disciplines, she weaves together a framework with
which to understand their reflective practices, but more importantly how we, the
readers, can benefit and enhance our own creativity.
— Craig Vear, Professor of Digital Performance (Music),
De Montfort University, Leicester, UK
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The Creative Reflective Practitioner explores research and practice through the eyes of people
with a wholehearted commitment to creative work. It reveals what it means to be a reflective
creative practitioner, whether working alone, in collaboration with others, with digital
technology or doing research, and what we can learn from listening and observing closely. It
gives the reader new insights into the fascinating challenge that having a reflective creative
mindset can bring.

Creative reflective practice is seen through practitioner ideas and works which have
informed the writing at every level, supported by research studies and historical accounts.
The practitioners featured in this book represent a broad spectrum of interdisciplinary
creative activities producing works in film, music, drama, dance and interactive installations.
Their work is innovative, full of new ideas and exciting to experience, oftering engagement
and challenge for audiences and participants alike. Practitioner interviews give a direct sense
of how they see creative practice from the inside. The ways in which these different situations
of practice stimulate and facilitate reflection in practice and how we can learn from this are
described. Variations of reflective practice are discussed that extend the original concepts
proposed by Donald Schén, and a contemporary dimension is added through the role of the
digital in creative reflective practice as a tool, mediator, medium and partner.

This book is relevant to people who wish to understand creativity and reflection in
practice and how to learn from the practitioners themselves. This includes researchers in
any discipline as well as students, arts professionals and practitioners such as artists, curators,
designers, musicians, performers, producers and technologists.

Dr Linda Candy lives in the Peak District of England. She was born in County Durham,
England and grew up near Richmond, North Yorkshire and Adelaide, South Australia. She is
a writer and researcher and is active in promoting awareness about interdisciplinary creative
practice in art, technology and science. She has a BA (University of Adelaide), a Masters
by Research (De Montfort University) and a PhD in Computer Science (Loughborough
University). After working in academic research for many years, she now works freelance and
is a co-director of ArtworksrActive (ArA) an independent consultancy in art and technology.
She has written over 100 articles and edited several books about the creative process and the
role of digital technology in interdisciplinary creative practice.
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PREFACE

When I first began to explore the world of the creative practitioner, I thought
that to be able to understand how it all worked you needed to observe, record and
analyse what was going on with a cool objective eye. Naturally, these observations
would be informed and framed by theory. I was a practitioner myself at the time,
but like so many, I was not aware of how much everyday practice was a significant
source for my professional knowledge. My understanding began to change once
I became a practitioner researcher and discovered the writings of Donald Schon.
The experience of finding value in research through practice was only the begin-
ning of what became an enduring pursuit.

Since those early days, my fascination with creative practice and its practition-
ers has not diminished. In this book, my interest in how people think and pro-
duce works is taken forward into a deeper examination of living creative practice
reflectively. My aim is to convey something of the rich and varied ways in which
practitioners engage in their creative lives and produce imaginative, stimulating and
challenging works. These works take different forms in music, art, movement and
performance and come in many combinations of those elements and materials.
They have the power to make us think again and again and sometimes to transform
our experience of ourselves and how we see the world in which we live. As indi-
viduals, when we practice bringing awareness to our present state of thinking and
feelings, we learn through that experience. Focusing our attention in a deliberate
way enhances our capacity to break out of habitual patterns of thought. In doing
so, we are better able to reveal what we have known only tacitly until then. Practis-
ing awareness benefits the individual and, indirectly, those with whom we come
into contact. It is something that enriches our understanding of ourselves through
self-reflection. Through sharing the experience of their creative works with others,
practitioners contribute to reflective thinking more broadly.
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The creative practitioner takes something that emerges within themselves out
into the external world through making artefacts or taking action in order to make
things happen. The results of these activities then become part of a shared experi-
ence that enables creative practitioners to reflect on what ever preoccupations they
have at the time, a pattern of thinking that continues throughout their creative lives.
Equally it offers opportunities for others to share the experience of the works. The
making in the present moment stimulates awareness and also lends itself to contem-
plation beyond the present. In this way the search for understanding that underlies
so much of creative practice has impact beyond the individual. Creative practice
is a path towards revealing and reflecting on what it is to be human. Practice and
creative practice seen this way are conscious reflective processes.

The approach I have taken in writing this book is to try to represent how
creative practice is seen from the inside. It is a view that is hard to get at from the
outside alone, by which I mean by classical studies based on the observations of
researchers, theorists and historians. In my conversations with practitioners, I am
an empathetic listener who records and responds to what I have learnt. I am also
a researcher whose challenge is to present a wider perspective without sacrificing
the practitioner’s individual voice. I have tried to give space to those voices as my
primary sources of inspiration and guidance and, at the same time, to offer some
general insights. I want to emphasise the central place and value of the practition-
ers speaking for themselves and urge readers to give their words the attention they
deserve. I hope in this way to offer the reader a window into reflective creative
practice that is firmly grounded in practitioner experience.

Linda Candy
September 2019
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1

REFLECTION, PRACTICE AND
THE CREATIVE PRACTITIONER

In this first chapter, the main themes, the approach and methods are introduced.
Creative reflective practice is seen through the perspective of practitioners whose
ideas and works have informed the writing at every level. The approach offers a
view ‘from the inside’ of practice itself that is both valuable and distinctive. Prac-
titioner interviews are the primary sources of inspiration and guidance for the
insights into creative practice and the role of reflection. These are supported by
narratives and diaries, research studies and historical accounts. The challenge has
been to present a more general perspective of creative reflective practice at the same
time as giving space to the individual practitioner voices.

The book explores reflective practice in different contexts: professional, creative,
collaborative, digital and research. Professional practice is differentiated from crea-
tive practice in terms of the purpose and manner in which the practice is under-
taken. Whilst professional and creative practitioners can be both professional and
creative, there are differences to be explored and revealed. As will become clear, it
is the context — the situation of practice — that influences the nature of reflection
in practice, whether working alone or collaboratively.

Creative practice, creative works

People engage in creative acts by simply doing what is natural to them. Activi-
ties like drawing, singing, dancing and thinking, are the essentials of creativity that
express who we are as human beings. Creative works on the other hand, in the
sense of art, take those activities further. For there to be art, a process that explores,
reveals and exhibits creative acts and works is necessary. This is a process that cre-
ates experiences that may ultimately lead to a change in how we see ourselves as
human beings whether as artists or audiences. Viewed this way, the practition-
ers who have contributed to this book can be seen as ‘artists’ whose ‘works’ pose
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searching questions and challenge assumptions that reframe existing activities in a
potentially transformational way for themselves and for all of us." However, rather
than getting tied up in making distinctions between what is creative and what is art,
in the discussion throughout this book, creativity is framed within ‘creative practice’
and art is encompassed within ‘creative works’.

Creative practitioners in different fields and disciplines produce ‘works’ that
exhibit ‘artistry’, a feature that is found in creative practice more generally and is
characterised in a variety of ways. The motivational forces, the private goals and
public service demands drive, shape and constrain creative activities and how prac-
titioners respond to new and unexpected situations. There are distinct elements
within a life of practice in which the creation of works is central, be they sculptures,
images, compositions, films, installations, performances, exhibitions or events.

Creating ‘things’ (in the broadest sense of the word) is the core activity around
which many others take place. The creative process also includes reading inspiring
books and exploring the potential of new materials and tools, as well as talking with
other people who are directly or indirectly involved in the work either in a formal
collaboration or in casual encounters. A single focus on the making of artworks can
change over time and other kinds of activity take place in parallel. Many practition-
ers also work in areas that appear, on the face of it, tangential to the creative practice
but provide paid employment and space to create. Others work in organisations
that afford opportunities to be creative: for example, as project managers or exhibi-
tion curators or teachers. Deciding to live on the proceeds of a creative life is not a
practical choice for most, however, and there are many different routes to survival
without the established career paths available to the professional practitioner. It is
the life-long commitment to creative practice that distinguishes the practitioners in
this book. That commitment involves pursuing original ideas relentlessly until they
reach tangible form as finished works.

Living creative practice usually begins in early years with a natural facility to
draw and paint, compose and perform music, dance and sing, and often this leads
to encouragement into formal training. The creative practitioners in this book are
all characterised by living creatively throughout their lives. Some mentioned being
recognised in childhood as having a talent for some kind of artistic pursuit. It raised
the question for me when considering how important living a creative life was
to them, whether that early talent had raised expectations in themselves and their
families that influenced the direction they took later on. Can we recognise an artist
by early signs in childhood proficiency? It seems that the quick answer to this is ‘not
necessarily’. Many children are very skilled at drawing and painting, but that does
not necessarily mean they will be outstanding artists in adulthood, and in any case,
proficiency in drawing strikingly accurate portraits or beautiful landscapes does not
always presage a life-long pursuit.” Just ‘being good’ at doing something creative is
for some practitioners never quite enough. For many, there is a constant search for
deeper understanding that generates personal challenges.

The essence of the creative process is in the minutiae of creating, when lines are
drawn, sounds are composed, movements performed and tentative ideas emerge.
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The ideas spring from multiple sources, all of which are widely available to any-
one. However, it 1s being highly alert to the potential of this material and working
closely to exploit its properties in a novel way that sets the creative practitioner apart.
When trying to understand the creative process as an observer, it soon becomes
clear that this is the nub of it all. And yet, it is the hardest part to convey from the
practitioner’s perspective — beyond the obvious mechanics. Sometimes during the
creative process, the thinking becomes reflective: these moments can happen as a
result of external factors such as interruptions or more frequently, deliberate pauses
imposed by uncertainty of what to do next. Sometimes, conscious reflection is
seen as undesirable because the practitioner is striving for a different state of mind
when brain and body work in unison, as in the case of improvisation discussed in
Chapter 3 on reflective creative practice. To achieve this, practitioners devise ways
of setting aside conscious reflection using techniques devised for that purpose such
as rules for drawing. In other cases, creative actions can seem to come almost auto-
matically from deep within, perhaps from emotional or aesthetically charged forces.
This condition is very familiar to creative practitioners.

Placing a value on the outcomes of creative practice is often assumed to be the
business of the viewer, the buyer, the critic or historian: the creator’s own perspec-
tive is less frequently considered. And yet it is on them we depend for achieving
originality and quality. They are the first in line to appraise and evaluate the works,
although their voices are somewhat muted when it comes to how they go about
doing that.

There are many questions that come to mind in trying to understand creative
practice from a practitioner point of view including: What frames of reference do
artists use to think about the works they make? What do they say to themselves
about whether they like what they see once the making process is done? What
kind of things are they looking for? Do they have explicit criteria or standards to
judge their works? When appraisal takes place, does it involve asking questions
about whether the work has qualities that are pleasing or satisfying or challeng-
ing? Over time do they establish criteria for appraising all works or is each work
judged by a difterent set of values? For some practitioners developing a way of
judging whether a work is good or not arises from the making process itself. If
the intention is to create works that express particular ideas or moods, this will
mean using particular criteria that will in themselves determine what the work is
like. This assumes that the principal judge is the creator but what happens when
there is an explicit intention to involve the viewer or audience? If the aim is to
make the audience respond in a particular way, what is the effect of unexpected
behaviour?

These are some of the questions that are considered throughout this book in
the exploration of reflective practice seen through the eyes of creative practition-
ers and informed by studies of historical and contemporary practices. My aim is to
reveal the diverse ways in which practitioners engage in their creative practices and
produce extraordinarily imaginative, stimulating and challenging works of many
different forms.
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How can we better understand the nature of reflective creative
practice through the eyes of the practitioner?

Let us consider different ways of viewing the practitioner’s perspective on their
practices and works. We can listen to what they say and write about their work in
journals and narratives. We can also read accounts carried out by sensitive facilita-
tors: Katharine Kuh and David Sylvester, for example, show us how to tease out
the practitioner’s perspective through conversations around the works themselves.?
These are avenues open to anyone who is curious to learn what lies behind the
enormously diverse repertoire of creative works that comprise our cultural wealth.
Examples of these approaches are described next. This is followed by an introduc-
tion to my general approach in writing this book.

Kk k

Intentions, accidents and meaning

From music people accept pure emotion but from art they expect explanation.

These words by Agnes Martin, the great North American painter, are a challenge to
the way that some forms of creative works are presented to the public and what is
expected of their experience.! I hear what she says every time I enter an exhibition
or attend a performance. They remind me to allow myself to look with open eyes
and mind so that I can dwell in the experience of the moment instead of rushing
to wonder how to interpret it in the manner I learnt through training and teaching.
Too often, when we visit exhibitions we are offered audio guides to provide com-
mentary on the works as we move through the show, encouraging us to listen first
rather than look at the visual images. By contrast, when we go to a music or dance
performance, we embrace the experience directly and feel the sensations of sound
and movement and how they evoke emotion within us. Experiencing the art and
‘explaining’ it, are both important, of course, and once the creators give their work
to the world to experience, it becomes open to interpretation by all. Some people
focus on the works and their meaning, others want to know more about why and
how they came to be.

For an artist of pure abstraction like Agnes Martin, the general desire for ‘expla-
nation’ is problematic. Her beautifully executed paintings, the ultimate expression
in surface simple form and colour, are designed using complicated mathematics
as their organising structure and painted by hand — an exacting and immersive
method. The absence of representation in her painting leaves little room for a nar-
rative to be constructed about its meaning. This opens the door to explanation by
analysis of how the work is made- a film of Martin painting is there to help.” But
knowing what it is made of and how the material was used does not necessarily
offer the viewer a better way of experiencing it, nor does jumping to conclusions
about what it ‘means’. If, instead, we resist the urge to find an explanation and see
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the art work as a path to our inner responses, something that can unlock our senses
and spirits, we have made a crucial step towards achieving an understanding of the
deeper wells of the art experience. In viewing creative work in this way, we can
begin to see that our experience does not have to be shaped by symbolic signifi-
cance, historical and cultural narratives, at least in the first instance. Our immediate
‘understanding’ can reside principally within our capacity to experience the art
directly.

For the writer about creative practice, this first step to understanding by way of
experiencing the works does not take you far enough, however. There is a need to
find another avenue that reveals the nature of creative practice beyond ‘explaining’
its outcomes. One approach is to change the main focus from the artefact to the
artist in a quest to come closer to the thinking and making process. An alternative
to interrogating the artwork is to listen to conversations between artists talking or
writing about their works or responding to questions from adroit observers like
Katharine Kuh and David Sylvester.

Kuh’s approach to understanding the nature of art and art making in her 1960
book The Artist Voice, is to give more space to the words of the practitioners than
she allows herself. In the short commentary she provides, she highlights some dif-
ferences in the way critics have interpreted the work of the celebrated modern
artists she interviews. She draws attention to a disparity between those interpreta-
tions of artistic intention made by commentators and what artists themselves say
regarding intention recollected well after the art has been made. For example, there
are those who say that Edward Hopper’ art is related to loneliness and nostalgia: in
response Hopper says: ‘If they are, it isn’t at all conscious’.®

From Kuh’s account, we learn that the artists come to their work from inside
themselves and when audiences see the results ‘from the outside’ so to speak, there
is no reason to assume that these realities coincide. Few artists articulate their inten-
tions prior to making works but, when time has allowed for observers to make
claims about the work, faced with these viewpoints, they sometimes feel obliged to
respond by providing an ‘intention’ of their own. Many artists will say they expect
their artworks to speak for themselves and prefer to avoid talking about their inten-
tions. Those who write about their work do so in ways that are important to them
but to others can seem tangential to the art itself. Piet Mondrian was deeply inter-
ested in theosophy and wrote about that subject.” Paul Klee left a more practical
legacy by developing a theory of colours that was intended to help other artists.
He wrote about using complementary colours to balance each other out, and how
integrating the bold tones of yellow and violet together into an artwork was dif-
ficult, a source of valuable advice that is now available online.?

‘What is meant by the word ‘intention’ in relation to creative work can be dif-
ficult to pin down and few artists use that word, although they may talk about ‘my
idea’, or ‘desire’ or indeed ‘vision’ (this last usually with a self-conscious smile at
allowing such a seemingly pompous word to pass their lips). In creative practice, it
is perhaps more accurate to think of ‘intention’ as an initial, often vague or loosely
conceived aim, goal or objective that evolves as a result of unplanned changes of
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direction. Intention may in that way actually reside in the thoughts, perceptions and
feelings that emerge unanticipated from the process itself almost as if by accident.
Experiencing art as the artist intended is possibly the least likely expectation that
most people have. Because our ways of seeing art have been mediated by education
and cultural expectations, many people are nervous about their capacity to handle
the simple question, “What did you think of that?” This often leads to a search for
understanding based upon the commentaries of experts in the field whose views
do not necessarily arise from talking with the artists and trying to understand their
intentions. This path to understanding is hampered by a lack of direct access to the
voices of past generations and for the most part, we have the artworks alone to pro-
vide us with insights into the artist’s thinking. Fortunately, in the more recent past,
there are notable exceptions: for example, the conversations between artist Francis
Bacon and historian David Sylvester are the product of a strong relationship and a
singular ability to articulate on both sides.

Sylvester’s conversations with Bacon give many insights into the way the artist
thinks about intention and his artistic process. We learn not only how artworks
emerge from the creative process, but also how the very attempt to draw reveals
the unexpected: as he tries to draw a bird, suddenly something else emerges that
becomes a different picture, one that he had no intention of doing when he started:

I was attempting to make a bird alighting on a field . .. but suddenly the lines
that I'd drawn suggested something totally different and out of this suggestion
arose this picture. I had no intention to do this picture, I never thought of it
that way. It was like one continuous accident mounting on top of another.”

In Bacon’s case (and I don’t think this is at all uncommon), a work emerges as if
by accident. However, this is not to say that accidental production is an accurate
description of the way all artists generate new works. Although Bacon uses the
word ‘accident’ repeatedly, he questions whether it is so and whether it is rather
more about selecting what to keep when surprising things happen:

I don’t in fact know very often what the paint will do and it does many things
which are very much better than I could make it do. Is that an accident? Per-
haps one could say it’s not an accident because it becomes a selective process
which part of this accident one chooses to preserve. One is attempting, of

course to keep the vitality of the accident and yet preserve a continuity.'’

‘What 1s interesting in this statement is that it suggests that Bacon, faced with a
so-called ‘accident’, first decides whether to preserve or reject it. The second thing
he reveals is that in making the decision to keep an ‘accident’, he bases that deci-
sion on two related things — we might call them criteria, which are that the work
should exhibit vitality without compromising continuity. What he appears to be
saying is that achieving vitality in his works is a high-level goal- we might say his
artistic intentions are revealed. In this way, Bacon’s process of making a work leads
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to transformations in his initial intentions by way of so-called ‘accident’. These
accidents act as triggers for creating new works: ‘suggestions’ he says not ‘ambigui-
ties” as Sylvester proposes. He muses on why his particular way of painting leads to
accidents, a kind of unconscious working: ‘So that the artist may be able to open up,
or rather unlock the values of feeling and therefore return the onlooker to life more
violently’."" Here Bacon’s thinking about his intentions for emotional effect on the
viewer are revealed. Sylvester then asks him about when something ‘clicks” and he
replies: ‘there is a possibility that you get through this accidental thing something
much more profound than what you really wanted’."? In other words, the accidents
that arise whilst working with material (oil paint) and tools (paint brushes) can lead
to something much more than your original expectation.

It becomes clear from this exchange that for an artist, setting out with well-
defined fixed intentions is not the most rewarding or fruitful way to proceed.
Instead, being open to the creation of forms that emerge unexpectedly, combined
with an ability to select from those forms and going on to make a work, seems to
represent the essence of the creative process as it happened in this case and, to my
knowledge, that of many other artists. The practitioner’ response to surprise and
the unexpected, as a defining characteristic of creative practice, will be explored
later in this book.

The practitioner’s voice

Practitioners can speak for themselves through personal diaries that record daily
acts, events and thoughts. Those like me who are fascinated by the working prac-
tices of artists and scientists learn a great deal from the diaries written as part of
a Calouste Gulbenkian Foundation programme that was designed to encourage
practitioners to give time for open ended exploration of new ideas. The artist
diaries are rich in compelling accounts of the vicissitudes of practice and provide
a story that ‘shadows and illuminates the act of making art’."” The commentary,
although brief, gives a way into the raw material that is made possible by taking a
broad view of the whole rather than the individual case. We learn that art does not
happen by chance, nor is it ‘self-expression’, both ideas that are commonly found
in popular perception. The diaries provide evidence of risk taking, insatiable curi-
osity and unapologetic pragmatism as well as the entrepreneurial spirit that drives
many artists today in the search for survival in a competitive world. The scientists’
diaries reveal a world even more competitive but in a very different sense. Whilst
the artists are constantly struggling with the problems of how to find the means to
make their art, they are ultimately responsible for themselves. For the scientists in
these accounts, as well as being original thinkers, they are answerable to others in
everything they do."

As the examples described earlier show, gaining insight into the inner life of the
creative practitioner can be done in different ways. Interviewers can facilitate the
opening up of thoughts that might otherwise remain hidden. Combining com-
mentary with first person accounts gives the reader signposts into creative thinking
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and making that might otherwise be tacit. Diaries that record every day events and
ideas provide a sense of immediacy that only such journaling can convey. At the
same time, they can be fragmentary and partial in a way that systematic field studies
would try to avoid. Taken together, first hand, first person narratives are witness
to the everyday thinking and actions of the practitioner. They are the primary
sources from which researchers and historians can draw out patterns and events as
they attempt to situate their observations in real practitioner experience. They are
invaluable inroads into the tacit and private world of the creative practitioner.

My primary sources are interviews and conversations with practitioners work-
ing in a wide variety of creative and professional fields. Thirty audio recorded
interviews were carried out using a semi-structured method which centred around
three broad topics: the history and nature of the practitioner’s creative practice and
its outcomes, their experience of collaboration and their awareness of reflection
in practice. I asked additional questions that followed the drift of the practitioner’s
narrative and at times, probed further into particular issues that were mentioned.
My method was to transcribe each interview myself and put it back to the prac-
titioner so he or she could reflect further and make any changes. Most interviews
were conducted face to face with follow up exchanges by email. Two interviews
were conducted through questions by email following discussions in person. The
result is a very varied set of extensive first-person accounts. I then carried out my
own analysis of the complete interview protocols to differentiate features and iden-
tify similar ones. The interviews selected for inclusion in the book are of necessity
reduced in size but I have tried to retain the essence of the practitioner’s perspective.
I have made the complete set of interviews available online through my personal
website and links are provided in each case.'® In addition to the interviews, my ideas
are grounded in the many encounters I have had with practitioners over thirty years
as a researcher. Early studies of bicycle design and collaboration between artists and
technologists were foundational.'® In the exploration of creative reflective practice
more generally, I have also referred to research that relies directly on first-hand
accounts as well as a variety of historical writings. All these sources have contrib-
uted to bringing the material together in the form about to enfold.

Creative reflective practice arises in many contexts, disciplines and domains and
is not confined to those traditionally associated with creativity such as artists. Crea-
tive work takes many forms whether making artefacts, coming up with novel ideas,
facilitating events, mounting exhibitions, or creating dance performances. Through
their creations and initiatives, practitioners show us what it means to be both crea-
tive and reflective. Some inspire us as role models to emulate or simply admire;
others empower us through their actions whilst others facilitate new experiences
through events and exhibitions. They are people living creative lives in its full-
est sense with all the attendant struggles that are the inevitable consequences of
pursuing courses of action that are challenging to accepted norms and not always
understood or valued by society at large.

The creative practitioners who appear throughout the book are well known in
their respective fields and beyond. They enjoy success in the public realm having
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exhibited or performed their works in galleries, museums, exhibition spaces and
events across the globe. Their works represent contemporary preoccupations and
forms, many of which are digitally enabled: drawings, prints, sculpture, films, inter-
active installations and performances, as well as interdisciplinary connections and
collaborative ventures. Some of the works involve audiences being immersed in
visually stunning shapes and lights, or hearing culturally diverse music improvised
across the internet, or seeing circling colours and sounds generated by heart beat
and breath, or digitally visualised small animal data on screen, not to mention stop-
ping in wonder before slices of the brain of Albert Einstein. Behind the works are
the people whose creative practices make it possible. It is through the looking, the
listening, the feeling, the responding, that we begin to understand the challenges
that the creators of these works are grappling with. For the curious reader wishing
to know more, links to the images, sounds, videos, events and texts are provided.

An overview of the main themes follows from which readers are invited to
choose their own path.

Overview

The following presents an overview of the main themes considered through the
prism of reflective practice as proposed by Donald Schon in his book, The Reflective
Practitioner, first published in 1983. Reflective practice as a concept and practice is
explored and extended in five contexts: professional practice, individual creative
practice, collaborative practice, practice amplified with digital technology and the
role of research. The final chapter sums up what we can learn from practitioners
working in different situations of reflective practice.

We begin, in Chapter 2, with the origins and legacy of the concept of reflec-
tive practice and revisit Schon’s ideas about the role of reflection in and on action
in the artistry of professional knowledge. His challenge to the prevailing Techni-
cal Rationality model of knowledge of the time, whereby professional practice is
seen as problem solving expertise using scientifically derived facts, is as relevant
today as it was when he first proposed it. Those readers who feel very familiar
with Schén’s concepts are advised to move quickly to the second half of the chap-
ter. Although reflective practice is now a familiar term in many fields and it has
become a byword in professional competency frameworks, our understanding of
practitioner knowledge is limited, an issue that is considered before moving to the
voices of contemporary professional practitioners. These accounts from medicine,
social work, law and architecture give us invaluable insights into the role of reflec-
tion in the complex and demanding world of providing professional services to the
community. From here, the narrative turns towards situations of reflective practice
that have different drivers and circumstances to those of the traditional professional
world. We start with individual creative practice before going into what happens in
the collaboration situation and the way reflection works in both.

How reflective practice takes place in creative situations is explored and reframed
in Chapter 3, drawing on the views and experience of practitioners in art, design,
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music and digital work. Creative reflective practice involves many interwoven
activities as practitioners search for understanding through making works of vari-
ous forms. We look at creative practice through the prism of the practitioner pro-
cess- the activities. The outcomes — the ‘works” — are considered insofar as they are
integral to the process, but they are not the main focus of attention. Variations of
reflection in and on action have been identified within the creative process and five
categories are described that extend the original concept. Practitioner observations
about personal practice and the way they appraise and learn from making works
appear as examples throughout the discussion. The characterisation of reflective
creative practice is drawn from interviews with practitioners currently working in
a range of fields, a selection of which are included at the end of the chapter and as
with all the practitioner interviews available in full online."”

Creative practitioners learn to be reflective in practice through individual activi-
ties honed over many years. But what happens when their creative work involves
collaboration with others? How much does collaboration itself influence the way
the practitioner creates new ideas and works and reflects on the process and its
outcomes? In Chapter 4, a picture of the world of collaborative creation emerges
in which different patterns and structures influence how practitioners generate
ideas, realise them in tangible forms and reflect before, during and after the activi-
ties. By shifting the context of creative practice from solo to shared concerns, we
can see how this extends the concept of reflective practice again. Sources include
studies of art, science and journalism and interdisciplinary collaboration. Research
on organisations working collaboratively, including artistic collectives, news media
operations and design companies have also provided valuable examples of real-
world collaborative practice. Above all, interviews with artists, designers, curators,
entrepreneurs, musicians and technologists who collaborate extensively have been
invaluable. Together these sources represent a broad spectrum of co-creation and
provide the foundation for the discussion of co-reflection.

Practitioners throughout the world are amplifying their creative processes with
digital technology. Chapter 5 explores how this has had a profound eftect on the
way practitioners think and make creative works, a process that is continually evolv-
ing as the technologies advance at a rapid pace. Digitally amplified practice provides
practitioners with new ways of generating fresh insights into their processes and the
creative works that emerge. It raises questions like: how do creative practitioners
view the technologies they use: as tools for making objects, as mediators between
thinking and action, as media for making or as partners with whom to interact and
perform? Or perhaps, a combination of one or more of these categories? What do
these terms tell us about how creative practitioners think about their relationship to
the digital in their practice and the influence on reflection in action? Four kinds of
amplification are defined in which the digital role is differentiated as tool, mediator,
medium and partner. The discussion is illustrated by the ideas and works of estab-
lished creative practitioners in the field for whom digital technology is integral to
the way they work.
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Donald Schon believed that reflective practice made the practitioner into a
researcher who was then able to construct new theory from unique cases reveal-
ing the true nature of practitioner knowledge. Chapter 6 explores practitioner
approaches to making, appraising and documenting their creative work in the
context of personal and shared research practices. Reflective practice is undergo-
ing a renaissance driven by new forms of research carried out in conjunction with
creative practice. What is more, it is the practitioners themselves who are mak-
ing that knowledge about practice available to a wider community of expertise
by undertaking formal research. We explore the way new research practices are
generating practice-based evidence in a quest for greater understanding of the
nature of practitioner knowledge in creative practice. Examples of the kinds of
knowledge from this research are provided drawing on a range of practitioner PhD
research projects.

Being a reflective practitioner means cultivating the many ways we can learn
through experience. Reflective practice has benefits in increasing self-awareness, a
key element of emotional intelligence and, at the same time, in developing a better
understanding of others. Chapter 7 asks whether reflective practice can be learnt
and what reflective practitioners offers in professional and creative contexts, in col-
laboration with others, in digitally amplified practice and through research. The
student of reflective practice can draw on print literature and online web resources
and some useful starting points are provided. General guidance is useful for students
and researchers coming to reflective practice for the first time. In the professions,
there is copious advice from professional associations and regulatory codes of prac-
tices. This advice 1s valuable for established practitioners undertaking new regimes
for self-assessment as part of a programme of continuous professional development.

Try as we might, writers can take the reader only to the doorstep of first-hand
experience of creative work in the different situations of practice that practitioner
choose to work in. Creative works stand for themselves of course, but what gives
rise to them? Why do creative practitioners do what they do? What can we learn
about creative reflective practice from the practitioner? This book asks questions
that take us beyond the concerns that Schon addressed in his studies of reflective
practice amongst professional practitioners. From the creative practitioner’s voice,
we can discover the kinds of reflection that are so vital to successful practice. By
listening to those on the front line of creative practice, it soon becomes evident
that having a reflective mindset is at the heart of creativity whether in professional,
individual, collaborative, digital or research situations of practice.

Notes

1 Gombrich said in the introduction to his book The Story of Art, ‘There really is no such
thing as art. There are only artists’ (Gombrich, 1950, p. 4).

2 Some of the assumptions commonly held about this subject are explored by Drake and
Winner, 2013.

3 Kuh (1962); Sylvester (1975).
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Agnes Martin was born in Canada in 1912 and later went to the USA hoping to teach
where she became a citizen: www.moma.org/artists/3787#works and www.tate.org.
uk/whats-on/tate-modern/exhibition/agnes-martin/who-is-agnes-martin

An Introduction to Agnes Martin: www.youtube.com/watch?v=65Sd-L03X84

Kuh (1962, Da Capo 2000 edition, p. 5).

Holtzman and James (1986).
https://thechromologist.com/3900-pages-colour-notes-paul-klee-now-online/
accessed 13/05/2019.

Sylvester (1975, p. 11).

Sylvester (1975, p. 17).

Sylvester (1975, p. 17, para 3).

Sylvester (1975, p. 17, para 5).

Ede, p. 1 in Allen (2001).

Ede, p. 8 in Turney (2003).

The interviews in full may be accessed at http://lindacandy.com/CRPBOOK

Candy and Edmonds (1996); Candy et al. (2018)

Selected interviews are included in the book as a shortened version of the original tran-
scriptions. The interviews in full may be accessed at: http://lindacandy.com/CRPBOOK
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REFLECTIVE PROFESSIONAL
PRACTICE

Chapter 2 is about the role of reflection in professional practice. The springboard
is Donald Schén’s contribution to our understanding of the way professional
knowledge operates and evolves through reflective practice. Some key foundational
concepts are reviewed followed by a recap of his original characterisations of reflec-
tion in and on action and his challenge to ‘technical rationality’ with the artistry
of reflective practice. The legacy of these ideas on a range of professional fields
is discussed. The second half presents examples of practitioner perspectives from
the front line of contemporary professional practice. The voices of practitioners
in medicine, social work, law and architecture provide glimpses into the intimate
world of practice and give us invaluable insights into the role of reflection.

Situating Schon’s reflective practice:
context and contribution

The Reflective Practitioner, first published in 1983, is the best known of Donald
Schon’s writings. It is cited widely in fields as various as education, management,
health and arts research.! Schon’s case for a total reassessment of the state of profes-
sional knowledge was made on the grounds that the existing competencies were
inadequate to deal with the changing situations that professional practitioners faced
with, as he put it: ‘the complexity, uncertainty, instability, uniqueness, and value
conflicts which are increasingly perceived as central to the world of professional
practice’.? He refers to a time when post-World War II enthusiasm for increased
professionalism was at its height, from his time of writing twenty years later, when
those high expectations had been replaced by a loss of faith in professional expertise.
Opver that period, the professions came under attack because they were deemed to
be unable to deliver remedies for the complex, systemic problems that had become
prevalent in the Western world. It was an era of rapid change when society was
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questioning the legitimacy of professional autonomy, and professional practition-
ers did not appear able to respond to the criticisms. As Schon saw it, the crisis was
rooted in a misconceived but dominant view of professional knowledge, as: ‘instru-
mental problem solving made rigorous by the application of scientific theory and
technique’,” what he refers to as ‘technical rationality’. He argued that the neglect
and ignorance of the kind of knowledge that practitioners actually use in their
practice contributed to the crisis of confidence in professional effectiveness. He was
motivated by a desire to put this right by offering a new epistemology of practice
‘implicit in the artistic, intuitive processes which some practitioners do bring to
situations of uncertainty, instability, uniqueness and value conflict’ that promoted
reflection in action as a ‘legitimate form of professional knowing’.*

Schon’s contribution was to propose a new model of professional knowledge
based on reflective practice. By ‘reflective practice’ he meant the integration of
thought and action within a specific context. A reflective practitioner according to
Schoén’s characterisation, is someone for whom continuous reflection is an integral
part of the way they practice on a daily basis. Reflective practice involves taking
actions and making judgements that are informed by the domain knowledge and
wisdom of a particular professional field.” It is by implication something that is
acquired through extensive training and deep experience in continually evolving
practice. The importance of these ideas to competence and proficiency is recog-
nised today in their widespread adoption in professional development programmes
and educational curricula, of which more later.

Writing as I am, in the second decade of the 21st century, Schon’s contribu-
tions to our understanding of practitioner knowledge and the value of professional
expertise, remain highly pertinent. The role of specialist expertise in informing
opinion and guiding behaviour, coupled with persistent doubts about the ability
of professional knowledge not only to cure medical and social diseases, but more
broadly, to address the major global problems faced today, from climate change to
the spread of contagious disease, is the subject of contemporary debate. Much is
expected of professional expertise and yet scepticism about what experts have to say
has become emblematic of our times. This is reflected in popular culture through
print and online media and can have serious repercussions that can aftect the per-
sonal choices of individuals as well as those of whole nations.®

Until the 1990s, it was an Internet and World Wide Web free world for most
people, when the very idea of consulting ‘Dr Google’ before heading off to your
general practitioner armed with possible explanations for your medical symptoms,
would have seemed unimaginable. Nowadays, medical practitioners, having spent
many years acquiring professional knowledge and expertise, can expect to have
‘ePatients’” presenting them with diagnoses based upon a few hours of their own
online investigations. Another example of public participation, is the emergence of
‘citizen science’ in which non-professional scientists have opportunities for taking
part in scientific research without any prior training in the field.?

The shift towards people power has had significant implications for how we
relate to professional practitioners whose knowledge is hard won and has been
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so highly prized in the past. Whilst it cannot be claimed that the role of the
expert has been completely superseded, nevertheless, there has been a significant
shift in contemporary culture in relation to public perception of the relation-
ship between users and providers of professional services. As faith in the power
of expert knowledge has diminished, there has been a growth in regard for what
the ‘non-expert’ can contribute to fields that have traditionally been the territory
of highly trained professionals. Of course, this is not to say we have a reached
the point where anything goes and we are happy to permit amateurs to operate
on us — there are still some limits! These are, nevertheless, significant develop-
ments that herald a change in expectations with implications for professionals and
experts in many fields.

Seen from a broader perspective, the advent of greater public participation in the
use of professional services, has inevitably challenged traditional ways of thinking
including long standing paternalistic approaches operating within well-established
fields such as medicine and law. Those professions with a more recent history such
as social work have in some ways led the way in breaking down barriers between
service ‘users’ and professional ‘providers’ although the costs in terms of effective-
ness and retention have yet to be fully assessed.” What is clear is that the professions
are undergoing considerable changes in ways that were not necessarily anticipated
in the 1980s of Schon’s time. The notion of a clear distinction between those who
deliver services and those who receive them no longer captures the contemporary
context accurately. When users are seen to be active and knowledgeable partici-
pants in their own care, health, education, this must of necessity transform the way
professional practitioners think and act. Moreover, this brings with it challenges to
expectations borne of a belief in the omniscience of professional expertise. That
there are positive benefits to these developments in the role of the professional
practitioner is evident for ‘users’ but, nevertheless, there remain questions as to
whether it also leads to increased stress on ‘providers’ who are unable to respond
appropriately."

The decline of faith in the effectiveness of professional knowledge that moti-
vated Schon’s work, has persisted, albeit for different reasons, some of which are
associated with ubiquitous Internet availability and the massive change in access to
information afforded by it. This change in attitude is an important part of the back-
drop to the place of professional ‘expert’ knowledge in society today and represents
a wholly different cultural context for anyone coming across Schon’s ideas for the
first time, or indeed, revisiting them as I have been doing. The enormous shift over
the last forty or so years has seen a deepening of the kind of scepticism that Schon
was addressing in his time but with the added dimension of higher expectations
of active public participation in decision making that was once the sole province
of the professional. What has not changed, however, is that professional people
throughout the world are subject to strict training and accreditation requirements
within national and international legal frameworks that govern their ability to prac-
tice. If anything, we are seeing a tightening up of the regulatory frameworks making
them even more stringent than in the 20th century."
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Foundations of reflective practice

In order to place Schén’s contribution to knowledge in the wider context of the
history of ideas, let us first briefly situate his work in relation to its antecedents.
Whilst it is generally acknowledged that Schon first made the term ‘reflective prac-
tice’ widely known and proposed a relationship between this and the development
of practitioner knowledge, the underlying concepts go back much further. The stu-
dent, educator, researcher or practitioner coming to Schon’s ideas for the first time,
and perhaps even those who consider themselves already familiar with his thinking,
are encouraged to take a longer look at the foundational philosophical ideas for a
deeper perspective on their relevance for learning and practice.'

In weighing up the significance of Schén’s work from the vantage point of in
the early part of the 21st century, his theories continue to be explored and extended
further in a diverse range of fields of professional practice’ as well as in making
a link between action research and practitioner knowledge.' It is the concept of
reflective practice that has travelled furthest and widest and continues to do so
even in the face of criticism. The basic concepts of reflective practice focus on
practitioner knowledge and extend the traditional frames of reference for system-
atic research methodologies into counterview approaches.”® However, the legacy
of Schon’s ideas is not without its critics and questions have been raised as to the
value of his theories for all situations of practice. One consequence of that legacy
has been a tendency to focus on making reflective practice one element of a set
of competencies that can be acquired during professional training. In going down
this road, there is a danger of losing sight of the deeper questions that Schon raised.
This is particularly so with regard to his attention to how we conceive and interpret
the kind of knowing that arises from, and is used in, real-world practice. His chal-
lenge to the dominant authority of the Technical Rationality model of knowledge
remains unresolved. This is discussed in the next section in relation to the artistry
of reflective practice.

But let us begin at the beginning and assume we are newcomers to the theory
behind Schon’s concept of reflective practice. We will start with the word ‘reflec-
tion’ and how it became a cornerstone for a new epistemology of knowledge.

How thought becomes reflection

John Dewey, in How We Think, begins his exploration of the nature of reflection
by asking a fundamental question, ‘what is thought?’'® In his search for a consist-
ent meaning, he distinguishes between the many loose ways we define ‘thinking’.
There is the thinking based upon some kind of testimony or evidence of which
there are two kinds: the first is thinking something but without proffering grounds
to support that belief; the second, by contrast, involves a deliberate attempt to find
evidential grounds for thinking something — and it is here that reflection comes
into play: “This process is called reflective thought; it alone is truly educative in
value’'” (my emphasis).
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Dewey goes on to draw out the difference between ordinary types of thinking
and reflective thinking in respect of the ‘random coursing of things through the
mind’. He argues that whilst randomness might be true of most kinds of successive
thoughts, this is not characteristic of reflection, which is:

not simply a sequence of ideas, but a consequence, a consecutive ordering in
such a way that each determines the next as its proper outcome while each in
turn leans back on its predecessors. The successive portions of the reflective
thought grow out of one another and support one another. . . . Each phase is
a step from something to something. . .. The stream or flow becomes a train,
chain, or thread.'®

Whilst not necessarily associated with pure rational thinking, in this context, the
word reflection is, nevertheless, connected to thinking as a conscious cognitive
process. The ‘consecutive ordering’ Dewey refers to suggests a process of working
through chains of events or identifying the subtle threads that connect events and
experiences in a way that seems to ‘make sense’. Teasing out links that relate ideas
or actions of one kind or another also suggests a sense of judging or appraising
those relationships and, in that way, can appear to be both a rational and a self-
critical process. For Schon, reflection is the fundamental element of strategic think-
ing and a word that is always accompanied by another — action. Throughout his
writings, the words reflection and action are inextricably combined. These notions
of reflection in and on action are key to understanding reflective practice and its
challenge to the prevailing wisdom about the nature of knowledge.

Reflection in and on action

The concepts of reflection in action and reflection on action are crucial to under-
standing of what Schon meant by reflective practice and its relationship to the
‘knowing’ that resides in action. This kind of knowledge is comprised of criteria,
procedures, judgments and previous experiences that are tacit at the time of use.
Schon showed that practitioners are capable of bringing tacit understandings to
solving problems, and that they produce well-founded insights based on experi-
ence. Whilst such knowing may not be clearly articulated, practitioners do think
about what they are doing at the time and are usually asking themselves questions
during the process of dealing with a problem or unexpected situation that has
arisen, questions like: What am I seeing here? What criteria am I using to judge
this? What procedures am I using, and does it work?
Schén defined reflection-in-action as:

When someone reflects-in-action, he becomes a researcher in the practice
context. He is not dependent on the categories of established theory and
technique but constructs a new theory of the unique case. His inquiry is not
limited to a deliberation about means which depends on a prior agreement
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about ends. He does not keep means and ends separate but defines them
interactively as he frames a problematic situation. He does not separate think-
ing from doing, ratiocinating his way to a decision which he must later con-
vert to action. Because his experimenting is a kind of action, implementation
is built into his inquiry. Thus reflection-in-action can proceed, even in situ-
ations of uncertainty or uniqueness, because it is not bound by the dichoto-
mies of Technical Rationality."

In this way, reflection-in-action is characterised as an intertwined and reflexive
process of thinking about the actions being taken, or about to be taken, in a unique
situation. Thinking and acting together form a dialogue through which the practi-
tioner assesses his or her actions and, in doing so, learns how to develop better ways
of addressing the problem faced.

Reflection-on-action on the other hand, involves reflecting on how practice can
change by evaluating a situation after it has happened:

We reflect on action, thinking back on what we have done in order to dis-
cover how our knowing-in-action may have contributed to an unexpected
outcome. The reflection takes place after the event and draws on knowledge
of previous events and their connection to an unexpected event; it includes
working out what has to now be done to address this in the future.

Schon dismisses the belief that thinking interferes with doing and cites examples of
how practitioners describe their own intuitive understandings through reflection-
in-action. He rejects the claim that by reflecting you might stop the action alto-
gether, that is, paralyse it, and argues that taking this view is to misunderstand the
complementary relationship between thought and action:

If we separate thinking from doing, seeing thought only as a preparation
for action and action only as an implementation of thought, then it is easy
to believe that when we step into the separate domain of thought we will
become lost in an infinite regress of thinking about thinking. But in actual
reflection-in-action, as we have seen, doing and thinking are complemen-
tary. Doing extends thinking in the tests, moves, and probes of experimental
action, and reflection feeds on doing and its results. Each feeds the other, and
each sets boundaries for the other. It is the surprising result of action that
triggers reflection, and it is the production of a satisfactory move that brings
reflection temporarily to a close.”

As we see here, Schon 1s very clear about the reciprocity of thinking and doing
and the role of surprise in provoking reflection. Nevertheless, he does acknowledge
that there are circumstances when reflecting in the moment of acting might not
work. Thinking can interfere with doing where it would be dangerous to stop and
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think, for example, when quick action is necessary to avoid a collision or in sports
performance at the highest level when the differences between competitors are
measured in split seconds.

Schon’s theories were based on direct observations of reflective practice in
action; he considered different kinds of reflection in terms of the time frame in
which it takes place — what he calls the ‘action present’.?? He acknowledges that
we often think before taking an action; nevertheless, there are many examples of
actions that do not depend on thinking through matters beforehand and that take
place quickly and spontaneously. However, it is when the practitioner is faced by
unusual and unexpected situations for which there is no ready-made response that
reflection comes into play and marks out the truly effective practitioner. The abil-
ity to reflect on what is there and to test out what he or she already knows against
the new phenomenon enables the practitioner to arrive at a better understanding
of what to do.?

The relationship between thinking and action has been the subject of much debate
over many years and is discussed further in Chapter 3, Reflective Creative Practice.

Challenging the technical rationality model
with the artistry of reflective practice

Schon makes a case for reflective practice in opposition to the technical rationality
model of knowledge which represents practice as a problem-solving process that
can be conducted using scientific theory and techniques. This view of professional
knowledge has, he believes, exerted too much influence over academic writing
about the professions, and he goes to some length to counter that view.>* He argues
that the malign effect goes beyond scholarship, embedded as it is in: ‘the institu-
tional context of professional life . . . and the institutionalised relations of research
and practice’.® His objection to the technical rationality position, according to
which testable facts are the basis of knowledge and professional competence is a
technical expertise, is set against the position in which the practitioner constructs
the situations of practice. The practitioner is not a problem solver but rather an
artist, a maker of things:

A constructionist view of a profession leads us to see its practitioners as
world-makers whose armamentarium gives them frames with which to
envisage coherence and tools with which to impose their images on situa-
tions of their practice.?

In our increasingly complex world, practitioners are often faced with unexpected
situations that are hard to resolve using an approach designed for well-defined,
familiar problems as distinct from the ‘swampy lowland’? of the real world of prac-
tice. Enter the concept of ‘problem setting’, which involves selecting what are con-
sidered to be the more critical features of the situation, identifying what matters
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and imposing a framework that enables the practitioner to identify what is wrong
and how to change it.

Schoén’s notion of reflective practice challenges the hold that a reductive sci-
entific method has on our understanding of how new knowledge is acquired and
developed in practice. He argues that the practitioner’s dilemma hinges on the
positivist view of science rather than science itself. Science seen from a positivist
perspective is a set of established propositions derived from research and there are
limits to the value of these in practice. Instead, he proposes an alternative view of
science as a process in which scientists grapple with uncertainties, one that more in
tune with the arts of practice. Whilst both views of science exist today, the second
has begun to garner more attention, particularly in fields where the limitations of
objective measurable criteria and results have been recognised. An emerging coun-
terview to the dominance of scientific materialism differentiates between ‘true’
science and what is called ‘scientism’ or ‘reductive materialism’.?

Scientific method has many dimensions and ways of seeking evidence, from
double blind controlled studies to observational protocol data analysis. The subject
is too large to cover adequately here but it is important to be aware of the existence
of differences when it comes to arguing a case for evidential knowledge. This issue
matters a great deal in relation to what we take to constitute reliable knowledge in
the context of reflective practice. The rise of the evidence-based practice move-
ment, which favours quantitative over qualitative, and established protocols over
intuitive practice, carries on the reductive approach.” For Schon, reflective practice
was the core of ‘professional artistry” and its ability to address problems in an entirely
different way to the rigorous application of science relied on case studies of practi-
tioners thinking in practice.

Revealing the artistry of practice through protocols and cases

Schon’s theories have firm foundations in philosophical antecedents, but he goes
further by basing his theories on cases and protocol studies in the 1983 book. The
protocol data comes from observations of cases of very different kinds of profes-
sional practice: architectural design, psychotherapy, town planning and manage-
ment in organizational learning. In each case study, a conversation is observed and
recorded between practitioners about a situation that is proving difficult to resolve;
the dialogue, the events and media used are described and interpreted in relation
to a set of initial questions. Having considered the two cases in architectural design
and psychotherapy, he then compares them in terms of what they reveal about the
structure of reflection-in-action in practice, before going on to take a similarly
close look at the more ‘science-based professions’. He then considers the four cases
from which some common features and some differences are identified, providing
a set of useful pointers for comparison. His overall conclusion is that they reveal an
underlying similarity in their practice, and especially in the ‘artful inquiry by which

they sometimes deal with situations of uncertainty, instability, and uniqueness’.*’
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The similarities of pattern are most evident in the way the problem solving starts
with an existing situation but then is transformed by

a frame experiment made possible by the practitioner’s willingness to step
into the problematic situation, to impose a frame on it, to follow the implica-
tions of the discipline thus established, and yet to remain open to the situa-
tion’s back-talk.”

The similarity described here is one of following a procedure guided by the knowl-
edge of the professional but adopting an exploratory and open-minded respon-
siveness when faced with unfamiliar conditions. The differences, he notes, are in
the common features (‘constants’) that that various practitioners bring to their
reflection-in-action: for example, the media, languages and repertoires; the ‘appre-
ciative systems’, ‘overarching theories’ and ‘role frames’.”> These features, which he
acknowledges are not unchanging despite the connotation of the word ‘constant’,
are, in effect, the domain specific tools and methods by which practitioners conduct
the core business of their field.”

Schon describes the artistry of reflection-in-action drawing on case studies of
different kinds of professional practitioners. His analysis method could be described
as a form of ‘protocol analysis’* or ‘grounded theory” whereby records of verbal
exchanges between participants are analysed according to ‘events’ that the research-

ers identify, label and connect by similarity and difference.*

By basing his obser-
vations on a close examination of dialogue between practitioners, he gives much
more than simply a ring of truth to his theory. Moreover, the findings provide
Schon with a springboard for embarking on a wider discussion of the critical issues
that emerge from this analysis. From the case studies, he draws conclusions that are
not numbers in a data set but rather interpretations of narratives about practitioner
processes. These ‘rich pictures’ enable the observer to consider the implications of
complicated and subtle approaches to difficult problems. He is not seeking to quan-
tify the characteristics of such situations by focusing on or isolating single issues or
variables because to do so would be to endanger his capacity to describe its multi-
dimensional complexity fully. Nevertheless, there are, he acknowledges, limitations
to what can be described accurately.”” The descriptions of practitioner knowledge
are inevitably incomplete, limited as they are by the gap between what is known
to work — ‘the feel’ — and what can be expressed in words — ‘the external descrip-
tions’. This is the artistry that cannot be fully described, or from the viewpoint of
the practitioner, be expressed in words alone.

Influences that endure: legacy and critique

In the years since the publication of The Reflective Practitioner, the theory of reflec-
tive practice has been embraced in a variety of professional domains from nursing,
social work and health care to town planning and education. With the rapidly
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growing extension of academic research into the fields of art and design, the search
for new conceptual frameworks that harmonise with a more practice-based ethos
in research has led to a revival of interest in his ideas. In particular, his notions of
reflection in and on action are now much more widely known. That is not to say
that the concepts are necessarily well understood, nor are they always being appro-
priated in ways that he would have recognised as true to the original drivers that
motivated his thinking. Nevertheless, this resurgence of interest in the basic idea of
reflective practice, as a model for understanding knowledge derived from practice-
based evidence, has proved durable as its application to many professional develop-
ment courses in a variety of fields testifies.

Inevitably, with widespread uptake comes criticism about the value of the origi-
nal theory and its applicability to all domain contexts. Some see a lack of coherence
in Schon’s theories and it is not unreasonable to view his ideas as being somewhat
imprecise when it comes to how they might be used to enhance practice. Mis-
readings abound about the implications of his theory. It could be argued that many
of the efforts to inculcate reflective practice in professional development have been
based on a misguided notion of what reflective practice actually is. In the following
discussion of some of those initiatives and the criticism engendered, I suggest we
can proceed confidently — but with respectful caution.

Reflective practice and its key elements: reflection-in-action and reflection-on-
action, has achieved an established status amongst curriculum planners and
researchers looking for an alternative to the technical rationality paradigm. How-
ever, questions about its plausibility and relevance to different fields of professional
practice have been raised. Some criticism is based upon a view that gives primacy
to empirical evidence tailored to specific domain needs and a recognition of the
limits imposed by practical considerations such as time and resources. Ixer argues
that reflection-in-action as a model for understanding knowledge in practice was
based on those professions not subject to challenging problems and tight time con-
straints.™ In social work, the demands of the moment are such that exercising
judgments is frequently undertaken under extreme pressure, leaving little time for
considered reflection. However, it is perhaps a tribute to the success of Schon’s
reflective practice theory that it has led to the kind critique that is asking for more,
a fact not unrelated to the flexibility and adaptability of the ideas.

The implications of critiques such as those of Ixer and others, are relevant to the
time dimension of reflective practice. Some have questioned whether or not practi-
tioners can reasonably be expected to reflect in the moment of action when there is
heavy demand on both cognitive and emotional states. The pertinence of this issue
to time poor intensive work is apparent and also relevant for certain kinds of crea-
tive activities. In situations of high stress and heavy cognitive load,* such as handling
unexpected incidents and emergencies, or indeed creating an intensely absorbing
work of art, the thinking and the action are typically felt as a unified experience.
As Michael Eraut says, once a practitioner reflects, he or she has cognitively ‘left the
action’.*” In that sense, reflection seen as separate from action, could be disruptive to
its smooth operation acting as a form of interruption to embedded procedures that
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normally require no conscious thinking.*' Anyone who has switched to a right-
hand drive car using a manual floor shift for changing gear, having been used to left
hand drive (or vice versa) will know how the sudden change to a difterent hand
can affect one’s ability to drive confidently. Conscious awareness of this kind can be
disruptive to the habitual knowledge that is embedded in the action.

Reductive reflective practice

It is apparent from a reading of commentaries across different disciplines that
there is scepticism about making reflective practice a professional competency. For
some, technical rationality appears to have reasserted itself by the back door. This
is manifested in its dominance of professional accreditation, university research and
curricula for professional development where it has given rise to increased ‘proce-

duralisation’*

of practice and a reliance on bureaucratic processes and priorities.
By reducing professional reflective practice in this way, it could be argued that,
as always, technical rationality strikes hard at the subtleties of practice. Practition-
ers often find themselves battling against constraints that have been laid down by
organisational regulations that do not take account of the prevailing factors that
govern good practice.

Della Fish regards the prevalence of technical rationality in professional practice
as a case of being ‘under siege’ in a hostile world where practitioners are being
forced to be ‘accountable’ using professional criteria based solely on measurable
competencies.” Practitioners are hampered by the difficulties of articulating the
tacit aspects of practice that do not lend themselves to simple forms of verbal
reporting or checkbox assessments. Some argue that this lack of clarity about the
subtle aspects of practice supports the claim that there is too much mystique in
practice. This can help justify the paring down of professional scope into those
skills — ‘competencies’ — that are easily identifiable, hence measurable and thereby
open to simple forms of appraisal. By focusing on developing those qualities that
can be readily evaluated, the expectation is that this is a route to improve practice.
Unfortunately, it can also be a view of professional practice which lends itself to
administrative and bureaucratic control.

The most negative view of the tests and targets that are set (often by non-
professionals) in medicine, education, health and social care is that they hand
responsibility to external bodies and in doing so take autonomy away from the
professionals and with it, a good measure of their confidence in their own profes-
sional judgment. An example from health care is the way that clinical judgments
maybe affected by non-clinical decisions based on criteria such as cost: e.g. choice
of cheaper anaesthetic drug over a more expensive one that reduces recovery time:
the medical practitioner makes a clinical judgment based on what is good for the
patient’s wellbeing overall whilst the hospital management decides on the narrow
basis of direct costs. The practitioner’s knowledge is based upon the unique situa-
tion of a particular patient’s needs and the impact of using a more expensive drug
on operating conditions. However, this judgement may be given lower priority
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than meeting cost targets set by the organisation. Here, professional judgement is
subordinate to bureaucratic control.

In order to counter the ongoing dominance of technical rationality over pro-
fessional practice, Fish believes that practitioners should be encouraged to become
more aware of the artistry in their practice. Seeing practice as artistry means
expressing its affective, intuitive elements in artistic forms- narrative, autobiog-
raphy and other art forms. Art and science use different methods but rigour and
discipline are features of both. She suggests that practitioners should be able to
draw upon the artistry of practice wherever they are faced with unique cases:
Professionals — like artists — need to be able to make new meaning out of what
is happening within a practical situation rather than applying to it predetermined
procedures.**

There is increasing recognition that professional practice has a dimension that
involves different kinds of knowledge: science and evidence-based approaches have
an important role to play but are not the only solution to the difficult ‘swampy’
problems that many professional practitioners have to address. The tide started to
turn in the 1980s, with Schon’s first efforts to challenge the technical rationality
view of knowledge in practice and the need for a shift away from reductive views
of professional expertise. How much has that continued since then? The spread of
targets for professional effectiveness expressed in terms of ‘measurable’ competen-
cies seems to have become unstoppable. If the love affair with technical rationality
was thought to be over, it would seem nevertheless that the marriage is still in place
and is far from reaching a point of breakdown. Technical rationality is as firmly
entrenched as ever despite the voices from the front line urging more nuanced
representations of the true nature of professional practice.

The persistence of what some regard as retrogressive views of how profession-
als practice, combined with a widespread drive to improve performance has given
rise to a new industry: the design of guidelines and prescriptions for evaluating
professional skills based on a competencies model of practice. These are continuous
efforts to inject into professional training the means and measures for assessing how
well a trainee is meeting standards of professional competence. Professions with
public service remits governed by legal frameworks, have to renew rights practice
throughout professional life times and there is an obligation on individuals and
companies alike to ensure they meet competency standards. The role of reflection
in professional practice plays a vital role in many programmes for assessing profes-
sional learning and development.

Reflective practice and professional development

Professional practice is founded upon high levels of specialist training which enables
a practitioner to provide expert advice and services to other people. Most profes-
sions require forms of further professional development in order to keep up to date
and for the purposes of promotion. A professional practitioner’s ability to practice is
dependent upon acquiring recognition according to professional standards and legal
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requirements.* Traditionally, professional practice is one where practitioners have a
high degree of autonomy and operate on a self-regulating basis subject to informal
control by peers. However, over recent times the extent of that autonomy has been
eroded by the application of stricter statutory regulations and stronger controls over
accreditation. Increasingly, professional practice involves conducting work that not
only conforms to certain norms but is also subject to social and legal control. Most
professions whether regulated by law or operating under charters require members
to have liability insurance cover and not having it may result in disciplinary pro-
ceedings. Court judgments may also establish precedents for extending liability in
terms of the period over which professionals can be held liable. Public service
authorities will cover all their employees and some professional associations may
hold funds that extend liability cover for employees in private practice. What sets
certain professions apart from other forms of advisory and service provision is the
existence of statutory regulations that govern the legal responsibilities of the practi-
tioners and their associations. All this means that the professions are answerable for
the manner and quality of their practice.

Reflection in practice is increasingly playing a role in programmes for profes-
sional learning and development in a drive to maintain and improve professional
performance. This has given rise to the design of frameworks and systems for evalu-
ating professional skills and competence. There are ongoing efforts to introduce
into professional training the means and measures for assessing how well a practi-
tioner is meeting standards of their particular profession. As will be apparent from
the accounts by practitioners in the next section, reflection takes different forms
and its existence depends on the particular situations of practice.

Schon’s theories about the role of reflective practice in the development of
professional expertise are based on observational cases and protocol studies. Obser-
vation by itself whilst invaluable does not provide a complete picture of real-world
practice. In the following section, we hear from practitioners in medicine, social
work, law and architecture in conversation and in writing.

The voices of professional practitioners

In historical and critical accounts of practice, the way practitioners think and work
is often obscured in part because most commentary is made by external observers.
In academic research, the interpretation of what happens in practice is frequently
represented by theoretical models that say something very general about practice
but not within or through it. 1 confess that as a researcher I have presented models of
creativity that represent an over simplified, generalised view of the process and its
elements.* Even in participative research where the people concerned are included
in the research design, it s still notoriously difficult to gain access to the true voices
of the practitioners and even harder to arrive at a coherent picture about different
people operating in variable circumstances. In those research areas where practice
plays a major part, the practitioner perspective on how they reflect and act and
develop new understandings, is limited and the existing knowledge remains deeply



26 Reflective professional practice

unsatisfactory. There is a need for new approaches to understanding practice-based
knowledge and the role of practitioners in this is critical.

Having access to the inner voices of the practitioner at work is particularly
hard to acquire in those professions where time and effort are highly pressurised.
Nevertheless, where they exist, first person narratives can give us valuable insights
into reflective thinking and its relationship to actions from an insider’s perspective.
Professional practitioners who speak or write their own accounts provide glimpses
into the intimate world of practice and reveal much about how they reflect on
their problems and solutions. By listening to and reading of experiences in different
professional fields, we see that each situation of practice imposes its own constraints
as well as demands for continual reflection. The examples that follow represent
practitioners speaking and writing about their experiences in medicine, law, social
work and architecture:

e The first practitioner is that of a neurologist whose writings about her practice
provide insight into that most difficult of worlds: the conundrum of being
presented with patients with chronic illnesses for which there is no apparent
physical explanation.

e The second is a practitioner in law working as a legal educator responsible for
the training of colleagues at a time of significant changes in professional devel-
opment requirements.

e The third is a social worker whose practice is no less difficult, being responsible
for ensuring safety and support in family crises and where other service agen-
cies are involved.

e The fourth is an architect working on complex projects with multiple stake-
holders and facing challenges that are both professional and creative.

The medical practitioner

All my patients are individuals with their own story to tell. . . . Each of them
teaches me something important, just as each new patient I meet reminds me
that there is always more to learn.*’

In Suzanne O’Sullivan’s account of her medical practice, Its All in Your Head,* she
relates stories of patients presenting with illnesses for which all the standard tests
can find no pattern of disease, that is, no physiological cause that can be demon-
strated on scans and in blood tests. Her expertise as a neurologist is founded on
years of training and experience and the use of powerful technological tools that
exist today to assist in diagnosis. And yet there are conditions that require a dif-
ferent approach to the conventions of evidence-based medicine because they do
not conform to normal expectations. Some doctors react to patients who manifest
physical symptoms for which no disease can be found scientifically with scepticism
and disbelief: ‘they must be faking it’. On the other hand, other doctors respond
by confronting their own assumptions: ‘there must be another explanation, possibly
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psychological, and if I look hard enough I may discover it’. O’Sullivan recounts her
personal experiences throughout her career and shows how she learnt to question
her prejudices and hasty conclusions through puzzling individual cases that did not
respond to conventional medical procedures. She shows how she was sometimes
wrong: for example, having dismissed a patient’s condition as not physical, having
relied too heavily on negative test results, only later to discover that one additional
scan revealed a physical cause- a tumour. On other occasions having been con-
vinced of a physiological cause, she discovers through a chance encounter that the
patient was indeed ‘faking it’.

Refection in medical practice

Throughout O’Sullivan’s book, we hear the voice of the reflective practitioner at
work, thinking, questioning, observing closely and connecting with and listening
to the patients at the same time as negotiating difficult situations in which they
do not welcome the news she has to convey. She demonstrates very clearly how
a practitioner, in meeting the challenges of the unexpected, is made more highly
effective by a capacity for reflection in the ‘action present’.*” Additionally, by offer-
ing a longer-term reflection on events, she opens up a wholly different dimension,
that of a practitioner who can connect her everyday practice as a doctor in the 21st
century with the evolution of medical knowledge from the distant past. Interleaved
with the individual stories are accounts of how conditions such as hysteria and
neurasthenia, were diagnosed and treated by the star practitioners of the time. She
shows how this knowledge went out of fashion or was superseded by other theories

in a less ‘evidence-based™’

context than modern medicine would find acceptable
and yet was firmly believed at the time. Providing this kind of perspective serves
to alert the contemporary reader to the dangers of assuming that what we believe
today is totally reliable and unlikely to change — the only certainty is that new
knowledge will eventually overturn the old.

O’Sullivan’s voice conveys a palpable sense of the complexities of her medical
practice and the struggle to address problems that do not slot nicely into familiar
disease patterns that are readily treatable. Her portrayal of practice is a powerful
and convincing testimony to the value of the reflective practitioner’s ‘knowing in
action” combined with ‘theories-in-use’.>" Her account relies on close intimacy
with individual cases that reveal the dilemmas and conflicts faced on a daily basis, at
the same time as drawing on an historical perspective that provides a certain kind of
rationale for the medical practice. This combination of personal practice knowhow
and documented medical knowledge illustrates very nicely the need for more than
a purely scientific ‘technical’ approach to medical practice. At the same time, the
place of science in medicine is secured by the vital role of diagnostic tests, such as
Functional MRI scans, leading to more accurately targeted treatments. Even here
the reflective practitioner profters a cautionary note:

we have new ways of thinking about and looking at the brain and the mind.
Psychosomatic symptoms are far less likely to be considered symbolic than
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they were in the past and less likely to be considered ‘all in the mind’. But
still it feels to me, and to my patients, that we are as far away from answering
any of the mysteries that surround hysteria as we were when Charcot, Freud
and Janet were alive.>

The role of the reflective practitioner in navigating the difficulties of healing the
troubled human condition cannot be under-estimated. An especially moving and
instructive account of the life of a brain surgeon, whose professional reputation
can veer from hero to villain depending on the outcome of an operation, can
be found in Henry Marsh’s Do No Harm. Unusually, and courageously, he writes
about surgical actions and decisions taken that lead to mistakes, on which the
more he reflects, the more they rise to the surface, ‘like poisonous methane stirred
up from a stagnant pond’. The act of writing about these submerged events is
crucial here: ‘I found that if I did not immediately write them down I would
often forget them all over again’.> Marsh’s honest and insightful reflections offer
an invaluable window into the heart wrenching dilemmas faced by professionals
working with life threatening conditions. Accounts such as those of O’Sullivan
and Marsh, reveal that to be effective in treating complex health problems, prac-
titioners cannot rely solely on measurable, evidence-based treatments, as valuable
as these are. Understanding the role of the mind in physical illness is a vital part
of a practitioner’s therapeutic repertoire, much of which is learnt through case by
case experience.

The social work practitioner

‘What came across from all the stories is the unpredictable, complex and highly
individual nature of social work.>*

Becoming a social worker not only involves years of university or college degree
level study, it also requires continual professional development. The training includes
significant requirements for practical work placements often comprising 50 per
cent of the curriculum. Social workers are usually required to be licensed before
they can operate as a practitioner in the field or in management positions. The
licence is based on having validated qualifications as well as practical work experi-
ence. Having obtained an initial first licence, each individual is responsible for his or
her continued professional development and must provide evidence supporting the
application.® In recent years, there has been a tightening up of regulations in some
countries which may suggest that there are higher expectations of social workers
compared with other related professions, such as occupational therapy, counselling,
and health care. It may also be a reaction to failures in the system and the result-
ing increased public and political pressure to act. The social work profession of the
UK achieved a critical mark of recognition after years of campaigning when in
2000-2001, laws were passed that protected the title of ‘social worker’ conditional
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on having the required qualifications including registration. This was viewed as an
indication of the strengthened status of the profession alongside doctors, teachers
and nurses and brought with it a hope of more public confidence.

Reflection in social work

Social work from the practitioner perspective is seen first through the eyes of Den-
ise Bate, a senior manager of many years’ experience, now retired, reflecting on the
constraints and complexities of her field.> This is followed by other voices from
the inside of social work, including the users of services and the practitioners who
provide them.”’

There are many players involved in social work: families (‘clients’ or ‘service
users’), neighbours, police, medical practitioners, health visitors, all of whom have
to be dealt with at any given time. Problematic situations, such as a report of child
abuse, require rapid decisions about, for instance, who is to carry out interviews
with a child, when to inform the police, and when to contact medical assistance.
When things go badly wrong and tragedy happens, such as the death of a vulner-
able child known to the social services, often the immediate response is to call for
action, to lay blame at the door of the social workers for their apparent lack of pro-
fessional competence. When subsequent enquiries report systemic failures, govern-
ments are bound to act and this can mean legislating stiffer regulations. However,
these measures may not always take sufficient account of the practical difficulties
on the ground, and the chances of solving the problems the legislation is intended
to address may be poor. From the perspective of a practitioner like Denise Bate, the
lack of human resources is often more critical. As she says:

If things go wrong it has less to do with the strength or weakness of the
regulatory system but more to do with overwork, unfilled posts, expectations,
changing policies and procedures, changing the criteria you need to access
services. To my mind that’s where the difficulties and constraints are around
the profession.

It is often the case that a social work manager is monitoring several active situations
simultaneously. Workloads are often heavy and continuity of staffing not always
available. The manager is responsible for allocating new cases to social workers in
the field and this is sometimes on top of already heavy caseloads and at inopportune
times. The situation has worsened in countries where cuts in public expenditure
have given rise to an increase in vacancies in social work positions:

A massive frustration is that whatever you learn, whatever good training you
have and however you come to know your own value system, the difference
techniques, the different theoretical things behind whatever you are trying to
do, it hits up against the reality which is that there are not enough staff, there
are tOO many pressures.
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Many decisions have to be taken on the fly and quite fast when faced with dire
situations and people who are sometimes unable or unwilling to co-operate. The
training regimes that aim to bring in reflective practice into social work skills and
competency, do not always take account of the pressures on practitioners in the
field when it comes to decision-making. Having to make a quick judgment in a
highly fraught situation may not lend itself to carefully considered thinking about
the various options available. Moreover, for the individual social worker, the pro-
cess of making judgments and deciding on courses of action is one normally car-
ried out in consultation with other people, for example with supervisors. In rapid
response situations of everyday practice, there can be a mismatch between the ideal
of considered reflective practice and the actual experience faced by the practi-
tioner, which demands fast thinking. In terms of the educational goals for achieving
reflective attributes in practice, the constraints and conditions are different in every
professional field of practice.

Given the tight constraints and pressurised conditions, are there any opportu-
nities at all for reflection in social work practice? Because so much time is taken
responding to urgent situations, the opportunities for reflection are often limited to
the regular supervision process when the individual social worker meets with the
manager and reviews active cases. A key part of that process is helping the practi-
tioner on the ground handle the emotional fall out that comes from working with
people in highly emotional states. It is often a matter of identifying how much a
person can actually take and giving the practitioner support in understanding their
own limits. Addressing questions such as: who or what can you trust? How should
I deal with threatening client? Whose safety is the critical issue when deciding
whether to go in alone?

It is a dynamic process. Things don’t stand still. You can’t do something,
reflect on it, be critical about it and then — that’s it. It’s dynamic until you get
to the point when you say we’ve done as much as we possibly can . .. There
are times when things are deeply distressing as a result of decisions you have
taken — it’s deeply personal.

For the social worker, the impact of having responsibility for decisions and actions
taken is immediate. Such decisions may have highly significant effects both positive
and negative. Once retired however, the social worker employed by a public organi-
sation does not bear personal liability. This does not mean that decisions taken are
easily forgotten when they have not worked out as planned.*®

In a different scenario, social work practitioners were asked to tell their stories in
response to questions about what motivated their entry into the field, their career
history and examples of critical incidents that seemed to make a difference. They
were also asked to reflect on the lessons they learnt that could inform future think-
ing about the direction of the profession.”” Many ‘service users’ expressed a wish
for social workers to be well trained and knowledgeable, but it was the practitioners
who had most to say about the importance of working on the basis of evidence.
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The influence of a ‘what works’ agenda in social work was acknowledged to be
strong by many and whilst they were aware of research relevant to their practice,
they believed that actions taken — ‘intervention’ — should be focused and helpful.
Being able to acquire knowledge based on research was often lost in the heat of
being on the front line of practice. The ‘unique’ situation is an everyday reality that
involves balancing rights and risks where, for example, the complexity of ensuring
that an individual’s right to independent living is balanced against risks to personal
safety and that of others.

Practitioner interventions are often crisis driven because in a climate of limited
resources and personnel, support for maintaining ‘normal living’ is a lower priority.
The notion of social workers as maintainers of stability in previously chaotic lives
suggests a trajectory seeking calm and predictability. And yet it is the challenge of
finding solutions to complex and intractable problems that practitioners cite as an
important reason for being attracted to the job:

I love what I do....I never cease to marvel at the diverse range of people. . ..
I like the unexpected — you may have pre-formed opinions and you get out
there and get the unexpected.®

What makes a good practitioner in the field is the capacity to continue to ask ques-
tions of social work even after years of experience. In the words of one recipient:

It’s the ones who struggle with what they are doing and why they’re doing
it, whilst they’ve got lots of experience, they’re still questioning what they’re
doing and why they’re doing it, because they’re so committed and they’re so
frustrated by the process and the way that departments and systems work- but
they’re still in there, because they want to make a difference.®!

The social work profession in the UK is changing to one where traditional ways
of practice are being transformed by expectations of a more active participation
by service users in the way they are perceived and supported. Whether this hap-
pening in a constructive way for all participants is not clear. Are the views of users
matched by equally positive views from practitioners? The challenges for social
work practitioners are many. A study of social workers indicated high levels of stress
and vulnerability to physical attack at the same time as evidence of a workforce that
continued to embrace change.®® In the face of rapid change in expectations of the
profession and challenges arising from organisational restructuring, practitioners
who are confident in their abilities, skills and knowledge of their domain are in a
stronger position. Having a capacity to reflect and learn from experience requires
the opportunity and encouragement to do so:

Social work is very susceptible to government wish lists about what they
want done. . . . As a profession, we need to be more confident about what we
can offer, and more certain about what we cannot offer.®
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Echoing Fish’s views, the eftect of a lack of confidence and awareness amongst prac-
titioners of the unique values and attributes of practice can be a diminution of pro-
fessional autonomy and effectiveness. The imposition of externally derived targets
and measures is an indication of the continued dominance of a technical rationality
view of accreditation and professional development assessments and this strikes hard
at the subtleties of practice and with it, the motivation behind practitioner commit-
ment. Whether this applies in all professions is debateable and much depends upon
the situation of practice and how much practitioners are under pressure to deliver
services without being given time and support for reflection in practice.

The legal practitioner

[T]f they were applying reflective practice really well they’d be thinking about
the areas where they haven’t been trained. So not just the case law etc. but what
am [ like as a team worker, what am I actually like at client care in terms of my
personal approach? Do I understand the business and finance?**

Legal practitioners practice the law under different remits and titles depending on
their country of practice. For the purposes of this example I will use UK specific
terms: solicitors and barristers both types of professionally qualified lawyers. A solic-
itor is a qualified legal professional who provides expert legal advice and support to
clients who can be individuals, groups, private companies or public-sector organisa-
tions. A barrister generally provides specialist legal advice and represents individuals
and organisations in courts and tribunals and through written legal advice.

The process of becoming a qualified practitioner varies considerably across dif-
ferent countries and within states and regions. The common feature is a set of rules
setting down the pathway to full qualification required for admission or licence to
practice.”® There are also well-defined procedures for assessing professional devel-
opment throughout the life of a practitioner and these are created and monitored
by professional bodies with legally established roles. In the UK, the regulatory bod-
ies for England and Wales are the Solicitors Regulation Authority (SRA), the Gen-
eral Council of the Bar, commonly known as the Bar Council and the Chartered
Institute of Legal Executives (CILEx). In recent years, the SRA has been at the
head of initiative to reform the regulatory framework. One of the intentions of the
change is to tighten up the relationship between the competence requirements and
the set of skills the individual practitioner should aim for. In defining a framework
for learning skills, the aim is to ensure that the target qualities and standards are
made explicit. There is greater emphasis on the individual’s understanding of their
professionalism and what this amounts to in practice.

Reflection in legal practice

Until relatively recently, reflection in practice was an unfamiliar concept to practi-
tioners in the legal profession. That changed in the UK in 20162017, when new
regulations governing professional development, with implications for the renewal of
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practising certificates, were introduced. Previously the requirement was for accred-
ited hours-based training which was not necessarily targeted to the particular needs
of the individual. The new system has more flexibility and a wider scope which is
intended to develop management, communication and leadership skills as well as
technical knowledge of the law. Practitioners in law are now required to reflect on
their role and professional competence and identify what further action is needed
to improve performance according to specified learning objective.”” The SRA has
defined the new framework as ‘continuing competence’, a system where the process
and effect of learning activities is undertaken for each individual solicitor. Under
continuing competence, solicitors are expected to review their learning needs and
address them within a framework of qualities established by the ‘competence state-
ment’.®® They are asked to reflect on their own learning when dealing with clients
and cases and look at ways they can incorporate this into their practice. This, in turn,
should lead to a further review of any other learning needs. Competence is defined
broadly as being ‘the ability to perform the roles and tasks required by one’s job to
the expected standard’.”” Requirements and expectations change depending on job
role and it is acknowledged that an individual may work ‘competently’ at difterent
levels. The motivation for change was designed to make reflection and learning
fundamental to increased professional effectiveness and in doing so increase public
confidence by addressing accountability and professional standards.

Embedding a continuous process of reflection, with the onus on the individual
to keep a record and to learn how to reflect and learn from that process, is intended
to inculcate the idea that continuous reflection is an integral part of a solicitor’s
professional remit. All this is relatively new to legal firms and practitioners alike and
this has meant developing new ways of learning that involve individuals monitor-
ing and assessing their reflections on practice. It also means that law firms have a
responsibility to bring their learning strategies into line.

Karen Battersby is Director of Knowledge Management at national law firm Freeths
where she is responsible for the training and development of firm-wide personnel, a
role that involves ensuring everyone has the knowledge and skills that they need to
fulfil the requirements of their job. Her remit includes implementing the changes in
professional development regulations that replaced the existing continuing profes-
sional development regime with continuing competence. She previously taught the
theory of reflective practice and reflective documentation as diaries using university
assessment criteria on a Master’s degree in Business Administration (MBA) in legal
practice. Her teaching experience indicated that people need time to absorb, apply
and think about the different ways that reflection could be incorporated as a con-
tinuous process rather than a piecemeal response to the last case completed.

In her interview,”’

Karen provides insights into the new regime for professional
appraisal through reflection on practice and gave an indication of the potential

impact the changes may have, stating:

we are now having to say to them, you've got to do this continuous reflection —
and to a lot of them it seems quite an alien concept because they’ve never
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had to do it. Obviously, they are intelligent people and get the idea that they
are thinking about how they need to develop but the recording element of it
seems particularly tricky to some people and this is shared across other firms
who are having to implement this.

Reflections on practice provided by the individual practitioners will provide a
source of information about an individual practitioner’s standard of service that
could be consulted in the event of complaints:

There’s principle 5”' which requires solicitors to provide a proper standard of
service to the public. If say a solicitor had a complaint or negligence claim,
they could look at the L&D reflection and say maybe the reason you did not
meet principle 5 was because you hadn’t developed yourself correctly.

The range of skills required of legal practitioners is expanding beyond legal exper-
tise to business, client care and communication. Reflection in practice is intended
to address deficiencies in expected professional competencies in skills outside of
law. Whilst regulatory bodies are technically responsible for ensuring compliance
overall, in practice, lawyers self-certify and their employers sign oft having carried
out their own internal checks. The individual solicitor has to make a declaration
that they have reflected over the year and undertaken any necessary activity to
improve skills. Many companies have competency frameworks in place based on
the guidelines provided. Procedures for ensuring compliance with the new regime
can, in theory, be checked anytime by the regulatory body and should be available
in case of complaints. Many legal firms sign oft their employees’ records of reflec-
tions in bulk as documented in internal recording systems. On this basis certificates
of practice are renewed.

Where a solicitor cannot produce evidence of reflection, they could have dif-
ficulty acquiring or renewing their practising certificate because they will not be
able to meet their employer’s internal procedures. Ultimately, the individual is the
person responsible for ensuring the requirements of practice competence are met.
Most firms make sure that all bases are covered and share an interest in support-
ing the compliance and continuous development of their practitioners. Practition-
ers are expected to set their own learning objectives within a specified range of
professional attributes and evaluate their progress through reflection, as a form of
self-coaching.

There are inevitably challenges and risks involved in transforming any well-
established system that has been ingrained in the daily practice of a profession.
Some practitioners, finding themselves free of the need to attend and record hours
of accredited training courses, might be less inclined to make time for something
as difficult to measure quantitatively as ‘reflection’. There is a potential risk in the
way that responsibility for compliance is shared between individuals and firms in
that this might lead to inaction where each relies on the other to ensure compli-
ance. It also relies on the integrity of all participants, a recognition of the value of
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the new approach and being prepared to take it seriously. For some less confident
(and competent) people, the temptation to record plans, reflections and outcomes
that never happened might arise. Obviously, this also relies on firms knowing their
personnel well and having checking procedures in place, well before they are faced
with a complaint. More important is the lack of prior experience of the reflective
approach in the legal sector, implying a need for companies to establish support-
ive programmes for learning about the competences required and the standards
expected.

By establishing a new culture of self-directed continuous learning, the hope is
that practitioners will become more aware of what they have to do to deliver a
proper standard of service. If reflection becomes a necessary part of professional
thinking, this can bring benefit by accelerating the learning process. For less expe-
rienced practitioners learning from experience through reflecting and evaluating
the way they behave could speed up the path to higher levels of professional com-
petence — or so it is hoped. Experienced and highly skilled practitioners are that
way because they have had years of facing new situations, solving new problems and
learning from their mistakes. The capacity to reflect on one’s actions, evaluate the
outcomes, learn from the situation and apply the new knowledge 1s integrated into
the best practice of the best practitioners.

The architectural practitioner

Architects have operated between science and art- they have always sat between
the two which means you have to be good at both and that is quite difficult.”

Architects sit at the boundary between professional and creative, and their prac-
tice shares attributes from both. Most architects work in private practices: in the
UK for example a majority (80 per cent) of architects practice as ‘sole traders’,
the rest working for larger operations. For the individual architect, working with
clients means being involved throughout the construction process, adapting their
plans according to budget constraints, environmental factors or client needs. Cli-
ent projects come in many sizes from buildings large and small to minor altera-
tions and major redevelopments. Architects use their specialist drawing skills and
construction knowledge to design buildings that are functional, sustainable and
aesthetically pleasing. They lead or operate in design teams, working closely with a
range of other professionals from quantity surveyors to building services engineers.
As such, an architect has to have a range of skills from personal communications
and business acumen to a high degree of technical knowledge including planning
legislation, environmental impact and financial controls. The pressures that affect
the daily practice of an architect arise from meeting the requirements of busi-
ness require exacting standards, for example, giving good advice about designs,
materials, legal requirements, which are the very substance of practice. Where a
client is not satisfied or the advice proves not to be correct, this can undermine
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professional credibility and personal esteem. Professional practitioners try to live
up to the standards they set for themselves as well as what is expected of them by
clients and society at large. It is a profession undergoing change as the world of the
built environment changes as other contenders arrive to contest the space.

Reflection in architectural practice

The following draws on an interview with Gregory Shannon, Director of LTS
Architectural Practice based in London. The full interview is available online.”

As with all professional practitioners, solving problems for other people is central
to the architect’s work. The challenges that they share with other professions arise
from factors outside their control such as clients changing their minds or financial
commitments. Architects are known to create their own challenges. This can be
especially so with those high performing successful architects. In these cases, high
levels of commitment and effort are made to create outcomes that meet exacting
standards, standards that are set by the architects themselves. It is not unknown for
architects to refine a design even at the last minute if they are not satistied because
they want it to be the very best thing they can do. As Bryan Lawson puts it in sum-
ming up key characteristics of outstanding architects he studied: ‘Architects care
enough to create their own crisis!””*

The architectural profession, as in medicine, law and social work, is expected to
observe ethical codes of practice and operate according to legal frameworks that
can be invoked where practitioners commit misdemeanours or make serious mis-
takes. In most countries there is a body established in law of registered practitioners
entitles to be called ‘architect’.’”” But what is the essence of being an ‘architect’ and
what do they bring to the design of buildings and the spaces people inhabit that
defines the professional?

The architectural profession has been steadily losing ground to other related
occupations such as quantity surveyors and landscape design:

Architects are less and less leaders of construction projects. If you have a con-
struction project that’s not led by an architect but by a building surveyor or
a quantity surveyor or a project manager or a technician, then they are going
to get to a solution in an hour because they are not trying to find something
else in it.

It seems that the public understanding of what architects do is limited and some-
times dismissive. It is not always understood that they bring a distinctive value to the
business of designing buildings and spaces including defining what problems need
to be solved. The specialist surveyor or construction engineer finds solutions to
problems that have been defined already within a specific brief. For the professional
architect, every brief'is a challenge that is open to many solutions but because it is a
process in which it takes time to find the ‘right one’, it is frequently misunderstood.
The architect looks for that ‘something else’, seeking the ‘poetic’ over prosaic, in a
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central cohesive design idea. This where the element of creative thinking comes
into play and is crucial to the value that such expertise brings.

In any architectural practice beyond that of the sole trader, there are different
roles and tasks to be undertaken some of which require more creativity than others.
The architect who typically solves ‘routine’ problems such as sourcing informa-
tion, filling in forms and producing legally viable plans that follow correct pro-
cedure has few opportunities to be creative. This kind of work usually falls to the
less experienced practitioners, often the junior employees in a company, who take
instructions and guidance from more experienced people. Taking on a more crea-
tive role requires an ability to think on one’s feet in the face of complex briefs and
unanticipated turns of events. Being creative involves an open and imaginative way
of working seeded by curiosity and a drive for new forms, a process not dissimilar
to the way artists think and work.

The process of architectural design is often very complex and developing solutions
involves many iterations of proposed designs working with the clients. This requires a
great deal of creative thinking and reflecting. It is through many iterations of design-
ing, construction, and reflection that the architect practitioner arrives at the desired
outcome. Reflective practice embedded in this way is vital because expert knowledge
is not enough by itself. It is the ability to handle unexpected situations and events by
distilling the key elements and dependencies through testing and reflecting that really
matters. Having learnt from that process, it is then possible to identify ways forward.

One of the key challenges that Greg Shannon faces is having a clear vision that
guides the ongoing design process and to which the design team can refer when
compromises are proposed. He describes how that works in practice:

You constantly challenge yourself. If you take the design brief for the temple-
in a half an hour you could arrange a series of compartments which fulfil that
brief- temple hall, kitchen, car park, landscaping. You could come up with a
functionable solution in no time at all. But that doesn’t take you anywhere
near far enough in terms of a solution. | think it’s the difference between mak-
ing something that’s poetic and something more prosaic. You know when
something has an idea at the centre of it and it’s taking it to a conclusion
rather than a shopping list of events that a possible. . . . [T]here’s something
in a project that just clicks when you get the components in the right place
and the right relationship to each other. It's not just an aesthetical concern
although that's part of it because there is some judgement about taste. You
start at the beginning of a project that you can get to something that’s going
to make you happy, make your client happy. You’ve got it in your head- you
don’t know what it looks like but you know it when you see it and until you've
seen it you can’t rest, and you keep fighting it. And | would say that’s what
I would determine are real architects versus people who are just journeymen.
You can’t rest until you’ve found a solution that you think is good enough.
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The idea that you move forward with in the project needs to be coherent
and tough because so many things will erode it on the way. If you don’t start
with an idea that is complete and fully understood and justifiable, it will get
eroded by budget, by planners, by client, by swathes of people.

You are using your senses as an architect and you are having to commu-
nicate in so many different ways on different platforms with different people
during a project. You have to sell something to a politician, to a client, to
a planner, to a building controller, to an energy specialist, to a hall full of
angry neighbours. There are so many different people you have to use differ-
ent nuanced language to drag the project to a conclusion.

As we see from the comments above, architectural practice is a continually mov-
ing, dynamic process that provokes reflection and in turn is guided by it. The key
elements are creative thinking, testing and iterating through making drawings and
what is more, effective communication through dialogue with multiple stakehold-
ers. These are the kinds of challenges that Science Gallery London exemplified for
Shannon and his team. Science Gallery London opened in September 2018 and
is one of seven science galleries around the world. Its role is to being academic
scientific research into the public realm by creating exhibitions made in collabora-
tion with artists. The site for the gallery is a heritage building that was part of the
original Guy’s Hospital, opposite London Bridge Station. The multiple partners
and interests meant this was inevitably a challenging brief, one that leant itself to
finding creative solutions. Arriving at an agreed solution to a complex project with
many stakeholders was achieved through an iterative process of testing and reflect-
ing. The architect’s role is to foster and facilitate that collaborative reflective process:

What does a building need to do to accommodate that? It needs to be very
flexible because you cannot predict the contents from month to month. There
are lots of access issues about multiple events happening simultaneously: you
might have a lecture at one end of the building, dining at the other end, some
retail somewhere in between and a show that weaves between all of those
events starting and stopping at different times of the day. You have acoustic
issues that are the consequences of those different events, traffic flows of peo-
ple, different servicing demands.

What it all boils down to is you have to have a very robust, flexible building that is
serviceable, mostly from the top in our case. You can drop anything down anywhere,
fixing points, water, power, all of those things — very flexible, movable lighting.

The variants on reflective practice that are discussed next in Chapter 3 are to be
found in the practice of the creative architect.
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FIGURE 2.1 The Science Gallery London: LTS Architects

Source: Photos ©Peter Landers

Conclusions

The impact of Schon’s ideas continues to be felt today in well-established profes-
sional development programmes that respond to the directives of new codes of
practice. Introducing reflective practice into appraisal procedures can be limiting,
however, and there is a danger of losing sight of the deeper questions that Schén
raised with regard to how we conceive and interpret the kind of knowing that arises
from, and is used in, real-world practice. Although his challenge to the technical
rationality model of knowledge continues to be relevant, his case for addressing its
negative impact on our better understanding of the true nature of knowledge in
and from practice remains. As yet we do not fully understand the many dimensions
of practitioner knowledge including the role of reflection in practice. By listening
to the voices of the practitioners as they reflect on their work and observing how
they expand their expertise through experience in practice, we can begin to ask the
right questions about the nature of this ‘knowing-in-action’.

The professional practitioners whose voices are heard, through verbal and writ-
ten accounts, can tell us a great deal. We see that individual reflective practice takes
place within a given context and very often in relation to group action; as such,
it is not always amenable to broad generalisations. Another basic tenet of profes-
sional practice is how encountering unexpected events and problems is a normal
part of practice and dealing with it effectively means embedding reflection in every
thought and action. Reflective practice is a continuous and dynamic process and
practitioners need time to absorb, apply and think about the different ways that
reflection is incorporated in everyday action rather than a piecemeal response to the
last case completed. From professional practitioners, we learn too about the value
of understanding contemporary practice through the prism of earlier belief systems
and that a historical perspective enables you to trace the evolution of finding the
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right solutions to seemingly intractable problems. For Schon the entire business
of reflective practice, whether it is reflection before action, in the very moment of
action or reflection sometime after the action, is central to the way practitioners
deal with uncertain, unique, unstable, conflicting situations. They are most likely
to initiate reflection when uncertain as to how to move forward, and the attribute
that marks out the highly expert professional practitioner is knowing what kind of
thinking process will help. These features are exactly why such an approach lends
itself to other forms of practice including creative ones. Later, in Chapter 7, we
consider the subject of learning reflective practice.

In Chapter 3 Reflective Creative Practice that follows, we take a look at creative
practice and how reflection has similar features but with significant differences to that
of professional practice. It s the differences that will be the main focus of attention.

Notes

1 Schon (1991) first published by Basic Books in 1983. The page references apply to the

1991 edition.

Schén (1991, p. 14).

Schén (1991, p. 21).

Schén (1991, p. 69).

Schén’s contribution is the nature of knowledge in professional areas from health,

defence, education, business, the law to building design and construction.

6 A frequently cited example comes from the UK 2016 referendum on whether to remain
a member of the European Union. A government minister gave his unreserved support
for basing one’s opinions on anything but expert advice: ‘I think people in this country’,
declared Vote Leave’s Michael Gove, ‘have had enough of experts’. Anti-expert senti-
ment was soon spreading across the land. ‘Experts’, snorted a caller on Jeremy Vine’s
Radio 2 show, ‘built the Titanic’: https://www.telegraph.co.uk/news/2016/06/10/
michael-goves-guide-to-britains-greatest-enemy-the-experts/ Deacon (2016).

7 ePatients are health consumers who wishing to be active participants in their medical care,
seek knowledge via online communications. https://hitconsultant.net/2014/06/25/
rise-of-the-epatient-movement/

8 Citizen Science is ‘scientific work undertaken by members of the general public, often in
collaboration with or under the direction of professional scientists and scientific institu-
tions’: www.citizensciencealliance.org.

9 Cree and Davis (2007) bring together the voices of social work, both users of services
and the practitioners who provide them. Practitioners were asked to tell their stories in
response to questions about what motivated their entry into the field, their career history
and examples of critical incidents that seemed to make a difference. They were also asked
to reflect on the lessons they learnt that could inform future thinking about the direction
of the profession.

10 Cree and Davis (2007).

11 There is increasing scrutiny of regulatory frameworks for professional practice particularly
in health, nursing and social care. The Professional Standards Authority for Health and
Social Care promotes the health, safety and wellbeing of patients, service users and the
public by raising standards of regulation and voluntary registration of people working in
health and care.Itis an independent body,accountable to the UK Parliament. www.gov.uk/
government/organisations/professional-standards-authority-for-health-and-social-care.

12 Kinsella (2007, 2009): makes a case for this kind of due diligence arguing that the con-
ceptual and philosophical basis for Schon’s theory is stronger if, along with John Dewey,
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we include the contributions of Graham Wallas, Nelson Goodman, and Gilbert Ryle.
Kinsella situates Schon’s thinking within the constructionist view, drawing on Good-
man’s idea that humans actively construct their personal realities and models of the world
using available symbols such as words, images, sounds etc. Goodman’s ‘worldmaking’
surfaces in Schon’s account of the way practitioners shape their individual interpretations
of their world, an analysis that becomes more explicit in a later book.

Ryle’s challenge to Cartesian dualism of mind and body was that the mind’s working
is actually revealed through the body’s actions, which presages the theory of reflection-
in-action and embodied cognition Ryle (1949).

Schoén’s legacy: the contributions he made that may ultimately be considered to have the
greatest value, such as his writings about the relationship between theory and practice
and the role of intervention in learning should however not be forgotten. This work
was undertaken in collaboration with Chris Argyris, himself a significant contributor
to innovative theories of organisational learning. Schén and Argyris came up with new
ways of conceptualising the ‘learning society’ and the theory of ‘double-loop learn-
ing’. They devised highly original perspectives on complex, long standing problems that
affected individuals and organisations at all levels.

Action research has been used to underpin a stream of research dedicated to improving
practice and has, in combination with Schon’s concepts of reflective practice, become an
invaluable feature of ongoing practitioner research.

Argyris et al. (1985).

Dewey (1910).

Dewey (1910, chapter 1, p. 2).

Dewey (1910, chapter 1, pp. 2-3).

Schén (1991, pp. 68—69).

Schén (1991, p. 26).

Schén (1991, p. 280).

Schén (1991, p. 278): ‘“The action-present (the period of time in which we remain in
the “same situation”) varies greatly from case to case, and in many cases, there is time to
think what we are doing . .. for example, a physician’s management of a patient’s disease,
a lawyer’s preparation of a brief, a teacher’s handling of a difficult student. In processes
such as these, which may extend over weeks, months, or years, fast-moving episodes are
punctuated by intervals which provide opportunity for reflection’

See Schon (1991, p. 68).

Schoén (1991, Chapter 2).

Schon (1991, p. 26).

Schon (1987a, p. 218).

‘In the varied high ground where practitioners can make effective use of research-based
theory and technique, and there is a swampy lowland where situations are “messes” inca-
pable of technical solution’ (Schon 1991, p. 42).

Noé (2015, drawing on Dupré (2001) says ‘Scientism is committed to something like
the idea that it is possible to describe the world as it really is in a way that is independ-
ent of our particular interests, needs, values or standpoint (p. 67). He also suggests that it
was Descartes’s view and that everything we experience is ‘mere effects, in our minds, of
processes that are in themselves, without colour and without sound (p. 68). Everything is
pure matter, devoid of quality in other words, it is tantamount to ‘reductive materialism’.
Noé goes on to discuss how scientism has affected the way we approach questions of
mind, consciousness and human nature and also the nature of art. Nog, pp. 67-71.

See chapter 6 for a discussion of the difference between ‘evidence-based practice’ and
‘practice-based evidence’.

Schén (1991, p. 268).

Schon (1991, p. 269).

Schon (1991, pp. 272-274).

Schén (1991, p. 275).



42 Reflective professional practice

34

35

36

37

38

39

40
41
42
43
44
45

46
47
48
49

51

52
53
54
55

Protocol analysis is a research method whereby data, in the form of verbal reports is used
as the main source material for an analysis of the thinking processes of research subjects
(Ericsson & Simon 1993).

Grounded Theory is the discovery of emerging patterns in data and the generation of
theories from data (Glaser & Strauss 1999).

Schén’s method is not as rigorous as many in the research world would prefer. Schén
countered criticism by arguing that practitioner reflection-in-action, whilst different to
scientific method, is nevertheless highly rigorous.

Schoén (1991, p. 276): “There is always a gap between such descriptions and the reality
to which they refer . .. when a practitioner displays artistry, his intuitive knowing is
always richer in information than any description of it. Further, the internal strategy of
representation, embodied in the practitioner’ feel for artistic performance, is frequently
incongruent with the strategies used to construct external descriptions of it’.

This view is supported by an examination of the protocols used by Schén to illustrate
the sources of his theory which reveal the dialogue between experienced and less expe-
rienced practitioners working through situations in a considered manner without the
pressure of clients and service users hammering on the door for attention. Ixer also
points out that the earlier 1974 theory of action research which established the link
between theory and practice as a cyclical process of thinking and doing is a more plau-
sible model for practice albeit less well founded in the protocol studies that came later
(Ixer 1999).

Cognitive Load theory states that effective learning can only take place when the cogni-
tive capacity of an individual is not exceeded. It has come to be used in everyday par-
lance but the relevance to creative actions in the moment remains unknown. Cognitive
Load Theory was developed by Sweller (1988).

Eraut (2007, pp. 403—422).

Bengtsson (1995).

Schon (1987b, pp. 225-237).

Fish (1998).

Fish (1998, p. 12).

In most countries, professional associations award professional qualifications and define
codes of conduct. Statutory regulations impose a framework for legal responsibilities.
Green (2009) identifies four types of professional practice.

Candy (2012, pp. 57-84).

O’Sullivan (2016, p. 309).

O’Sullivan (2016).

Schon (1991, p. 62).

Evidence-based medicine is an approach to medical practice that use of evidence from
research that is classified according to the strength of its methodological credibility, i.e.
systematic reviews, randomized controlled trials. The use of the term has been extended
to decision making that is used widely in health care referred to as evidence-based
practice.

Theories-in-use: building on Argyris and Schon’s (1974) theories of action, two types:
espoused theory, that which the individual claims to follow; and ‘theory-in-use’ that
which can be inferred from an individual’s action and which are often ‘tacit cognitive
maps’ which individuals use to design action (Argyris et al. 1985, pp. 81-85).
O’Sullivan (2016, pp. 200-201).

Marsh (2014, p. 155).

Cree and Davis (2007, p. 154).

In the UK nation and in the US state, organisations issue licences after which the prac-
titioner is responsible for ensuring they are up to date. Registrants agree to abide by the
Professional Code of Practice and there are different regulatory bodies depending on the
country of practice. The training of social workers is framed by relevant laws in areas
where social workers operate (e.g. in the UK the Children Act 1984, Community Care
Act, Mental Health/Capacity Acts).
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Denise Bate: the quotations and discussion come from several conversations since
July 2016.

Cree and Davis (2007).

It is interesting to compare this with the situation of an architect whose building designs
are there for life and against which life-long insurance must be maintained or the case
of someone who takes over the designs of another and is criticized for life for not
doing what the originator found impossible to achieve. Peter Hall completed the Sydney
Opera House after Danish architect Jorn Utzon resigned. But he was pilloried for his
efforts and died broken and destitute. www.abc.net.au/news/2016-01-31/peter-hall-
architect-who-fixed-opera-house-after-utzon-departed/7127160; Peter Hall: www.
sydneyoperahouse.com/our-story/sydney-opera-house-history/the-interiors.html.
Cree and Davis (2007).

Cree and Davis (2007, p. 31).

Cree and Davis (2007, p. 101).

Balloch et al. (1999).

Fish (1998, p. 159).

From an interview with Karen Battersby.

This usually involves at least five or six years of tertiary degree level study (undergraduate
or post graduate as in the USA where the professional doctorate degree is known as a
Juris Doctor — JD); the legal knowledge education is followed by vocational training in
law schools and apprentice-like placements in legal practices. There are different routes
within vocational training according to whether distinctions between different catego-
ries of lawyer exist: e.g. solicitor or barrister or chartered legal executive each requiring
difterent kinds of certificates.

The Solicitors Regulation Authority (SRA) is the regulatory body of the Law Society
of England and Wales: www.sra.org.uk/home/home.page. The General Council of the
Bar, (Bar Council) is the professional association for barristers in England and Wales. It
is a disciplinary and regulatory body through the Bar Standards Board: www.barcouncil.
org.uk/about-us/.

(CILEx) Chartered Institute of Legal Executives is the professional association for
Chartered Legal Executive lawyers, paralegals and other legal practitioners in England
and Wales: www.cilex.org.uk/about_cilex
Toolkit www.sra.org.uk/solicitors/cpd/tool-kit/continuing-competence-toolkit.page.
SRA Statement of Solicitor Competence: full details here: www.sra.org.uk/solicitors/
competence-statement.page.

From the SRA statement of competence: www.sra.org.uk/solicitors/competence-state
ment.page.

Battersby’s Interview appears online at: http://lindacandy.com/CRPBOOK /battersby.
Principle 5 SRA Code of Conduct: www.sra.org.uk/solicitors/handbook/code/con
tent.page.

Shannon’s words from his online interview.

Shannon’s Interview: http://lindacandy.com/CRPBOOK/shannon.

Lawson (1994, p. 145).

The Architects Registration Board keeps the official UK Register of Architects legally
entitled to use the name ‘architect’. The title ‘architect’ can only be used in business
or practice by people who have had the education, training and experience needed to
become an architect and who are registered with ARB. www.arb.org.uk.
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3

REFLECTIVE CREATIVE PRACTICE

In Chapter 3, the nature of reflective thinking in creative practice is explored and
reframed drawing on the views and experience of creative practitioners. Creative
reflective practice involves many interwoven activities, as practitioners search for
understanding through making works of varied forms. We look at creative practice
through the prism of the practitioner process — the activities. The outcomes — the
‘works’ — are considered insofar as they are integral to the process, but they are not
the main focus of attention. Creative practice is influenced by situations that are
different to those that typically face the professional practitioners discussed previ-
ously in Chapter 2 and this has implications for how reflection takes place. Varia-
tions of reflection in practice that provide a more nuanced picture of the reflective
creative process have been identified and five inter-related categories are described.
Practitioner observations about personal practice and the way they appraise and
learn from making works appear as examples throughout the discussion. This is fol-
lowed by individual profiles and interviews with practitioners currently working in
a range of fields including visual and sound art, curatorial and collaborative art and
projects combining traditional theatre and digital technologies.

Creativity has been characterised variously in terms of its contribution to nov-
elty, originality and cultural value." Csikszentmihalyi described it as a process that
can be observed only at the intersection where individuals, domains and fields
intersect.? It can be helpful to classify creativity into three types: everyday, excep-
tional and outstanding. Everyday creativity is valuable to the individual concerned
but the outcomes may not be new in the world. Exceptional creativity may be
evaluated (and valued) by others, usually a peer group but not necessarily by the
wider public. Outstanding creativity is something that has stood the test of time
to become widely recognised and valued beyond the lifetime of the creator.” The
potential for creativity is shaped by factors that are both outside our control and
within it. Research studies indicate that a combination of complex, interwoven



Reflective creative practice 45

factors contribute to success in creative work including genetic makeup, geo-
graphical location, social and economic resources, health provision and educational
opportunity.* Overall, formative life-long experiences contribute in different ways
to the scope for creativity that a person enjoys.

Creativity belongs to everyone but few live a life of creative practice. A life
of creative practice can be an irresistible driving force that demands considerable
expertise as well as the fortitude necessary for survival, often without rewards of
any kind. There has to be a strong element of intrinsic motivation to keep on
doing what you do in the face of indifterence and puzzlement and even hostility.
Nevertheless, for those who persist, the work can be engaging and fulfilling and the
creation of new works has its own rewards and is often transformational for the self.
The practitioners represented here have informed the discussion of creative practice
and the forms of reflection in practice that take place.

Distinguishing creative and professional practice

I make a distinction here between professional practice (as discussed previously in
Chapter 2) and creative practice. This does not imply that professionals are not crea-
tive and creatives are not professional. Clearly there are overlaps, but there are also dif-
ferences. To be a creative practitioner you do not need a licence to practice whereas
if you are a professional practitioner you are subject to legally enforceable code of
practice and you have others to answer to for the way you practice. Neither of these
things applies to creative practitioners — at least when it comes to choosing what to
make and how to make it. The idea of making things to order, so to speak, is not a
primary motivation for most artists, although being commissioned to produce a work
for money, might fall somewhere in that direction. However, differences between the
respective working practices, for example in the degree of creativity needed to solve a
problem, are harder to categorise in absolute terms because each situation of practice
has multiple factors that influence how the practitioner can work.

There are similarities and differences in the process of practice, whether in pro-
fessional or creative contexts. Providing services that meet the needs of people
is not an essential element of creative practice as it is for the professional practi-
tioner. To be able to practice as an architect, lawyer, doctor or social worker, you
have to comply with well-defined educational and training requirements that, on
qualifying, will open the door to a right to practice your profession. For creative
practitioners, the rules, expectations and opportunities are quite different. Whilst
there are designated routes to becoming an artist, composer, choreographer, writer,
director etc., these are not normally absolute requirements. However, whatever the
chosen path, there will be hoops to go through, some more formal than others. In
certain fields, like music and dance, early years training in physical skills is vital but
beyond that phase, there is considerable variation. Practitioners can be musicians
and composers without having specialised qualifications although they would be
hard-pressed to gain a position in a good orchestra or as a teacher without recog-
nised formal qualifications.
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As far as legal requirements are concerned, artists, for example, do not need to
hold certificates of practice to be able to make artworks or installations. However,
in the case of public space art, artists as well as the architects and designers involved
are responsible for the quality and safety of the works and this has legal implica-
tions. Depending on the nature of the public art commission, practitioners may be
required to sign contracts and to take out public liability and professional indemnity
insurances.’ Because of a lack of binding codes of practice, the process that governs
public art commissioning is not without its problems and public art producers can
be frustrated by unwelcome constraints that are not made explicit. A case in point
is illustrated by the rules for public art created by Situations, an organisation based
in the UK that works in the public realm internationally. They found that the
commissioning process often imposed heavy constraints on what artists could do as
well as frustrating the aspirations of local authorities, community organisations, and
other partners: ‘the process was one of resistance rather than shared purpose’. Their
strategy was to devise a set of rules that were consistent with the goal of expanding
ideas rather than being shut down by conventional assumptions.®

Whilst there may be fewer formal requirements placed on the creative prac-
titioner beyond the general rule of law compared to those required of the pro-
fessional practitioner, there are other demands such as building up a reputation
founded on track record and personal achievements. In some ways this can be
harder than following an established career path. The conventional career route can
provide security and opportunities for promotion but at the same time, it imposes
constraints on time and energy to work creatively, which for practitioners can be a
barrier to fulfilling their creative ambitions and dreams.

Although creative practitioners do not have to obtain a certificate to practice
and have their practice legally validated, nevertheless, many find benefit from join-
ing professional associations or trade unions whose role is to further the interests
of your field of practice. London is awash with royal societies that have long and
distinguished histories extending to all manner of scientific and arts fields in which
they are highly active in promotion through awards, events, exhibitions and pub-
lications: e.g. Royal Society of Biology, Royal Society of Arts, the Royal Society
of Sculptors.” If you want a professional career as an actor you become a member
of Equity.® As a trade union it cannot guarantee you employment nor help you
find any, but the Equity card you receive with your unique stage name stage will at
least, give you a feeling of being a professional actor especially when you're starting
out. In the USA, SAG-AFTRA- Screen Actors Guild joint venture with American
Federation of Television and Radio Artists, has a stronger influence than in its UK
equivalent; it is also harder to become a member and costs more.” Although the
main aim of these, and similar organisations in other countries, is to negotiate pay
and conditions, there is also the more general aspiration to promote the idea of
professionalism in the creative industries as a whole in the way social work, law and
medical professions are recognised. '’

Historically, certain institutions have imposed judgements on what was
‘acceptable’ as art, such as the French Academy Salons.'"' Some artists wishing
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to be successful, court acceptance by the establishment, but there are those who
reject the very idea of conforming to norms and conventions. Many practition-
ers have traditionally decried the stultifying influence of the academy on creative
fields especially in visual art. This is because they have had a reputation for shun-
ning those who challenge the status quo. The barriers imposed by the Paris Salon
exhibitions were countered by the Salon des Refusés'> which showed works
of those who were refused access. Equivalent institutions today remain power-
ful arbitrators of success. National and international awards such as the Pulitzer
Prizes,"” the Turner Prize, organised by the Tate Gallery' and the Man Booker
award for literature'® can have great influence on a practitioner’s prospects. Such
public recognition propels an individual into celebrity status bringing greater
opportunity to exhibit and sell works. The increased visibility alone is highly
valued and can be very helpful in furthering a creative career. Having said that,
being judged and valued in this way is only available to a small proportion of
creative practitioners.

To some practitioners, even today, the contemporary versions of the academy
represent too much constraint on creative work that challenges existing norms or
merely does not fit with contemporary fashionable trends. Many practitioners look
for alternative opportunities to further their practice and are adept at finding new
models outside the established organisations. The internet is one such avenue that
has afforded alternative ways of building networks and promoting work and there
are emerging forms of collaborative collective groupings that provide support in
different ways (see Chapter 4 on Reflective Collaborative Practice).

Universities also have a role in establishing training grounds for creative works
at undergraduate and post graduate level. This is where aspiring new creators can
learn methods and techniques for making new works and at the same time, sit at
the feet of, or rather in today’s inter-connected democratic world, rub shoulders
with, the chief practitioners of the area and start to build up a network of their
own. One of the practical benefits of academic training and familiarity with its
rules and norms is the opportunity it can offer for employment. Working as a
teacher or assistant as a way of supporting unpaid creative work has a long history
that continues to this day. Many practitioners teach to live and, in parallel, make
creative work. The benefits of this support for creative practice are immense and
largely under-valued in the wider world, and dare I say it, even within the creative
communities themselves.

Those aspects of creative practice that are intrinsic to its value and that motivate
creative practitioners in what they do, are unlikely to be dampened by the kinds
of judgement criteria imposed by established institutions as mentioned earlier. An
exception is acquiring funds for making and exhibiting work when you have to
adhere to a tightly specified commission or meet strict requirements for eligibility
for a grant. Because creative practitioners are not accredited in the same way as pro-
fessional practitioners, this leaves more room for flexibility in determining the kind
of career path to follow. However, what differentiates a creative practitioner from
a professional practitioner in respect of their thinking and actions goes deeper. By
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taking a closer look at the nature of creative reflective practice from the practitioner
perspective some of these characteristics can be revealed. One of the first areas to
consider is what motivates the making of works and what inspires the choices of
subject and ways of working.

Reflection in the creative process

Reflective time engages us intrinsically in a sharply focused attentive mode of
functioning. Artists in particular give themselves over to virtually continuous
reflective time placing reflection at the heart of the creative process.'

Artists are often asked where the seeds for new works come from. Do the ideas
emerge spontaneously in a serendipitous way? Or do they emerge from chance
encounters in the world or from committed social, environmental or political con-
cerns? The answers are as varied as the art itself.

The sources of inspiration for creative works are often unspoken and not nec-
essarily obvious at the time but emerge on reflection further down the line. For
the creators themselves knowing why they do it is bound up with the doing itself.
For artists, the many facets of creating a work of art are not revealed as a result of
an explicit reasoning process, but rather the art making is itself a way of trying to
understand what it is really all about. American artist, Robert Smithson expressed
the puzzle that is being an artist in this way:

My art is incomprehensible to me, and I wish somebody would tell me what
it is all about. ... On one level my structures might be parodies of obsolete
science-fiction type architectures, and on another slippery forms and spaces.
One could also say they have a ‘non-content’. I really don’t know what they
are, that’s why I do them."”

Like Smithson, many artists, faced with the all too frequent — ‘what does it mean?’
question find it difficult to answer. Often the ‘meaning’ resides in the questions the
art provokes, what they have learnt from the making and how they arrived at new
understandings. This is not easy to articulate, especially in advance of the doing.
Once made, the creative works are readily accessible, are visible, open to scrutiny
and reflection, and not only to the practitioner. For those outside the art making
itself, but nevertheless fascinated with it, this has led to a focus on the art objects as
sources for critical and historical commentaries. It means that there has been much
less attention paid to the making process seen from the practitioner’s perspective.
This situation is changing everywhere as curators, historians, and practitioners alike
are beginning to value the process of art making alongside the works. A change in
perception about creative practice is also taking place because of the arrival of the
practitioner researcher. This has made the creative process and the new understand-
ings that emerge more available as a result of research articulated in written form.
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This phenomenon occurs in areas of creativity where making artefacts and reflect-
ing on them through research are inextricably inter-twined. This theme is taken up
in Chapter 6, Reflection through Research.

The creative process requires conscious reflective practice as well as the ‘intui-
tive’ processes of creativity and artistry. Serendipity is frequently mentioned but its
role in coming up with entirely new ideas does not appear to be the mainstay of the
creative process, but rather occurs as an occasional moment of unexpected insight.
Ideas do not typically arise in isolation but emerge as part of a longer standing
vision that guides a continual stream of creating works. For example, when asked
about the origins of new works and where the initial ideas came from, the part
played by prior work is frequently mentioned. The contemplation of an existing
work might set in train ideas for an improved version of the original. Earlier works
could also be triggers for a more fundamental change of direction that proves to
be transformational to the practitioner’s way of working. Reflection on existing
works may influence ideas of the present moment in different ways. Are they seeds
for inspiration in themselves or do they enable a practitioner to learn what to do
differently? Is there a temptation to change the work, having thought of other
ways of doing it? This is not unusual and there are anecdotes of composers never
really finishing a musical piece but continually returning to alter or embellish it in
some way. The fact that artists liked to re-visit their ‘finished’ paintings armed with
brushes was enshrined in ‘Varnishing Day’ at the Royal Academy of the Arts when
famously the English painter J. M. W. Turner would touch up his exhibited work,
a tradition that continues to this day.'®

What is evident across all creative fields is that the making of works is in itself an
‘investigation’ in which the practitioner explores and experiments with materials
and forms. The idea of art making as investigation is one that is familiar to artists
but is not necessarily understood by the art appreciating public for whom the out-
comes themselves are typically the measure of art and the success of the artist.”” The
creative investigation is a process that can give rise to challenging questions that do
not rely on achieving success in the world. The immediate concern is less about
whether the work is a success and is much more ‘Does this work take me forward?’
Appraising works does not involve asking questions such as ‘Is it beautiful?” but
rather ‘Does it help me understand where to go next?’, or “What have I learnt from
this?” Often it is important to experience the unexpected, to be surprised. For some,
this last is the main point.

In a life of creative practice, these investigations ultimately represent a continu-
ing quest to understand the human condition, explored in sensory, psychological
and social ways. At the micro-making level, the investigation includes asking ques-
tions that will shape the thinking and making to follow. Nico Muhly, American
composer gives a richly articulate account of his creative process. He begins by
devising a map for the creative journey (he calls it an ‘itinerary’) that he is about
to embark on before any musical notes are created. Essential to the creative process
are the specific questions that direct him towards certain qualities he wants for a
particular piece of music: for example, the dynamics or rhythmic complexity, the
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number of voices, or instruments, which in combination determine the quality of
the sound.

[What are the textures and lines that form the piece’s musical economy? Does
it develop linearly, or vertically? Are there moments of dense saturation —
the whole orchestra playing at once — and are those offset by moments of
zoomed-in simplicity: a single flute, or a single viola pitted against the tim-
pani, yards and yards away?*

As well as guiding the making music process, these questions establish the criteria
he will use for assessing whether he has achieved his intended outcome.

Many practitioners are driven by a curiosity that breeds a state of restlessness and
a compulsion to move out of their comfortable, familiar zones. This engenders a
state of uncertainty and can be fertile ground for generating new questions in an
ongoing search for greater understanding. By devising new frameworks, adopting
novel methods or simply deciding to change materials, instruments or tools, prac-
titioners create challenges that shift their perspective in the making process and
open up more searching pathways. The desire for deeper understanding through
self-imposed challenge is crucial to achieving a sustainable creative practice. Con-
tinual reassessment takes place that is often an integral part of the process. Whether
the approach is systematic or improvisational, it is not uncommon for changes to
take place. Sometimes the reassessment occurs with hindsight having recognised
that certain influences have taken them in a direction they no longer find produc-
tive. Being open to change can occur at any time and for some practitioners, it is a
normal part of practice. Others take years to hone a method to a level with which
they are satisfied. Many are continually seeking new approaches and methods and
in doing so bringing new ways of thinking into their practice.

For creative practitioners, being successful takes different forms. How they think
and feel about the artefacts, events and other outcomes will be crucial. Whilst
achieving a ‘good’ outcome is important, this is not the only measure of success. It
seems as if the process as well as the product has to be good, although it’s the prod-
uct that matters ultimately for most. One reason for using a clear, even systematic,
process is that it helps the practitioner to analyse where things worked well or went
wrong. A process that is clearly visible retrospectively makes it easier to reflect on
the activities that have taken place and learn from them. Some would contend that
a process that is unclear to the point of not being ‘visible’ or fully ‘knowable’ does
not lend itself to moving forward because, without transparency, it is difficult to
learn. R epeating one’s mistakes becomes a real peril. Nevertheless, many practition-
ers work in a more ‘reactive’ rather than reflective way, being guided by serendipity
and ‘intuition’. This approach acknowledges that much of what is done creatively
is not subject to systematic analysis but rather emerges from emotional and intui-
tive origins that are embodied in the acts and artefacts in a mysterious way. The
process is then less open to analysis. This topic is expanded later in a section called
Non-reflective action.
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Creative practice involves a continuous exploration of ideas, materials and tools
both prior to and during the actual making process. Such ‘investigations’ run in par-
allel with the design and making of artefacts and installations and there is a continu-
ous appraisal of whether something ‘works’ or not. These iterative processes are key
to the way a practitioner creates and reflects. The process of making something can

facilitate a form of ‘thinking through making’

as the practitioner moves towards
knowing how to move forward. Thinking through making, as a conceptual frame-
work for understanding the nature of creative practice has not received the full
attention it warrants. The study and practice of embodied cognition extends the
scope of reflective creative practice further in the context of thinking through the
body. This is discussed further in Chapter 5, Digitally amplified reflective practice.

Making a work and then reflecting on the process and outcomes, is a pathway
to understanding some of the underlying questions and assumptions: we might call
them ‘working hypotheses’ or ‘theories in use’.”? Typically, such questions have not
been articulated beforehand. The role of reflection has proven to be highly eftective
in supporting this process. This is nowhere more evident than where the practi-
tioner undertakes research in creative practice as discussed in Chapter 6, Reflection
through research.

Andrew Johnston is a musician, digital artist and researcher. In his creative practice,
he explores new forms of interactive environments for artistic performance. For
his research, he made virtual instruments for live performances through which he
developed a model of interaction and strategies for designing conversational interac-
tive systems. Reflection in practice is embedded in his way of working as a maker of
digital art systems as well as a researcher. His observations indicate how for him, there
are a number of variants of reflection in and on practice that are not compartmen-
talised in a neat and tidy manner and yet are fundamental to the many dimensions
of creative reflective practice.” He describes the variants of reflection in practice that
pertain to his own work and which he observes in the practice of others:

Reflection throughout Creative Life: | suspect that everyone engages
in reflection-in and reflection-on practice continually in all aspects of life.
In the work | do there is continual movement between reflecting on the
immediate situation — and placing what we are doing in a larger context
and ‘reflecting-on-action’.

Reflection at a Distance: | try not to evaluate consciously. . . . | will
often be in the experience mode but other times there is an evalua-
tion thing that comes in. As you are experiencing that you may find
something that’s getting in the way of you experiencing it fully and
you'll try and identify why . . .

Reflection on Surprise:. . . . like a happy accident. A serendipitous thing
where you say well that wasn’t actually as we rehearsed it but it worked.
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It could be a little nuanced thing that | would notice because | know that
it's not the timing we rehearsed. . . . That’s why you do live performance.
Reflection through Research: There are times when you do sit down
and say now | am going to rethink what’s happening. Then there’s a
more formal process where | have the researcher hat on. This is where
you are looking at your own practice and reflecting on that and you
are looking at other people-reflecting with them, talking with them,
interviewing them about their thinking and seeing that they had quite a
different conception of stuff to what you had. And then you are writing
that up and trying to make sense of it. | am quite interested in using
discussions, interviews with others involved in these projects as a way of
reflecting on action. When | do this, it helps give me new perspectives
on what has been going on. This is a kind of assisted reflection or reflec-
tion from outside my personal frame of reference. | think that running
these as ‘interviews’ helps by giving everyone ‘permission’ to ask the
naive, obvious questions which lead to higher-level reflection-on-action.

In his interview on page 73 Andrew talks about his creative practice and col-
laboration with Stalker Theatre Company.**

Reflection in creative practice is a multi-faceted and pervasive process that is
embedded in the practitioner’s way of working. The dimensions of reflection are
varied and change according to the context and the stages along the way towards
an eventual outcome. Practitioners exhibit all types of reflection in practice. I will
discuss the variants of reflection in the sections to follow illustrated by practitioner
voices whose interviews appear at the end of the chapter.

Variants of reflection in creative practice

From my many conversations with creative practitioners, it has become clear that
reflection-in-and on-creative practice is a multi-layered phenomenon that has tem-
poral constraints and dependencies that are contingent on the type of activity in
hand and the particular scenario. By focusing extensively on creative practice from
the practitioner perspective, I have come to understand that the divide between
reflection-in-action and reflection-on-action as Schon characterised it and as out-
lined in Chapter 2, Reflective professional practice, is too broad to account for the
variety of reflective activities and situations in the creative process.

Amongst the practitioner accounts represented in this book, supplemented by
studies in the broader landscape of creative practice, reflective thinking occurs at
different levels of granularity during and after actions takes place. A number of
categories of reflective thinking have been identified:

¢ Reflection-for-Action
*  Reflection-in-the-Making Moment
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¢ Non-Reflective Actions
¢ Reflection-at-a-Distance
*  Reflection-on-Surprise

These variants on reflection in and on action happen throughout reflective crea-
tive practice. How and when particular types of reflection occur depends upon the
nature of the activity, the point reached in the making process and whether differ-
ent actions are needed in the light of lessons learnt. I call the first variant ‘reflection-
for-action’ and discuss it in the following section.

Reflection-for-action

Reflecting for is mainly about reflecting about what the constraints of a project are.

Reflection-for-action precedes action in the present moment as part of the intensive

preparation required for certain kinds of actions.*

It involves contemplating previ-
ous actions, thoughts and achievements in order to understand the implications of
what has taken place and learn how and where to go forward. It includes reconsid-
ering existing works and products and reviewing relevant knowledge with a view
to determining ways of proceeding. Reflection-for-action is a regular feature of
designer practice and an area of close similarity between design and art especially
where the projects are of a larger scale and include requirements to meet public
needs whether as prospective customers or audiences.

When making a physical form, a sculpture for example, there is the roughing
out on paper, testing types of materials, building models, discussion with other peo-
ple, and so on, during which conscious reflection takes place. There is a great deal
of decision making to be done: ‘I chose this material over this because it fits the
purpose’ or ‘I'm going to work within this space because it is right for the piece’,
all of which involve deliberated rational thought. This is a pattern that pervades an
individual’s practice and not only in the moment: the practitioner is continually
aware of their process and how it changes and develops over time. Past processes are
bought forward into present projects and adaptations based on previous learning
are incorporated.

A key element of reflection-for-action is the ability to identify the kinds of
constraints that will have an impact on the anticipated work. Being faced with too
many options can be paralysing and it is a useful skill to have a way of handling
the complexities and conflicts before embarking on a new work. The results of
the reflection-for-action may be returned to throughout the making of a work. If
actions are to have the potential to move the practitioner forward, it is necessary to
consider what has already been done and to assess the available options. This aware-
ness makes it possible to reflect and learn from past outcomes and is preparation
for future action. In the context of creative work, it represents the all-important
preparatory activities that precede highly intensive actions taken in the present
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FIGURE 3.1 Person interacting with Just a Bit of Spin, Powerhouse Museum Sydney
2007

Source: Photos by Brigid Costello

moment. (See Reflection-in-the-Making Moment to follow). An example of reflection
for action in the practice of an artist with extensive experience in designing and
making digitally controlled installations follows.

Brigid Costello is an artist working at the boundary of design and digital interaction
to create participative art experiences. From her research into audience behaviour,
she developed design strategies and a model for classifying different kinds of play
that contributes to the fields of Games Design and Human-Computer Interaction.
Her works bring objects to life through animation that relies on playful and rhyth-
mic elements, themes which she explores in her book on this subject.”’

The statement in the following box captures Brigid’s perspective on reflection-for-
action and the starting points and stages of creative reflective practice. Her need
to identify constraints and reduce risk is a necessary element of making works for
public spaces where the quality and robustness of the artwork is central to her crea-
tive process. For Brigid, ‘reflection for’ represents constraint identification and this is
followed by ‘reflection during’ the making process and the highly significant role of
‘reflecting after’ all is completed, when what is learnt feeds into her understanding
of what has been achieved artistically and, moreover, how this informs future works.

For me practice often emerges out of theoretical thinking but | don’t see it as a
direct cause and effect relationship. The practice is not trying to represent the
theory. It’s definitely a more complex back and forth reflective process.
Reflecting for is mainly about reflecting about what the constraints of
a project are. At the start of a project you are faced with an array of possible
approaches and that can be paralyzing. So, when you say ‘l am going to make
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something’, you need to first make a few key decisions about practical con-
straints. For instance, is it going to be exhibited? How much time do | have?
Do | have to send the materials overseas? Who is going to install it?

Following that there is the process of reflecting during while you are
actually making the work. It won’t end up necessarily as you have imagined
the work at the start because you definitely change your ideas as you go along.
The reflection during process is really about shaping the artwork to satisfy your
artistic intentions. During that making process, the work transforms into what
it will eventually be and then there’s major reflecting afterwards.

Reflection about how successful you have been at preserving the spark
of your concept. Lots of learning goes on too. Finding out unexpected things
that work or don’t work. Observing the myriad ways that people might inter-
act or behave around a work. Often that feeds into other iterations of a work or
into future things that you might create. | think that is a form of reflection . . .
after the making process to reflect on what else can be done. And to generate
a desire to take your ideas further . . .

Reflection at a distance: I've spent many hours in gallery spaces observ-
ing and recording audiences for my own and other’s works . . . those hours
have given me a much keener eye for noticing the detail of audience engage-
ment. Of course, all that reflective thinking then feeds back into the things
that | create.

In her interview on page 78 Brigid expands on the relationship between think-
ing and making and the role of research.

Reflection-in-the making moment

I put the colour that I am thinking of putting on the canvass, onto the making
tape so I can see that colour almost where it’s about to go. It isn’t perfect .. . so
‘that is not going to work and I need to put a little more blue in it’. I can see it’s
too dark, needs to be a bit lighter.

Reflection-in-the making moment is a form of reflection-in-action that is characterised
by the immediacy of action during a closely inter-twined reflective thinking and
making process. It occurs as actions are being taken and can occur for relatively
brief moments of time. This kind of reflection takes place in response to a specific
action in fleeting pauses, sometimes in short breaks, sometimes brought about by
external interventions or interruptions. These moments make space for reflection
on the detail of a work in progress and involve working with the ‘material’ of the
situation whether it is paint, musical notes or computer code. The scale of the
activity is crucial and the timeframe, for example, in painting, from making a single
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brush stroke to the finished painting, embraces many pauses and break points. The
breaks in the process can happen at any point and for different reasons: the oppor-
tunity for reflection depends upon the trigger for the break. Questions crop up: Is
this colour/line/position right? I wasn’t expecting it to do this — what now?

An example of reflection-in-the making moment is in the mixing of paints. This is
often a process of experimentation to find the right colour, something the artist is
not always able to pre-determine exactly because of the effect of light and surfaces
on visual perception. Only by actually mixing the colour, applying and testing it by
eye can you to judge what works for that composition on a specific surface. The
reflection is the process of assessing what the effect is each time a new colour is
mixed and applied. A colour is assessed visually but note, not verbally. This is the
‘deep looking’ moment of painting in action when the artist is aesthetically aware
in a perceptual sense that a colour seems to need a bit more ‘something’. One way
of putting it is to think of the paint and the colours ‘talking back’ to the painter’s
perceptual senses through the conduit of the eye. There is a fast turnaround in
the practitioner’s reaction to combining materials until a point of satisfaction is
reached.”

There are multiple layers to reflective practice in the making moment. The
reciprocal relationship between reflection and making is a key aspect of reflec-
tive creative practice. The materials, the tools, the technologies are important ele-
ments that facilitate and at the same time, shape the thinking and making process.
Reflection in the making is closely intertwined and can occur in short turnaround
moments as well as longer periods of time. The notion of an intertwining of what
we see and how we express it through creative expression is a well-known theme
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in, for example, the philosophy of Merleau-Ponty.” From an anthropological per-
spective, Tim Ingold characterises ‘making’ as an inherently mindful activity in
which things emerge from ‘the correspondence of sensory awareness and material
flows in a process of life’. He describes how learning takes place through a direct,
responsive engagement with physical materials.”’ For example, using wood as a
material, a craftsman requires a practical and physical responsiveness to create a
well-crafted object. This analogy can be extended to apply to sound design and
sonic art, and how sound works through its materiality and the process of under-
standing its properties.

The reflection that takes place as practitioners manipulate and shape materials
is integral to that process and so closely intertwined that there is often no per-
ceptible difference between making and reflecting. Artists experience the act of
drawing as a way of seeing, as ‘a kind of reflective conversation’ with the materi-
als of a design situation.* Through drawing, the artist sees what is there, draws in
relation to it, sees the result, judges its quality, learns from it, and draws again. If]
in this process unintended consequences are discovered and judged to be good,
this has a key role in justifying another move. An important background point is
that, because we have limited cognitive capacity, we cannot consider in advance all
consequences of actions relevant to our reflection on the result.” That is why the
process of iteratively drawing-seeing- drawing again is essential to the evolution of
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the practitioner’s understanding. Reflective practice involves multiple iterations of
making-seeing -> reflecting-> making again-> reflecting again’. The learning that
goes on throughout the process advances knowledge in practice. This can help to
build knowledge and foster the development of practitioner appreciative systems,
for which conscious reflection is vitally important.*

For many practitioners, reflecting in the making moment is a significant part of
their creative practice. Some practitioners devise and refine frameworks and meth-
ods for this over many years, which become deeply embedded in their working
practice. ‘Tacit knowing’ of this kind is akin to habituation but has wider implica-
tions for the practitioner’s working style. One strategy is to devise a rule or system
that combines the tightly constrained with loosely defined options. The artist who
devises a rule to follow may apply it carefully at the beginning but over time, the
actions begin to take on a life of their own and the work ‘paints or draws itself’.
A rule is needed to start the process but is then allowed to run freely. In the example
of music improvisation, the preparatory process for action may require a high level
of immediacy: observing, listening and thinking about what other improvisers are
doing and working out a way to respond before entering fully into the moment
of making. The value of making tacit knowing explicit is reflective practice’s con-
tribution to discovery and learning. Nevertheless, in certain kinds of intense crea-
tive work at a critical moment, some practitioners develop ways to put conscious
reflection aside.

Allowing the self to ‘go with the flow’ represents an experience that practition-
ers find compelling and at the same time, hard to disentangle from emotion and
feeling. In creative work, there are times, for example, during group improvisation,
when pausing to reflect is not appropriate or indeed, possible. Those who program
computer code also recognise it as an absorbing and immersive experience. The
term ‘flow’ has entered the language of creative people when trying to describe
this state in the context of their own practice. Being in a flow state is when you
lose track of time and your entire being is focused on the work; it is when you are
balanced between finding the effort a challenge but at the same time very doable,
something that many find immensely satistying in itself. The concept of ‘flow’ con-
veys the experience when conscious reflection gives way to intense focused con-
centration and a sense of control combined with a loss of time awareness.™ This is
not to be equated with ‘intuition’ although it is a state that seems to bridge con-
scious and unconscious action, and therefore, has similar qualities.

In group musical improvisation, the idea of ‘flow’ has a particular kind of res-
onance because of the immediacy and responsiveness required. The sounds are
made in the moment in response to sounds made by other performers. The action
involves filling a space with a sound so other people can respond and that requires
on the spot invention. That process is repeated for as long as the session continues.
In such a situation, the process and the outcomes (the music) operate in a highly
reflexive and integrated way such that the practitioner’s awareness of time is altered.
As he makes music responding to other musicians who are also responding to his
sounds, if the improvisatory skills are well matched and the musical interaction
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develops well, it reaches a point when each performer ceases to look for how to
respond and enters a state where conscious thinking is not needed. In a sense, it is
like an animated conversation amongst close friends.

Roger Mills*® describes the implications of the ‘low’ state on his state of awareness
during improvisation with several musicians who are playing across the Internet
and therefore not in the same physical space. This improvisatory music making
occurs only in the moment when there is no room for reflection. Moreover, it
seems that what is made in sound can never really be experienced except in that
moment. Listening to a recording of the same musical event inevitably provokes
reflection because it reveals things that were not registered at the time. His reflec-
tions on the nature of flow in improvisation follows.

Once I'm in an improvisation, at a certain point | get into what Csikszent-
mihalyi describes as a ‘flow state’ where temporality becomes distorted and
| essentially get lost in the music. Once you get to that point of completely
locking into the challenge of improvising with other musicians, that’s when
you start to lose track of time and actually what you played . . . so listening
back to the ‘product’ in the recording, you can hear things in it, sense things
in it that you don’t remember being there . . . you've actually gone into some
sort of ethereal state. . . . In improvisation, what you capture as an artefact, as
a recording in other words, is not a true reflection of what the performers and
audience experienced at the time. That experience is actually more about the
interaction between performers, in a musical or sonic moment, and you can’t
ever really capture that. You can only ever capture a recording of it, so there
is always this sense that it is incomplete, although sometimes a recording will
also reveal things you don’t remember.

Improvisation in music performance is readily understood because we can eas-
ily appreciate the intense absorption and immediacy of response such an activity
requires. A similar state also occurs in other types of highly focused creative activities
sometimes where there may be different layers of thinking going on at the same time
but none of which is directed specifically to the task in hand, for example in drawing.

In the interview on page 82 Roger describes his state of awareness during

improvisatory playing across the internet.”’

Esther Rolinson™ is an artist whose carefully structured approaches to making art
involve a high degree of preparation through reflection-for-action. This prepared-
ness is a precursor to moments of making that require less conscious thinking. Dur-
ing the drawing process, when thoughts intrude, she notes — ‘acknowledges’ them
but then consciously ‘lets them go’ as if in a meditative state, a form of reflection in
the making moment. The mind is consciously prepared for the drawing actions in
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FIGURE 3.2 Drawing and Maquette in “Ten Thousand Thoughts’ series

Source: ©Esther Rolinson. Photos by Linda Candy

the moments to follow. She applies simple rules for each line and direction that are
repeated across the drawing space. This enables a more fluid process to take place
by disassociating the drawing action from conscious thought. The drawings are the
source inspirations for that sculptural installations that emerge as subtle and com-
plex 3-dimensional shapes. The relationship between drawing and sculptural form
is essential to the evolution of light and movement elements.

The drawing was made for the sculptural system “Ten Thousand Thoughts’. It has
a tension between order and motion that recurs in different forms throughout the
artist’s practice. The maquette was made for the installation ‘Revolve’ for Curve
Theatre Leicester 2017. The work follows the rhythm of a straight line, a curved
line and a twisting line. In her interview, Esther describes a state where from a start-
ing point, an idea for a fluid shape, the drawing begins to take on a life of its own
and gives back something unforeseen. Her awareness of things outside the creative
activity is deliberately ‘disallowed’ in the interests of giving precedence to the draw-
ing actions. It also can lead to surprise at the result, a subject I will explore later.

I have lots of layers of thought at the same time. | might be thinking about peo-
ple, anything really mulling things over. . . . You’ve got lots of other things in
your head as you are drawing and | try to let go of them actually. | try to go well
it's just weather coming- the thoughts about everybody until it becomes less
and less. . . . | thought | am going to do a drawing and just stuck some paper
on a wall very casually and | started to draw something . . . but it didn’t look
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anything like | expected it to. And | felt really like the work was teaching me and
that | had to let go of my ambition to make something and to forget about that
and | couldn’t predict anymore and be so in charge and | had to be quiet and
wait for it to come to me. . . . [I]t’s like you are allowing at that moment kind of
unconsciously and consciously at the same time and so you can be unconscious
and forget about yourself and all the things you might think about, the people
all sorts of things passing through but then you have forgotten about even
thinking. And then you think oh that’s not what | had in mind at all!

Esther expands on her creative practice and the role of collaboration in her
interview on page 86 and online.”

Non-reflective actions

If 'm happy with it, I try to stop thinking and sink into the process. There is
reflection up to a certain point, then ‘go with it’.

Creative actions sometimes seem to come almost automatically from deep within,
perhaps from emotional or aesthetically charged forces. It’s an experience that is
very familiar to most practitioners. The word ‘intuition’is typically used to describe
our ability to understand or act without having to reason it out analytically. Intui-
tion is seen as something like a bridge between the conscious and non-conscious
parts of our brains whereby we make successful decisions without deliberate ana-
lytical thought. Many people experience a phenomenon where they do something
without being consciously aware, but the underlying reasons for this are hard to
unpick. This is because we have yet to find ways of separating the phenomena from
the particular context or scenario in which it occurs.

When we act intuitively, is it instinctive, inherited or learned? In nature, many
animals know which fruits to avoid eating and where to find water or safe places
to have their young. When threatened, animals, including humans, react very fast
because their physical systems are geared to do so. How much of this is innate?
How much is learned? Humans are learning creatures who absorb information for
specific purposes, which then becomes implicit in what they do and think. High
levels of knowledge arising from experience leads to expertise which is then hard
to express explicitly but which nevertheless, is used in practice.* Unfortunately,
research is not offering compelling evidence, at least so far.*!

In relation to creative practice, for want of a better term, I have referred to this
phenomenon as ‘non-reflective’ action, a category which includes actions arising
out of habit as well as those referred to as ‘intuitive’. There are a number of dimen-
sions to this. A simple statement like ‘I don’t think about it. I just do it’ expresses a
familiar experience for many of us when we take an action coming out of nowhere,
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as if we are acting almost involuntarily. We have not consciously had a thought
that says now draw these lines or play this set of notes; we have acted spontane-
ously, perhaps responding to the feel of the pencil moving on the cartridge paper
or the touch of the ivory keys on the Steinway piano. Many creative practitioners
irrespective of their field know the feeling of being immersed in the activities as
if they were led by the instrument or material in use. In those kinds of situations,
we might think of the ‘T don’t think I just do it’ scenario as ‘non-reflective’. We
act but are not conscious of thinking about the minutiae of the specific actions. ‘I
don’t know why I did it that way. ‘Must have been intuition’ is a frequently used
expression for explaining this away. These moments are experienced as ones where
the unconscious mind appears to take hold and acts independently of the rational
conscious mind.

Actions that arise through habit and familiarity can easily be conflated with
intuitive actions and they are almost as difficult to describe. It is important to dis-
tinguish between creative actions and habitual actions that are spontaneous, the last
being ingrained by repetitive learning over time. Only in a superficial sense, are
creative intuitive actions comparable to those habitual actions that we assimilate
deeply through repetition. Many of our activities fall into the habitual category:
driving a car, playing an instrument, singing a song, dancing the waltz, or cooking
an omelette, and once learned have no need for conscious thought, and even less
for creative thought. We are beginning to understand more and more how these
ingrained activities reside deeply within the brain such that even when dementia
sets in, they are retained in memory.* Different activities require degrees of atten-
tion, the habitual (driving on ‘automatic pilot’), the spontaneous (dancing for joy),
the responsive (the ‘tingle factor’), and do not invite reflective thinking. They also
allow us to do other things in parallel, for instance, driving while talking, cooking
while listening to radio, etc. Habitual actions are basically learned repetitions that
are necessary for effective and smooth processes to take place.”” They should not be
confused with creative actions.

Many practitioners would say that intuitive actions arise spontaneously during
creative work when they are fully absorbed to the extent that they lose a sense of
time passing, and there is little or no room for conscious decision-making. It is not
possible to separate the thinking from the making, so demanding and intensive is
the creative work. Indeed, at these times, pausing to think in a conscious considered
way would get in the way of the action. Acting spontaneously in a creative way is
what children do readily and easily and is a natural inclination in all of us. Just as
the urge to draw, to sing, to write, to dance can arise at any time, so is the desire to
create something new and the temptation is to ‘just do it’ and see what happens.

Referring to creative thinking as ‘intuitive’ is very appealing because it simplifies
what is felt to be an elusive, probably unknowable, process that is near impossible to
describe. The phrase ‘sacred gift of the intuitive mind’ captures some of the rever-
ence with which it is associated* and exemplifies the mystical over rational expla-
nation. Is this description of what happens adequate or even near to the truth of it?
I suggest that there are other ways of looking at this widely held notion.
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When people say ‘I don’t think. I just do it’, it is a way of describing a moment
of action that escapes definition but which is commonly used to explain away the
apparently inexplicable. But is this notion adequate to convey what is happening
in a vital part of the creative process? I suggest not. Because many believe that how
practitioners think and act is hard, even impossible, to fully understand, giving it the
label ‘intuition’ can be an attractive way of putting any further explanation aside.
It suggests that understanding what is going on must always be hidden. This feeds
the notion that the creative process is inevitably always mysterious- words like
‘intuitive’ and ‘instinctive’ convey this sense of the inarticulate unknowable. This
belief is problematic when it comes to learning from the experience of creative
practice.® In creative work, there is a strong element of appraisal. Taking an action
is almost always followed at some point by a moment when you decide whether
you like what you see or not. What is evident from hearing creative practitioners
talk, 1s that the moments of ‘non-reflective’ action are those when everything has
come together at critical points in the process, when the level of intense absorption
is high. Whilst these actions may be important, without conscious reflection, the ‘I
just do it’ action is hard to learn from.

The notion that truly creative ideas or actions must be intuitive flies in the face
of the years learning through reflection that typically go into a life of creative
practice. This is not to say that creative practice does not include time not thinking
consciously about anything in particular so as to deliberately giving oneself time

# Some of this activity may be, on the face of it,

and space for incubating new ideas.
trivial: for example, strolling about, making a cup of tea, staring out of the window
at the sea or a landscape. This looks like doing nothing but for the practitioner,
it is time for avoiding active contemplation of the work in hand. And yet, it may
be exactly what is needed to prepare for considered reflection prior to taking an
action. Many will testify to experiencing moments of inspiration springing out
after fallow periods (and sometimes ascribed to ‘intuition’ or ‘instinct’*’) but which
can have a significant influence on progress. These actions rarely take place in iso-
lation and without some form of reflection prior to, during and after the process.

Today we have new avenues of theoretical and scientific research that afford
opportunities to delve deeper into these hidden processes. Actions that appear to
be automatic and not under direct control of the rational mind can now be better
explained as cognitive neuroscientists are increasing our understanding of what this
entails. The theory of embodied cognition has opened up new territory that is in
the early years of systematic exploration.*

A related perspective comes from Barbara Montero’s research. She holds that
conscious thinking is not actually detrimental to successful expert performance but
rather is fundamental to it. Thinking that might interfere with action is also the
type of reflection that is necessary for an expert to improve upon his or her top per-
formance. She argues against a strong so-called ‘just-do-it principle’, which main-
tains that for experts, when all is going well, optimal or near-optimal performance
proceeds without any of these mental processes, which would, it is claimed, inter-
fere with expert performance. She advocates the ‘cognition-in-action principle’
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which asserts that for experts, when all is going well, optimal or near optimal
performance frequently employs conscious mental processes such as self-reflective
thinking, planning, predicting, deliberation, attention to or monitoring of actions,
conceptualising their actions, and acting for a reason.” Montero’s examples are
drawn mainly from physically dominant activities like high performance sport and
dance rather than artistic or scientific domains and therefore we should be cautious
about drawing direct comparisons with all forms of creative practice. Nevertheless,
her observations are highly relevant. Whilst Montero’s position is contrary to the
stereotypical view of intuitive and serendipitous creative actions to be found in
much literature as well as in verbal accounts by practitioners, it accords well with
my observations of how many creative practitioners work.

The ‘T just do it’ actions have an important place in creative practice but they
represent only one part of the spectrum of actions that characterise the whole. Just
doing it does not imply that there is no reflection. Reflection-in-action- in the mak-
ing moment — can arise from different states of mind, prompted by emotional and
aesthetic considerations not only ones fired by rational thought. Reflections in the
making moment are often preceded by reflection for action, and as we will see next,
reflections arising from distancing oneself from the action as well as reflections
provoked by surprise and the unexpected.

Reflection-at-a-distance

It is as if I am inside a puzzle and there cannot be coherent reflection until it is
over and I am viewing it from a distance.

Reflection-at-a-Distance is a category of reflection-on-action that can occur when a
degree of detachment from the process is warranted. The creative work will usu-
ally have reached a sufficiently developed state to allow for a change of space and
viewpoint. There are different ways in which distance can be achieved: the first is
to change the context of the work from the practitioner’s perspective; the second
is to expose the work to other perspectives outside that of the practitioner’s own
experience. In both cases, this is a way of stimulating reflection in the practitioner
by breaking with the familiar existing status of the work either in progress or at
completion.

The first audiences or viewers are the practitioners themselves. They are also
the ones closest to the process and the outcomes. For those without ready access to
willing observers, there are nevertheless, ways of achieving distance. By placing the
work in a different context, the practitioner’s perspective can be altered by seeing
or experiencing it in a different kind of space: for example, changing the viewing
environment by taking works out of the studio to a difterent location, or chang-
ing the form by transferring a hand-written text to a screen and then producing
paper copy. This is particularly pertinent to visual art, although it can equally work
with sound pieces if a composition is played using different instruments or through
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different sound systems. Altering the form and presentation of a work in progress
can throw it into relief and reveal aspects not previously considered.

Another and more challenging way is by revealing or displaying the work to others:
for example, by performing to an audience or exhibiting and offering works for sale.
By placing creative outcomes in a different context and exposing them to the world,
practitioners give themselves an opportunity to experience them afresh and through
the eyes of others. It is hard to reflect when things are too close to hand-body-mind
and the physical environment can heavily influence the experience of them. Factors
such as the nature of the light or acoustics in a studio, the quality of the materials and
how they are combined in different spaces and the sheer familiarity of the working
environment affect one’s appreciation and understanding of what is there.

Placing one’s works into the public arena is more difficult to achieve and often
the more problematic. It is not always easy to acquire a means of exhibiting or
performing works to the world at large. In doing so practitioners open themselves
up to uncertain and sometimes uncomfortable exposure. Nevertheless, many do
this despite its potential impact on self-esteem and the effect of seeing your work
through the responses of others, many of whom will have no idea what it took
to get there. Reflection on the world’s opinion is a tricky issue and often poses
a dilemma: you want them to see, hear, feel, appreciate and understand what you
have revealed but once it is out there you no longer are the only witness or judge.
Having released your works into the world, they are now subject to opinions that
can be hard to face. This is sometimes a painful, albeit illuminating, experience for
many practitioners, especially those new to it.

The question of how creative intentions are influenced by the audience is a
complicated matter. Many would say that in making a work, they do not take
account of what an audience will say or how they respond. The work is appraised
in progress and evaluated at the end but when it is revealed to other people, this
is the moment when it is no longer within the complete control of the origina-
tor. Nevertheless, there are things to be learned from observing how the audience
responds to a work. Reflection can be provoked by observing audiences and the
ways people respond to the experience of the artworks. Audiences will have their
own experience in their own way. If an artist makes a work with an intention to
evoke a particular experience, they are inevitably going to be influenced by the
ways in which people respond. It is also especially hard to avoid queries coming
from other artists who are notoriously interested in the way things are made. As
Nico Muhly® says at the start of his account of how he writes music:

‘When I talk to my colleagues, I am of course happy to hear about their sex dra-
mas and squabbles with their landlord, but what I really want is shop talk: what
kinds of pencil are you using? How are you finding this particular piece of
software? Do you watch the news while you work? I find these details telling.”!

Some practitioners have clearly articulated hopes and expectations that their works
will facilitate particular forms of response in people who experience it. Audience
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engagement takes different forms, and some artists conduct research by observation,
survey or interview to understand what is going on in the minds of the audience as
viewers or participants. The anticipated audience response to the ‘Ocean of Light’
series®” arose from Anthony Rowe’s fascination with movement and his desire for
it to create some kind of contemplative effect or even a sense of awe in the more
spectacular parts of the performance. The unexpected element was the way partici-
pants turned the outdoor space experience of ‘Submergence’ into an opportunity
to party, take photos (‘selfies’) lit up by the work and even wrap the LED strands
into hammocks in which they could lie. This behaviour was not anticipated when
it first occurred and influenced what followed with the addition of public safety
notices by the organisers. A general lesson is that the installation environment influ-
ences the behaviour of the audience and certain spaces encourage excitable behav-
iour rather than a contemplative response. See Chapter 4, Reflective Collaborative
Practice for discussion of Anthony Rowe’s work with Squidsoup.

The Squidsoup experience raises more general questions about what happens
when an artist pays attention to audience reactions. Does the audience matter when
it comes to creating works and should artists be allowing those kinds of considera-
tions to affect what they do? Does negative or risky audience behaviour change the
way the work is made? Or does it simply make the artist more inclined to work in
some spaces?

The relationship between the urban environment and art has become an area of
growing activity and it is these kinds of experiences that will inform future direc-
tions for that type of installation and performance. For many, the works they create
are expected to stand for themselves and for the audience to experience it in many
different ways. Many contemporary art installations are made with considerable
research knowledge but that is not an explicit part of the viewer experience. When
the experience is contemplative and relaxing for audiences, that is often a good
outcome from the artist’s perspective. Observation of and communication with
audiences has been an important aspect of the feedback. There is always a sense of
excitement when talking to practitioners who are in the middle of creating new
works. It seems as if a crucial ingredient of living creative practice is never tiring
of what happens when you reveal your work to the public and see it through their
eyes and their behaviour. In the example that follows, the audience plays a key role
in the artist’s reflections on her creative practice and the installations she makes.

Julie Freeman’s creative work explores the relationship between science, nature
and how humans interact with it.>> She experiments in transforming complex pro-
cesses and data sets into sound compositions, objects and animations. Her focus is
on questioning the use of electronic technologies to ‘translate nature’ by providing
an interactive platform and using scientific techniques to manipulate an audience’s
senses. For Julie, the fascination is in the way the work has created a communica-
tion path between animal and human through the transformation of the animal
data into a form that can be observed and understood by a human being. The
artist’s hope is that the work will provoke in the audience a contemplative almost
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meditative response to a natural phenomenon rather than an analytical one. She
aims to create experiences that engender different states in those who participate, a
form of reflection-at-a- distance that enables her to see her work in ways she has not
anticipated through the way others engage with it.

| was trying to understand from the audience whether they felt connected to
the animals through the movement. Could they tell that it was ‘life’, from real-
life, a biological system as opposed to a mechanical system? | think | have a very
traditional approach to what my audience will be and | think (and it’s probably
not very fashionable) but | think that I’'m making work that people could just
encounter as they would from a more traditional art gallery. It's a process where
| expect the audience to think about what they are looking at or listening to.
It’s always important that the audience responds to it in a — | can’t hope for
much more than a positive reaction- but ideally something that triggers a lot
of thought for them about what’s going on and why we’re doing it. | know
when I'm happy with a work but | really want other people to like it and engage
with it in ways that | hadn’t seen. . . . It's always important that the audience
responds to it — | can’t hope for much more than a positive reaction- but ideally
something that triggers a lot of thought for them about what’s going on and
why we're doing it. | know when I'm happy with a work but | really want other
people to like it and engage with it in ways that | hadn’t seen.

Julie’s interview appears on page 91 and a longer version online.*

4

FIGURE 3.3 1% Need Us 2014/2018, single frame from Planet Four: Ridges animation

Source: ©Julie Freeman
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We Need Us is one of fifteen compositions from the animation Planet Four:
Ridges. The sound and animation are informed by open data from the Zooniverse
website representing image classifications of the polygonal aspects of the surface of
Mars. The work was inspired by the altruism of Zooniverse users — that the work
constantly animates indicates how people are willing to help scientists discover
more about our planet and beyond.

Reflection on surprise

What differentiates the ordinary practitioner from the creative practitioner is
maybe that they are more unhappy with just repeating the same thing over and
over again and they are looking for ways of disrupting, surprising themselves

— Stephen Scrivener

I think that makes a massive difference to how you view a surprise, how you
view an unexpected event. The unexpected event for the professional is a prob-
lem to be solved, whereas for the creative person, not everyone, some may focus
on the craft skills rather than the originality side of things- most of those who
are interested in creating something new- they see that unexpected event, as a
challenge, an opportunity.

— Benjamin Carey

Reflection-on-surprise during a creative activity is a category of reflective thinking
that affords a particular contrast with reflective practice amongst professional prac-
titioners. This is not to say surprises do not occur in professional practice-of course
they do, but they are not viewed in the same way as in creative practice and they
are rarely welcome.

I want to make three distinct points about the nature of surprise and how prac-
titioners respond to it. First, surprise comes in different guises and there are more
kinds of surprise than Schon’s categories of desirable and undesirable suggest. Sec-
ond, practitioners may respond in different ways depending on the nature of the
surprise and the context in which it is encountered. Third, some practitioners may
engineer surprise in order to jolt them out of a familiar path into a new direction.
The creative practitioner is frequently open to what a surprise might offer even
where it means having to reject and abandon things already done. For artists, sur-
prises are grist to the mill because they are a form of challenge, whereas for most
professionals I think it is fair to say it is not something they necessarily go looking
for. Unexpected surprises may pose new problems that have to be resolved and this
usually implies a rethinking of established approaches and techniques. When that
is the case, the busy and often demanding situations that professionals deal with on
a daily basis make it hard to find time and energy to respond. More positively, in
certain situations, the professional practitioner may find surprises useful for what
they reveal: this can prompt them to respond to the situation at hand in a better
way: for example, in consultations with clients or patients, unexpected revelations
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that increase their awareness and understanding may enable them to tailor their
practice more effectively.

Is creative practice in itself a way of making surprises happen? Is it really all about
creating opportunities for confronting ingrained assumptions and expectations?

When new ideas emerge as works are created, the results can give the practi-
tioner surprises that are welcome as well as those that are not. In creative practice,
those that displease can be disregarded or corrected whilst the pleasing surprises
offer opportunities to explore unplanned avenues. For some, the natural response
might be to reject an unexpected development in the work and start over whilst
others may see it as an opportunity to follow the surprise into a new direction.
Good surprise involves recognition and positive response to ‘go with it either trust-
ing one’s instinct or relying on own judgement, acquired through years of experi-
ence. A bad surprise can prompt reflection on what went wrong: how did that
happen? How to move forward? Some artists consciously provoke or look for sur-
prises, e.g. spill paint to see how it flows in a serendipitous manner, whilst others are
more concerned to give themselves challenges in a different way, a manner that is
less random but with a potential to throw them off course. The need is to come up
with a challenge that is both stimulating and satistying at the same time as learning
something new from rising to it.

Experiencing surprise for the creative practitioner may evoke a variety of
responses. For some, provoking surprise is intentional and using mechanisms to
achieve this is part of their practice. Actions such as dropping leaves or string or paint
splashes or introducing chance elements are familiar ways of bringing the unpre-
dictable unexpected into a creative process. Marcel Duchamp and John Cage are
well known examples of artists who exploited this notion in their work. Duchamp’s
method of research and reflection addressed the notion of invention- what was pos-
sible. When asked which work he considered to be the most important, he cited
3 Standard Stoppages (1913-1914), a work that used chance as an artistic medium:

In itself it was not an important work of art, but for me it opened the way —
the way to escape from those traditional methods of expression long associ-
ated with art. I didn’t realize at that time exactly what I had stumbled on.
When you tap something, you don’t always recognize the sound. That’s apt
to come later. For me the Three Stoppages was a first gesture liberating me
from the past.

The idea of letting a piece of thread fall on a canvas was accidental, but ‘from this acci-
dent came a carefully planned work’. Duchamp’ interest in chance as a way of rede-
fining conventional forms of artistic expression appears early on in his paintings and is
tied to his interest in chess.” John Cage said that any part of a musical work is inde-
terminate if it is chosen by chance, or if its performance is not precisely specified.>®
Another way of provoking surprise comes in a branch of generative art that uses
models of artificial life. The basic idea is that the artist creates software that sets a
process in motion in which each step relies on some rules and events that are not
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known in advance. Techniques have often been based on ‘cellular automata’, a
mathematical system that can be thought of as a way of modelling living processes
of birth, death and evolution, themselves unpredictable processes.””

There are types of surprise that can be unwelcome or have disturbing effects.
According to Schon, new knowledge is acquired when practitioners move in a way
that has a surprising outcome. He identified two ways in which the moves are sur-
prising: ‘desirable’ and ‘undesirable’ surprise. Undesirable surprise can be negative
because, having anticipated a particular result from taking an action, what occurs is
not what you expected and is therefore showing that your ideas are unsatisfactory
(‘incomplete’) in some way. To address this the practitioner is forced to come up
with a theory as to why this has happened and then use that new understanding in
the next action. For Schon, desirable surprise did not pose such a problem because
if the outcome of action is both surprising and desirable, the practitioner has no
need of re-thinking what they have done.*®

But does ‘desirable’ surprise have no place in creative practice?

Artist theorist, Stephen Scrivener thinks it does. He sees the potential for crea-
tive thinking in the ‘desirable’ surprise that Schon considered unsuitable for reflec-
tion because you don’t have to attend to it in any way. Responding to it positively
allows the practitioner freedom to explore where it leads without reflecting on why
it happened.

I understand now that desirable surprise is a crucial aspect of practice . .. you
do something and that produces an unintended outcome, but you can like it,
you can find it appealing and you can just go with it, follow it.

Stephen expands on this theory and his creative practice in an interview available
online.’” He has discussed the evolution of his thinking on surprise in the context
of changes to UK policy on art, design and research.

When faced with an unwelcome development in a work in progress, the ini-
tial reaction might be, not unnaturally, to check to see if what was seen was really
there and then wait some time before working out what to do next. How an artist
responds to unforeseen situations is crucial to an understanding of that individual’s
working practice. In particular, it provides us with insights into how initial inten-
tions are altered by engaging in a creative process that involves appraising the out-
comes as they emerge from the making itself. The very experience of seeing or
hearing something unexpected in a work that does not ‘feel right” has the potential
to stimulate reflection about the making method itself.

Ernest Edmonds is a painter and maker of computational generative art.”! He gives
an example of an unintended outcome that gave rise to changes at the micro level
of making a visual artwork. Having transferred four separate elements to a single
canvas, this introduced an unexpected new point of focus. He changed the back-
ground colour to help retain the appearance of separation between the elements
but the effect was to create a new point of focus in the painting. As this was not
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pleasing to him aesthetically, in order to mitigate its effect, he added edges to create
a window. As he says:

I hadn’t expected it. The only way is to experiment with some possibilities.
I can say maybe this would work. Maybe if the outer boundary was not the
width of the bar in the middle but was much bigger, more of order of or
related to the size of the four images themselves. It began a field in which
these things floated. Now, if you think about it, I am starting to explore
something which I hadn’t conceived in the first place at all.

This shows one of the ways of combining the four images, in this case without
a border at the outer edge. Ernest Edmonds discusses his art practice and the nature
of his reflective process in an interview available online.®

FIGURE 3.4  Shaped Forms 4PH” 2014

Source: ©Ernest Edmonds
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A surprise or unexpected outcome that is appealing to the practitioner can also
be a way forward in creative practice. In creativity, where surprise is a driving force,
it extends beyond making of works. If practitioners like what happens, they can
proceed along the line suggested by the pleasing outcome without having to reas-
sess it. This can be simply a matter of following through or repeating the same pro-
cess to see what happens next. It is seldom talked about when it comes to reflecting
on finished artworks and yet a practitioner’s ability to learn and become better at
what they do may depend upon how they respond to different kinds of unexpected
surprising events arising from their actions whether pleasing or not.

It is natural that most of us are ready to discuss our successes but it is sometimes
the case that we learn better from the mistakes that surprise us. Over time when
something ‘goes wrong’ and lessons are learnt, it can have the effect of turning the
practitioner in another more fruitful direction and shifting focus towards something
new and more positive. In achieving a better grasp of the consequences of certain
actions, the true value of ‘hands on’ experience becomes manifest. Something that
does not work as planned can develop into an exploration of ideas that would not
have been thought of otherwise. Reflection on surprise can be a very important
element of the thinking through making creative process.

Conclusions

Creative reflective practice is a richly varied process. People are driven by curiosity
and a desire to set challenges that take them out of safe and comfortable ways of
thinking. We learn from practitioners that living creative practice involves strong
motivation, determination and an ability to manage uncertainty and take risks.
Reflection in creative practice facilitates the practitioner’s investigations and enables
them to move forward though the making process. In this way, reflection plays a
vital role and enables the practitioner to learn from the process and its outcomes.
Creative reflective practice takes various forms:

o Reflection-for-action: extensive preparation takes place, including constraint iden-
tification and devising structured approaches before the main event begins.

o Reflection-in-the-making-moment: sometimes reflection is prompted by external
factors such as interruptions or more frequently, pauses imposed by uncer-
tainty of what to do next. Sometimes conscious reflection is seen as undesir-
able because the practitioner is striving for a different state of mind when brain
and body work in unison. To achieve this, practitioners devise ways of setting
aside conscious reflection using techniques devised for that purpose such as
rules for drawing.

e Non-reflective actions: arise spontaneously during intensive creative work when
the mind is fully absorbed and it not possible to separate the thinking from the
making.

*  Reflection-at-a-distance: this happens when the process is sufficiently developed
state to allow for a change of space and viewpoint. It can be provoked by
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observing the ways people respond to the experience of the artworks and this
raises questions about the role of audiences in influencing creative practice.

*  Reflection-on-surprise affords a particular contrast with reflective practice amongst
professional practitioners. Some creative practitioner welcome surprises and
respond to it depending on whether or not they like the outcomes of the
unexpected by trusting instinct. Unwelcome surprises can prompt reflection
on what went wrong and lead to new ideas and directions of travel.

In the interviews to follow, we hear from practitioners in art, design, music, and
digital technology about how they practice and the role of reflection in making
and appraising their works. To meet space limitations, the interviews have been
shortened and longer versions are available online.®



Reflective creative practice 73

Practitioner interviews

8Andrew Johnston: Interaction Designer
and Performer

I suspect that everyone engages in reflection-in and reflection-on practice
continually in all aspects of life. In the work I do there is continual movement
between reflecting on the immediate situation — engaging in the ‘reflective
conversation’ with materials and situations and placing what we are doing in
a larger context ‘reflecting-on-action’.

Andrew Johnston is an interaction designer, musical performer and researcher.®
His creative focus is on designing systems for exploratory approaches to interaction,
and the experiences and practices of the people who use them. He works with art-
ists, theatre professionals and technologists to create public performances in parallel
with developing innovative interactive systems for dramatic experiences. The pro-
cess of creating these works involves exploring the interactive possibilities between
live performer and digital technologies. He has worked with colleague Andrew
Bluft on Stalker Theatre performances: Encoded, and Creature: Dot and the Kangaroo,
directed by David Clarkson as described further in Part 4 ahead. The collaborative
teamwork required for public performances with radically new forms of technol-
ogy presents challenges to individual creative practice. The stimulus for that indi-
vidual practice comes largely from the interactions with the team.®® Although that
team has a leader in the director, the success of the whole collaboration depends on
satisfying the artistic integrity of all parties. The sheer scale of working with a team
of fifteen to twenty people compared to a small group not only brings stimulating
new perspectives but also imposes the reality of real-world performance from time
constraints to tight budgets. His reflections on the collaborative experiences of
the technological and theatre team including the interaction designers, the actors,
choreographers, dancers, directors and technical crew reveal the importance of hav-

ing clear strategies for keeping everyone working to exacting standards and tight
deadlines.®’



74 Reflective creative practice

Reflection in practice is embedded in his work as a designer of interactive expe-
riences facilitated by digital technologies. His research influences the degree to
which the reflection is carried through into a more formal mode which give rise
to written reflections in articles and books.®® At the heart of this process is the
dialogue that comes with close collaboration with other practitioner researchers
and audiences. In the following interview, Andrew describes the different kinds
of reflection in practice that occur in his own work and which he observes in the
practice of others. Reflection in practice is embedded in his way of working as
a designer, performer and researcher. His observations indicate how for him, the
variants of reflection in and on practice are fundamental to the many dimensions of
creative reflective practice. These variants happen throughout the creative process
as reflection in the making moment, reflection at a distance and reflection on surprise. His
reflective practice is informed throughout by research.

In the extended version of the interview,” Andrew discusses his ongoing col-
laboration with Stalker Theatre.” In the following extract, he talks about his per-
sonal creative process, his views on reflection and writing software.

Q: Can you say something about your current creative work?

A: Right now, it is mostly interactive systems that performers interact with, dance
with, and the system produces animations in response to their movements. It
is team work, in that we are working with the director, choreographers, per-
formers, musicians and production crew. Right now, the current work is more
about using the existing systems we have already got and customising them for
a particular project. So we have these interactive fluid simulation systems for
example and over the years we have added more and more stuft to them. We’ve
got these ‘big instruments’ that we are deploying in different ways, exploring dif-
ferent approaches, projecting on different surfaces, using different screens, using
different ways of tracking performance movement, working with musicians so
that sound might interact with the fluid simulation rather than movements . . .

Q: What does it mean to be cutting edge in this context?

A: Using interactive technologies in new ways. Interactive technologies in them-
selves are still quite new in the broad history of performance practice. The
cutting-edge bit comes in with not just the technology but really how the tech-
nology is changing practice. So, we are asking: ‘can we change the practice using
this technology?’ And there is a dialogue going on there. We can see what they
[artists] are trying to do with it which we hadn’t anticipated they would do, and
because of that we change the software or pursue a new avenue.

Q: Do you see software writing as a creative process?

A: Yes. Its a different kind of creative process though. ... Usually I have a clear goal.
So I want to do this masking thing, for example, I want to put a white circle
over the top of a starry background and see the stars revealed through that white
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circle. And I might do that in a creative way. I might say, “Well I've found a new
way of making a circle.’ It is creative but in a different way to visualising interac-
tions and imagining someone moving in front of the system and what it looks
like afterwards. That’s really a more open creative process, I think. In this process
you are finding the creative ‘problems’ or constraints for yourself — the goals are

more open to being changed.

Q: Would it be possible for things to happen in an unexpected and interesting way?

A: Yes, that’s the dialogue with the materials. You have that defined goal making

the white circle and the stars. You actually make a pink circle on stars and that’s
a bug, but it turns out you really like the look of that. That’s the materials ‘talk-
ing back’in a way.

: Would you say you are a risk taker when it comes to trying things?

: This question’s really hard to answer- there’s always yes and no. I'd like to
think that aesthetically I take risks and enjoy exploring something new and
experimental. I‘d like to think that I'm into that, but also I don’t like watching
works that are based on technology that simply doesn’t work. People fluft-
ing around in front of a computer, sounds coming out from a computer and
graphics coming out from it but really there are no connections, no meaning-
ful connections between what the person’s doing and what the computer’s
doing. I find that boring and so I want things to work- typically. I don’t want
the technical stuff to be risky. I want the technical stuft to be as 100 per cent
reliable as it can be. So we set this thing up, put the projectors here, put the
cameras here, do all the lighting, setting everything up carefully and thought-
fully. It’s part of being a professional, like being a professional musician, so
when the performance happens, all that stuff just works. So, I try to minimise
the risks associated with that.

Q: What does reflection in and on practice mean in your creative work?

A: T suspect that everyone engages in reflection-in and reflection-on practice con-

tinually in all aspects of life. In the work I do there is continual movement
between reflecting on the immediate situation — engaging in the ‘reflective con-
versation” with materials and situations — and placing what we are doing in a
larger context and ‘reflecting-on-action’. The key thing is reflecting — only the
scale, and possibly the time between action and reflection, makes the distinction
between reflection-in and reflection-on action. It’s like Schon says: he gives the
example of the architect looking at a site and calling it a ‘screwy’ site. In our case
you walk into a theatre and you look around and say, “These walls are a disaster,
we can’t project onto them, or ‘It’s a big space with a ‘boomy’ sound.” You are
looking around and getting a sense of the possibilities of it — what it affords and
practical things like where you could put your projectors so they will work,
where you could put the cameras and track people effectively, etc.
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Q: Is reflection on action something that happens after you have done something? Whereas

A:

reflection in action is as you are doing it. Do you see it like that?

Well, broadly yes, but I don’t think it is as tidy as that necessarily. You don’t
walk out the door and say ‘it is time to reflect on action’. When you are there
in the moment and trying to see the software doesn’t break and responding to
the immediate situation, another part of you is always storing this stuff away and
semi-consciously comparing it with other things you have done. But it might
not be consciously happening all the time.

Q: Are you aware of a time when you stop and take stock of where you are?

A:

Yes, that does happen too. There are times when you do sit down and say, Now
I am going to rethink what’s happening. You are writing a paper often. And
then there’s a more formal process where I have the researcher hat on and I am
interviewing people as well. This is where you are looking at your own practice
and reflecting on that and you are looking at other people- reflecting with them,
talking with them, interviewing them about their thinking and seeing that they
had quite a different conception of stuftf to what you had. And then you are
writing that up and trying to make sense of it.

: Do you think there is a difference between testing things out and reflecting?

: Well it’s a continuum. You don’t suddenly say, ‘T am going to reflect on action’.

Reflecting happens while you are testing things out, while you are seeing the
results of the test as well as afterwards at various time scales.

Q: Ive talked to artists who sometimes say that too much ‘thinking’ gets in the way of their

work. They feel that sometimes they just have to (they use this phrase) ‘let it go’. Can
you relate to that experience?

: As a trombone player I can, but not really as a digital artist. As a trombone player

you often need to get out of the way of your own tendency to over analyse
things. One difference is that as a digital person — at least in the context we’re
currently working in — by the time you get to the performance stage you are not
really performing in the moment in quite the same way as you are on the trom-
bone. By the time you get to the performance stage, it’s mostly been decided:
the show has a specific structure, and the behaviour of the interactive systems
has been decided from scene to scene. Having said that, in performance there
will always come a time when you have to let the work go, because the curtain
is going to go up — we don’t get to rehearse and develop for ever!

Q: What about writing the software? Is it possible to think that once you have done your

A:

program design and you’ve worked out what’s going to happen, is that always constantly
analytical or methodical? Or do you sometimes find you let it go?

To me it’s a completely different mode of thinking. There’s the problem-solving
way-I'm writing code and I need it to do this. Sometimes you can just solve it
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and everything’s fine and sometimes it’s quite tricky and it’s not working the
way you want and you need to put it aside, go do something else and come back
to it. So, there is a ‘letting go’ in a more problem-solving kind of way.

Q: And at the end, when you see a performance, are you able just to enjoy it? Or are you
still evaluating it when it’s out there?

A: T try not to evaluate consciously — with any performance of anything. I think it’s
a bad habit to get into. I'd rather just experience it. I will often be in the experi-
ence mode while watching but at another time there is an evaluation thing that
comes in. As you are experiencing that you may find something that’s getting in
the way of you experiencing it fully and you’ll try and identify why. It might be
that a particular animation is not going smoothly enough for example, so that
would be something to fix ...
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"Brigid Costello: Artist Researcher

Reflecting in the process of making? I don’t think anyone is capable of
embroidering a sampler or making a loaf of bread without thinking about
the quality of what they are creating or thinking about the intention of
what they are trying to design. Being reflective makes you judge your work
differently.

Brigid Costello is an artist and a researcher in equal measure who works in new
media, web and game design.”> Her research centres on interactive design with a
particular focus on playful experience. Her recent book on rhythm, play and inter-
action design expands our understanding of this area through art and practice-based
research.” The making of interactive artworks is central to Brigid’s creative practice
and the relationship between her practice and research is integral to the making
process. Having completed a PhD"™ she has developed a systematic approach to
art making that produces practice-based evidence that informs her ongoing art
making.

In her interview, Brigid expands on the relationship between thinking and mak-
ing and the role of research.”

Q: As far as your creative practice is concerned, what would you say was the central work?

B: My work is definitely centred on human computer interactions and thinking
about and experimenting with ways that they can be designed and the types of
experiences they can produce. Another thread you can see if you look back at
my artworks over the years is that they often involve experiments around the
tradition of animation and different ways of bringing things to life. That focus
has led me to my current obsession with rhythm and play. I make interactive
installations. Installations that usually need audience interaction to complete the
work. These artworks will generally involve some kind of visual output, often
a screen, and some kind of audio output as well. But it is the audience who
animate the audio-visuals, the audience who bring them to life. For example,
I made a work called Just a Bit of Spin where the audience had to spin a disc in
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order to bring forth visuals and sounds: the spinning of the disc was a metaphor
for political spin. When the audience spun the disc they heard different phrases
and trigger different animations based on the speeches of politicians. Another
recent work was called ‘Blown Away’ and, unusually for me, this had no audi-
ence interaction. This work was a 3D data visualisation of a year’s worth of pol-
lution data from a weather station in Sydney Australia. In this case, the bringing
to life was done by the computer which animated falling cubes in real-time
based on each day’s wind patterns and pollution particle count.

Q: How much of a work changes as a result of the reflecting process?

B: In the case of the work ‘Blown Away’ I started from a position where I gave
myself the constraints of working with a specific pollution dataset and mak-
ing the work using a 3D gaming engine. I also decided I would use only black
and white. The first major change was that I let grey scale in. That was because
I quickly realised I needed more gradations of tone to represent the fine-grain
of the dataset. This project was also the first time I'd worked with 3D rather
than 2D. So that was a very new aesthetic for me. And because I am interested
in how the tools of making can aftect the creative process, I was also constantly
reflecting on what did a 3D aesthetic mean? To be honest in the past [ hadn’t
liked 3D aesthetics that much. There are a lot of them I am not very keen on
so I was thinking “Where’s my place in this 3Dness? What does this tool do
well?” and What do I need to do to take advantage of what this tool does? What
am [ ruling out with this tool? I could have used it in a 2D way but I didn’t.
I wanted to explore 3D.

The other changes made during the process were a result of this reflection
about 3D aesthetics and were more about the detail of what the work looked
like. I originally had this idea that because of what 3D is the work had to look
realistic in some way. My particles looked like little lumps of coal falling down
and I got to a certain point when I thought, ‘No. I am being influenced by
everything else I've seen in 3D. 3D has this link to realism and I don’t need
that’. I went more abstract and used cubes to represent the pollution parti-
cles. Interestingly, this change process was made really obvious because I was
working pretty close to the bone with the deadline and had to generate some
publicity images before the work was finished. When I look back at those
early images they are way too representational. I much prefer the abstract look
I ended up with.

Q: What does it mean as a creative practitioner to reflect? How is it different from making?

B: I don’t know that you can separate those two words out — making and doing,
because the making is everywhere. Lets keep with the same piece, ‘Blown
Away’. I knew I wanted the level of pollution to change the colour of the cubes
so I had a surface that was made up of a grid of small cubes, and then the pollu-
tion particles were falling as small black cubes from the sky. The direction they
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fell from was based on the prevailing wind of that day and the speed was based
on the strongest wind gust of that particular day. They would shoot in from
different sides of the screen — north, south, east, west — depending on the data.
The cubes would hit the surface and where they hit the surface it broke away-
revealing layers going from white to black with shades of grey in between. As
more and more pollution landed, the surface got darker and darker but it also
got eaten away.

There were two aspects to that. First, the colour shift as the surface got eaten
away, thinking about the patterns of that colour shift and where they appeared
on the surface. That was one thing to experiment with. The other thing was the
wind speed and how to translate that speed into the cubes’ movement as they
fell. Related to the speed was deciding the point that the cubes dropped from
and where that point was in space. These two things (colour and speed) were
separate and were experimented with in different ways. And so, there’s the making
moment where you could be coding in say the target point where this cube drops
from. But to me the ‘making’ happens in the whole process. It’s in seeing what it
looked like with the target point here and finding that wasn’t right for a particular
reason and deciding I should move it further to the right and then having a go
and seeing if that worked. And that thinking and experimenting is all part of the
making not just the single moment where you type in the code to put the cube
at a particular coordinate. It’s a complex interconnected web of multiple experi-
ments, reflections and decisions that cycles iteratively until the work is complete.

Q: As you are doing that thinking . .. did you note the reason? I don’t like that because . . .?

B: I did. And one thing you would see if you looked in my project folder on my
computer is I do a lot of saving versions and going back to an old version and
saying was that really better? Because you can sometimes go down a cul-de-sac
where you end up ruining it completely. A painting analogy would be putting
too much paint on. You can ruin it completely and it is a good idea every now
and then to look back at an earlier version because you might suddenly go ‘you
know what I have over complicated things and it was much better when the
work was doing that’.

Q: When you look back do you see it differently in the light of what you have done subsequently?

B: Perhaps. I suppose an earlier version might shine more in contrast to something
later that doesn’t work. The crucial thing is that you can’t take the doing out-
you can’t just think about it: that won’t work at all. The ability that you have to
reflect on an earlier version and the quality of those reflections is influenced by
all the doing and making that has occurred since.

Q: Did your post graduate research change your reflection processes?

B: Yes, definitely. Mind you I don’t think anyone is capable of embroidering a
sampler or making a loaf of bread without thinking about the quality of what
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they are creating or thinking about the intention of what they are trying to
design. I would say that post graduate research gives you a more systematic way
of doing it and makes you value it more. I know from speaking to other people
that often when people come into post graduate research they are a bit suspi-
cious about reflective practice and what it might mean for them. I definitely was.
There is possibly a fear that too much thought can ruin something, a fear they’ll
go too much into their disembodied head and lose the power of their making.
For many people the impetus and knowledge that something is ‘right” happens
in a less conscious way and that’s how they like to work. I found the experience
of post-graduate research enhanced my practice. It especially gave me a way of
connecting with, communicating to and thinking about my audience that was
very valuable.

Q: It sounds to me as if reflecting during making (process) and the results of that making are
very tightly bound together and the reflecting is a way of making it satisfy some kind of
criteria. . . . Is that right?

B: Yes, and maybe that is where we go back to that electrifying bodily tingle that a
good concept can have. To satisfy a work’s internal criteria is about keeping the
spark of that concept alive. It’s about maintaining the original concept’s energy
and liveliness in a way that hopefully allows that spark to also be felt by the audi-
ence. Reflection is about how successful you have been at preserving the spark
of your concept. Lots of learning goes on too. Finding out unexpected things
that work or don’t work. Observing the myriad ways that people might interact
or behave around a work. Often that feeds into other iterations of a work or into
future things that you might create. I think that is a form of reflection . . . after
the making process to reflect on what else can be done. And to generate a desire
to take your ideas further . . .

Q: Is there a negative side to it in terms of the creative work in being too reflective?

B: If being reflective holds you up from making more work I think that would
be a big negative. All creators are also harsh judges of themselves. You have to
be brave and to keep on putting your work out there in the face of this self-
criticism. But I think reflecting has actually helped me here. Unlike some artists
I tend to make artworks that are quite different from each other in terms of
theme and execution and I often criticise myself for this. I wonder if I do this
because I don’t have faith in what I have created and so want to always move
on to something quite different and not stick with the same thing. In reflecting,
particularly in the systematic way that I did during my post graduate research,
I have started to see that on the surface the artworks I create don’t look the same
but there are still themes that run between them. Since the PhD my art practice
feels more connected. I would definitely say that the more systematic processes
of reflection I learnt to do through research have had a positive impact on my
practice.
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*Roger Mills: Composer and Sound Artist

For me reflection could be best described in a spatial and temporal way.
There might be a momentary reflection on what you have just heard or what
you have played, which might become a reflection on the formulation of
future responses.

Roger Mills is a composer, musician, sound artist and educator whose creative prac-
tice and research focuses on electro-acoustic and networked music performance,
improvisation and experimental radio.”” His work includes large-scale international
network collaborations, composition and sound design, studio albums and radio
production. His sound works have been exhibited at the Prague Quadrennial and
the V&A, London as well as ViViD Sydney.”® From the mid 1990s, he was involved
with a stable of Bristol based musical groups and then started to work collabora-
tively, first with the here_nor_there collective and then Furtherfield, a London
based Net art organisation, a path that led him to found the intercultural network
music ensemble, Ethernet Orchestra.” He is a classically trained trumpet player
whose exploration of extended playing techniques has led him into novel sonic
territory in free musical improvisation. He improvises sound with musicians across
the Internet, first listening, reflecting on what is heard and responding and often
when each player finds they meet one another’s musical challenge, a state of flow
is experienced. Whilst collaborative musical improvisatory performance is at the
heart of his creative practice, research based in that practice also plays pivotal role.
Through his PhD and subsequent writings,* he has developed an understanding of
how to generate new knowledge by channelling and interpreting existing informa-
tion through appropriate theoretical frameworks. The contributions he has made
to new knowledge include ways in which ‘qualities of sound can evoke cultural
representation in the mind of a musician’ as well as in collaborating musicians
and lessons about methods for performing music with traditional instruments. The
research also elucidates the crucially important role of digital technologies in a
field where collaborative performances across difterent locations and different cul-
tural contexts are ‘intrinsically networked’. This ‘inter-cultural tele-improvisation’
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enables its participants to experience and absorb cultural differences through crea-
tive performance practices.®!

In the interview that follows, he describes his state of awareness during improvi-
satory playing across the Internet: a longer version is available online.*

Q: Could you say something about your current work?

R: The creative work I do has most recently focused on telematic improvisatory
music making: that is improvisatory music performed through the Internet. It
involves conceptualising what it is to play with other people in different loca-
tions and cultures, and the methodological and creative and cognitive compo-
nents of doing that. Creating new work as improvisations spontaneously, with
people in dispersed parts of the world. It is collaborative networked music per-
formance but not necessarily to an audience. . .

I think the creative process is the outcome with improvisation. The artefact
or recording is a copy of that process that doesn’t necessarily contain everything
of the original rendition . .. In improvisation, it’s often thought that what you
capture as an artefact, as a recording in other words, is not everything that was
experienced at the time. You can’t ever really capture the interactive components
of an improvisatory musical or sonic moment in a recording. You can only ever
capture a snapshot of it, so there is always this distinction between listening back
to a recording, and what you actually experienced during the performance. For
instance, the last album my duo Nada released, Mirror Image was a recording of
a live improvised concert that when I originally listened back to the recording
brought up things for me that weren’t there at the time or I don’t remember.
I am quite interested in that perspective as a musician because I often listen back
to recordings, particular those to an audience, and I think ‘Oh I don’t remember
playing that” Sometimes I think ‘T didn’t know I could do that!’so in a way, play-
ing to an audience is a process that enables you to extend yourself in a way that you
don't if you are playing a solo by yourself or in a studio environment with other
musicians . .. Once you're in an improvisation with other musicians, I often find
that I get into what Csikszentmihalyi describes as a flow state, where temporality
becomes distorted and I get totally absorbed in the music losing track of time and
space. He describes it as the moment when your skill level meets the challenge
at hand. Performing with other players, I find I get to that point of completely
locking into the music and I lose track of time. So, that becomes part of the
process as well. Listening back to the ‘artefact’ or recording, I often hear things in
it, sense things in it that I don’t remember. This scenario is particularly interest-
ing in telematic improvisation in which geographically displaced performers are
spatially and temporally separated by time-zones and geographical distance.

Q: Does the word reflection have a particular meaning for you?

R: For me reflection could be best described in a spatial and temporal way. There
might be a momentary reflection on what you have just heard or what you have
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played, which might become a reflection on the formulation of future responses.
Maybe a way to describe it is when you are reflecting on something a musician
has just played, you perceive what they have done and simultaneously how you
will respond from a point within your immediate consciousness. That’s what can
happen in the moment-to-moment interaction of improvisation. It is different
from reflecting over a longer period of time when listening to previous record-
ings, reflecting on what you have just played and thinking ‘How could I do that
again because I really liked what I did there?’‘I liked that texture, I wonder what
other scenarios that could be used in’

In improvisation, my reflection is often focused on what other musicians are
saying in sound. I am not only responding to what they contribute but how they
are responding to me. [ see it as having a reciprocal nature. As I also play notated
music, I would say that it happens with composed music as well. There is the
initial sight reading that takes place but once familiarity with the musical patterns
set in, a synchrony of sound and pattern recognition takes over. Once you become
familiar with a piece your eyes start to just float over the notes guided by sound.
There is something about the embodied nature of sound, whether it’s guiding you
over the musical structure or the experience of the sound you can quite easily find
yourself in a semi-meditative state. This example is another illustration of the flow
state, 1.e. once the musician’s skill level is matched in the difficulty of enacting the
written music, it is quite easy to experience a sense of flow in your consciousness.

Q: In the improvised situation, isn’t that different insofar as you are doing active invention of
sound in the moment in response to other sounds?

R: Yes, someone has to fill that space initially with sound, so other people can
respond and that in itself necessitates spontaneous invention Now, whether that
is qualitatively more active than interpreting notes on a score, I am not the one
to answer that. I love improvising, because on a personal level it provides me
with more challenges.

My understanding of reflecting on practice is that it is on-going. It is not a
static thing and constantly surprises me. That’s what I find the most exciting and
the most challenging because sometimes it can highlight things I find difficult,
but sometimes it can also provide possibilities for the future work in terms of
how I can use the reflection I do in my research. My practice involves a num-
ber of different disciplines (improvising, composing, writing and teaching) and
I reflect in a different way in each of those scenarios. That is probably the most
important thing to me; reflections are different in different scenarios. When
I listen to a recording of an improvisation I have participated in, I can find myself
listening back to sounds that are more complex than I imagined I could create
and that is both exciting and unexpected . . .

Q: If improvisation gives you more challenge, does it also give you more surprises?

R: Yes, it does. One thing that I really love about it, particularly in a collaborative
context, is its dialogical nature. It can be very conversational, which metaphori-
cally can include arguments, or consensus but it is ultimately about listening and
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sharing a social experience with your fellow performers and an audience. In this
sense, improvisation is a social practice in which layers of meaning are embodied
in sound that act upon us through the knowledge of what it is to physically pro-
duce those sounds. This is where the surprises emerge, as it can lead you down
some very unexpected musical paths. Recent examples of this are the perfor-
mances Ethernet Orchestra have been doing as part of the Bauhaus anniversary™
in which we are interpreting Wassily Kandinsky’s Improvisation series paintings as
graphic scores to lead the online improvisation. Kandinsky was quite vocal about
his belief that improvisation is the true reflection of an artist’s inner thoughts and
feelings. Our improvisatory interpretation of his abstract, paintings, have led to
some intriguing results. He uses dense texture and big dramatic lines, which have
an almost physical dynamic. While listening back to these performances, and my
part in them, it is as if they reveal my inner thoughts and feelings in a way that
I was not overtly conscious of at the time. As with the previous example with
my duo Nada, there were parts in my performance that were genuinely new and
surprising elements. There were techniques that I haven’t heard myself do before
and moments of complexity where I thought ‘I didn’t know I could do that!’.

Doing a PhD gave me an understanding of the importance of a theoreti-
cal perspective in which to interpret information, and how you can construct
knowledge from looking at information through a particular framework. Previ-
ously I did not have a basis on which to interpret what I was doing myself or
hearing from my fellow musicians. I would say that new practitioner knowledge
that has emerged from my practice-led research is in understanding. I would
categorise these as follows:

1. Knowledge — This is what I learnt from analysing and evaluating the case
study performances in my thesis. An example of this is what emerged with
the Mongolian musician, e.g. the ways in which qualities of sound can evoke
cultural representation in the mind of a musician. And how these same quali-
ties produce analogous feelings in the collaborating musicians despite them
being unaware any specific cultural representation they may have triggered.
This occurred repeatedly with reference to other musicians’ culture specific
representations, the resulting interactions, and their verbalised reflections on
those interactions.

2. Methodology — thinking about how my practice as a musician (when I com-
pose or improvise) develops new knowledge, and I immediately go back to
the sense of this being methodological e.g. approaches to playing particular
passages such as manipulating breathiness in the production of a tone, or
designing soundscapes by different recording methods, placement of micro-
phones, setting up a mood through harmony or dissonance. This practice-
based knowledge is achieved through a process, and purpose of, developing a
work, which can be a performance, recording, sound design, installation etc.
It is often trial and error in that it focuses on achieving a desired outcome for
the work at hand. The evaluation of which changes each time and is depend-
ent on the context in which the work is being developed.
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84Esther Rolinson: Artist

Initially T allow myself to draw instinctively. As the work develops I start to
reflect on it but from lots of different disjointed perspectives at the same time.
It is as if I am inside a puzzle and there cannot be coherent reflection until it
is over and I am viewing it from a distance.

Esther Rolinson makes remarkable light installations which have been shown
national and internationally.®® In 2016, she won the Lumen Prize Sculpture & 3D
Award® and first prize at Art CHI Exhibition* for ‘Flown’ a cloud-like form made
up of over 800 hand folded acrylic pieces illuminated with moving lights, devel-
oped in collaboration with artist researcher technologist Sean Clark. At the heart of
her creative practice is drawing itself from which sculptural works emerge into sub-
tle and complex shapes.*® The relationship between drawing and sculptural form
is essential to the nature of the light and movement elements in the works. In the
drawing process, she explores sensations, structures, movements and connections.
She uses simple combinations of lines in repetition to build up complex forms. Her
creative process moves though felt experience, into drawing, and eventually into
three dimensional structures in varied combinations of materials. She has always
ranged through different mediums from drawing to sculpture and digital technolo-
gles were a natural extension of this.

Esther’s drawings and sculptural installations are systems of forms and movements
that employ digital technology to realise her vision for the final works. Because
she recognises the value of collaboration to her art, she is continually in dialogue
with other artists, architects and lighting designers as well as computer program-
mers. In the 1990s, Esther joined the COSTART project® and in this emerging
art-tech arena, she evolved an approach to digital technologies in her art which
has continued to this day. She was quick to recognise how the sensitive nature of
programming could be used to control light and movement and collaborated with
a team of technologists in the design and construction of the system necessary to
realise her artistic vision. The concepts and technological solutions were arrived
at through a collaborative process in which hand drawings, computer generated
images and prototype lighting behaviour interfaces played key roles.” As an artist
seeking new challenges, her ideas and outcomes feel ever fresh. What stands out is
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the consistency of her practice and the total coherence of the artworks that emerge.
That process is open and exploratory, a continual search for the exact structure
and materials to make extraordinarily evocative sculptural forms combining move-
ment with light. Her drawing in particular involves a high degree of preparatory
reflection-for action structured approaches that enable her to follow through in a
fluid manner during the execution itself. Her interview here touches on these and
other aspects of her reflective practice and the role of collaboration.”

Q: Can you say something about your past and current creative work?

E: I have always made things. A key moment was in finding my practice again as my
children were growing. I had just two hours a week to myself. Time was so pre-
cious. I took away all the rules and expectations. I started with a little bundle of
stones that Leon, my son, had given to me from the beach. I threw them on the
plate and drew them and the next week I threw them again and so on. I worked
with them in Photoshop and saw them as shapes and forms. They became the
pieces ‘Splinter and Thread’. I can see now that I was using a system to guide
myself back into my work . ..

Q: What kind of materials do you prefer to use?

I do not have a loyalty to any particular material, my approach is to find the best
fit for each work. I try out all kinds of things to find out how they function.
There is an effect or sensation that I'm trying to achieve and I am drawn towards
a material that expresses that. This might be consciously or quite instinctively.
I often buy bits and pieces of materials that I like but have no use for. When
I feel that this material is right then perhaps it is the thing that starts to influence
other aspects of the work. . .

Over the past couple of years my practice has become clearer to me. The
work starts in drawings. Some are very measured, others are instinctive. In the
drawings, I am uncovering structures and movements and at a certain point
there is a clear place or object I can see to make. Then it moves into a different
phase where I take the work out into the world. I need others skills to do this so
there is always a collaborative relationship or team of people to negotiate. This
expands the work to go beyond my own boundaries.

I have started some new drawing. There is a comfort in paper and pencil
after the intensity of making an installation and collaboration. I started drawing
something and had a strong sensation of what I it was going to be, but what
came out on the paper was completely different and I was surprised about that.
When I have completed it I often recognise it to be an event or experience that
I have had that has been transformed into an object. This is not premeditated
and I do not know what will come next.

Q: Why was it surprising to you?

E: I was playing with an idea of what I want to make next and started to draw but
it was not what I expected. I felt like the work was teaching me and that I had to
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Q:

let go of my ambition to achieve something. The work teaches you about itself
and perhaps to let go of expectation. I try not to predict what will happen and
wait for structures and patterns to emerge. To do this [ have to quieten my mind.

Did you become aware of this surprise in the work afterwards or during the drawing itself?

E: I had a sensation of wanting to draw this very ‘softly’ thing . . . very soft. Even the

way I draw it, I sit close up against the paper on the wall, it’s very quiet. I was
going to draw very fluid shapes but they weren’t at all and I started thinking this
is something different. Sometimes I would say I am drawing sensations and fol-
lowing them rather than leading. I might even start with the conscious decision
to use a method that repeats, but gradually conscious thoughts about people and
all sorts of other things pass through and seem more distant. It’s as if I am listen-
ing to them in an upstairs room.

: Let’s take the drawing: Do you consciously think about it in a reflective way?

: Initially, I allow myself to draw instinctively. As the work develops I start to

reflect on it but from lots of different disjointed perspectives at the same time.
Some might be practical about possible materials for instance or ways structures
fit together and also sensations and memories. It is as if [ am inside a puzzle and
there cannot be coherent reflection until it is over and I am viewing it from a
distance. Perhaps some parts of the process do not immediately benefit from
scrutiny. As if too much attention will shape them before they come into exist-
ence. There is always time to ask why later and experiments that don’t work
are obvious. I find this more difficult in commissioned work as the reasoning is
required up-front and that, for me, is creatively incoherent, it’s a pressure.

: Would you say that typically you reflect during the process?

: There’s reflection when I set up a repetitive drawing and I question ‘is this

working? If I'm happy with it, I try to stop thinking and sink into the process.
There is reflection up to a certain point then ‘go with it’. There is also practical
reflection: for example, I am doing a big pastel drawing . .. I have done a metre
of it and I have decided the paper is too ‘slippy” and I don’t think it will stick
to the paper so I'm not going to carry on. Some things are difficult technically
and require proper concentration. I might do a difficult drawing for a while and
feel I can’t do any more but instead of stopping I'll move on to an easy drawing.
I generally feel the best forward is to treat them all as just a process, then at the
end ask ‘what do you think of this? I ask my trusted people what they think and
I get one or two comments. It does spur me on. As my drawing process develops
I notice different types of works. Some are measured and require concentrated
effort. When I am setting these up I might try several difterent rules or tech-
niques to establish a system of work and I'm reflecting very actively. When I can
see the system works then I reflect less and sink into a more meditative process.
Other drawings are easy and instinctive. I might use them to figure something
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out or simply as an activity to do in between working on the more difficult
pieces. I also use these drawings as a way to settle my mind and come into a
non-verbal space . ..

Q: Would you say that you take risks?

E: I take risks in numerous ways. I find being an artist requires the risk of sharing
my personal self. Then there are everyday creative risks, perhaps to continue into
a work to understand more although it ruins what you have already done, or to
use a material in an unusual way. In making larger scale works there are practical
risks when all the elements are brought together in the installation. I minimise
these by testing out every aspect I can and planning. I walk through the process
in my mind, the order of events and clarity about each person’s role is impor-
tant. Every installation, however rehearsed, will require responsive action and
negotiation. It is important to have someone with me who knows my plan and
helps to ensure everything is being carried out. I find an interesting relationship
to risk in work made using a system. To use a system directs the possibilities, but
it does not limit them. I find using a system serves to contain the experience of
risk whilst paradoxically allowing me to take them.

I also experience risk in collaboration as I move from the security of total
ownership into the tantalising expansion of the work through dialogue. The
latter wins. I feel the risk is the trust in other people to bring what you’ve asked
them to bring. There’s risk in allowing them into your process and sharing with
them. I feel like that is a risky sort of business and you've got to be prepared
to give something away as well. I have collaborated with lots of people, much
more before these recent pieces of work and with some people you can be really
open hearted and they probably feel the same. You are reflective of each other
I would say. But occasionally you can be open hearted and somebody else will
just take most likely innocently because they are driven in their own process. . . .
If I view the shared territory as a finite space then it becomes a battle ground,
I can win but I, and most likely the work, are diminished by the process. If I view
the shared territory as infinite then every outcome is possible and all ambitions
can be met . ..

Q: Is collaboration with others important to you?

E: To use programming like many other materials I need to collaborate. I work
with other practitioners including manufacturers, artists, consultants and pro-
grammers. The dialogue can be on different levels and time spans. When I visit a
factory or workshops I often meet skilled makers and thinkers. Creativity is in so
many processes, but not necessarily recognised. I relish the moments discussing
how to use tried and tested skills, perhaps slightly differently. If the other person
is curious and willing it is our shared enquiry that achieves the work. Collabora-
tion can lead to the physical, technical and conceptual expansion of the work.
There is risk in negotiating all kinds of things. It is not possible to predict how
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this will play out. The questions must always be: ‘what does the work need?’ not
‘what is best for me?’

My experience is that I am not diminished by connection and there is no real
loss of my creative space. If there is conflict I can negotiate or walk away and
make something else. It is not possible to take art from me as a person, it exists in
me. In my current collaboration with Sean Clark we are exploring our mutual
interest in complex interconnected systems. Our current work is in deciphering
movement patterns inside the drawings that can be brought back into physical
objects through light movements. We have mutual interest viewed from differ-
ent perspectives so we fit together well. At the same time our collaboration calls
for ‘right’ boundaries where we identify our differences and work in our own
creative practices to their fullest extent. For our overall system of collaboration
to exist we must maintain our own core. I learn from the recognition of ideas
in conversation and I hope to have a deeper understanding. I have also learnt to
recognise the collaborative dialogue as only one aspect of a much larger field of
work.

The collaboration requires you to ‘step outside’. I feel that my part of the
work is largely made in isolation through drawing. From there I project what
it might become and develop an ambition for how this might happen. When
I have carried out all that I can myself, I then engage with others. However, in
working with Sean there is more cross over there is a more fluid sphere of influ-
ence I carry out the drawing process on my own but I am listening to many
external influences from inside my own creative space. I see our conversation
and the exchange in the hinterland between two private worlds. The desire to
create immersive experiences brings me into collaborations. I have a drive to
absorb the audience in the ‘drawing’ space with me, to envelop them in the
experience. I aim to bypass decision making and thought so the viewer might
float in the work like a river. The installations I make require such a variety of
skills that I could not construct them alone. When the work is complete, I try
to step away to allow them their space. The process for me is over and the work
is no longer mine. There is a theory called ‘relationship as teacher’. The premise
is that the nature of the relationship teaches what you most need to learn and
how to proceed in the relationship. I think this is a very good way to approach
collaboration. Rather than pushing for a desired outcome you see what emerges.
It may not be what you expect or find comfortable but it also might lead you to
go beyond what you could foresee . ..
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%2Julie Freeman: Artist Computer Scientist

Reflection-in-action seems to acknowledge the moments when you ‘know’
that something is right. These moments of decision making are hard to
describe but they are essentially built from layered and various past experi-
ences that coalesce in a single moment. Reflection-on-action suggests to me
using an action as a focus and exploring it from a number of perspectives.

Julie Freeman is an artist and computer scientist whose work explores the rela-
tionship between science, nature and how humans interact with it.”> She is deeply
curious about the natural world and at the same time fascinated by the interactive
possibilities of digital technology. Her artistic focus is on how to deploy that tech-
nology to ‘translate nature’.”* Her pioneering work ‘The Lake’ used hydrophones,
custom software and advanced technology to track electronically tagged fish and
translate their movement into an audio-visual experience.”” She has a PhD in
Media & Arts Technologies.”® Julie translates real-time data generated by wildlife
into soundscapes, animations and other visualisations. In this way, she uses the
unpredictability of data to give audiences different kinds of experience: ‘a con-
templative experience of nature — through data — in which I try to evoke a similar
effect as watching the sea, or other mesmerising natural motion’.”” Combining art
and technology and research is central to Julie’s creative reflective practice. For
her, the role of digital forms and methods for construction through coding is a
pivotal underpinning to the character of her art, which involves the transforma-
tion of large complex data sets into objects and animations. She believes that for
artists who use digital technology, learning to program computer code is essential.
Observation of and communication with audiences has been an important aspect
of the reflective practice that raises questions about the impact on artistic inten-
tions. Julie aims to create experiences that prompt people to different states of
contemplation, a form of reflection-at-a-distance that brings greater understanding
of her work.

In her interview, Julie describes the various ways in which she engages audiences
and at the same time retains control of her artistic vision. There 1s a longer version
available online.”



92 Reflective creative practice

Q: Can you describe the kind of creative work you do?

J: My work tends not to have a distinct narrative or obvious message, although all
the works are grounded in a lot of research that can be taken or left by the audi-
ence. It 1s up to them to dig deeper to look for my intention or inspiration or
observation. If there is a spectrum of contemplative«<——spectacle my work is at
the former end. Projects like The Lake, We Need Us, and A Selfless Society are
all created as pieces that you can spend a long time with, works that hopefully
provoke meditative thoughts or encourage relaxation as nature itself might — a
similar feeling to looking at the sea or a flock or birds or clouds over and over
again, and for a long while. If my work can trigger even an element of this feel-
ing, it would be an honour.

The dynamic aspect to my works which use real-time or live data has become
more important to me over this past decade. It’s a fundamental reflection on life
and death, the concepts of reanimation, of animacy in inanimate objects, the
desire to pull biological life into our increasingly digital lives . . . it’s about flux
and change. I've been describing the data within my work as an art material,
something malleable, transformable, and time-based — this way of thinking about
data has freed me from harder constraints and precision of academic data science
(as we see on a daily basis that data is a tool in the post-truth society I've inserted
the word academic here to refer to precision, accuracy and repeatability). It has
also encouraged me to think about the nuances and variations of data, aspects of
data which we need to describe more accurately. An encounter with art using
real-time data is very different to art using static data, the meaning shifts with a
‘living’ data-feed and the experience becomes heightened, more urgent.

Q: Tell me about your interest in data?

J: My interest in data has always been in the fact that it is the communication
channel between things: machine to machine, animal to machine, machine to
human. No matter where you look in the digital realm, there’s always a stream of
data connecting us to everything. For me this idea of using data as an art mate-
rial seemed like a no brainer coming from a technology and art background —
how can you make art about a digitally affected society without considering
one of the most pervasive subjects around? I have been looking at data below
information and knowledge, further down the triangle, data at a level beyond
discrete values and toward an amorphous material, malleable, changeable, time-
based material: something that changes over time but obtainable, something
constantly moving like small bacteria or another cellular organism. In the paper”
on a taxonomy of data, I describe how we use data as a broad catchall phrase
even though each set has loads of different properties, for example whether it
comes from a biological source, or a mechanical source like an aeroplane or car,
whether it’s real or synthetic. My interest initially is in this idea of a material that
will bring dynamics and vitality into my work instead of me programming it in.
I’'m also interested in trying to work out how we begin to think of data as not a
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single thing but as lots of different things which allow us to connect to different
parts of our world in different ways (#notalldata).

Q: It’s often said by artists: ‘I don’t think about it, I just do it. It just happens.” I wonder if
you have any thoughts about that.

J: Some bits I don’t think about, like I don’t sit down and think I am going to make
a piece of work, I am going to come up with an idea today. That never happens.
The idea to do something will come from a random moment from somewhere
else. I'll have an idea and then the conscious thinking starts when I try and work
out how I am going to make this happen. But that very beginning bit obviously
comes from a whole lifetime of experience, from reading things you are inter-
ested in and from making random connections and being interested in a diverse
set of things, some will fuse in your head but is often really difficult to pin point
and explain. The old idea that if you could explain a work fully enough you
wouldn’t need to make it springs to mind.

Q: How do you make decisions when you are making something?

J: Sometimes that’s really easy because it’s a technical decision (it has to work on a
certain platform in a certain way) or it will be ‘I want to use this new technol-
ogy, because I haven’t used it before and this is how we are going to do it in the
future’. Some of the decisions are dictated by the direction global technology is
taking — I’'m fascinated about where we are going next, and which technologies
will shape our world. For instance, The Lake used bespoke tagging and animal
tracking systems but now (14 years later) these technologies are off the shelf
and are helping conservationists protect endangered species. My work with soft
robotics is also an early tech — it won’t be long until Boston Dynamics pro-
duce an organic looking robot that resembles a soft giant hairless critter. Non-
technical decision-making, aesthetic ones, are harder to unpack. From early in
the project I'll work with visual inspirations and notions — for A Selfless Society
the work of Ernst Haeckel was important, and the idea of creating a pencil-
like digital drawings. That steered many decisions to make lines softer, and the
palettes were synthesised from a combination of his drawings and photos of the
animals. This colour palette technique is one I use a lot, but this time I built a
tool to semi-automate it — an example of my process changing even if the origi-
nal notion exists across artworks.

Q: Are you thinking about the audience during the process of creating a work?

J: T am thinking about myself as the audience. What I want to have at the end is
something I want to see and hear and experience. I think I have a very tra-
ditional approach to what my audience will be and I think (and it’s probably
not very fashionable) but I think that I'm making work that people could just
encounter as they would from a more traditional art gallery. It’s a process where
I expect the audience to think about what they are looking at or listening
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to. I like placing work in unusual places such as a lakeside or in a festival, but
I guess I have an expectation that it will be treated as art, and not advertising
or entertainment.

Q: What does the term ‘reflective practice’ suggest to you?

J: T would say that it suggests a practice in which the practitioner is continually
aware of their process and how it changes and develops over time. That past
processes are brought forward into present projects and adaptations based on
previous learnings are incorporated. Prior to reading a summary of the theory,
I would have possibly limited the reflection to practical and intellectual consid-
erations and not emotional ones. However, it is clear to me that many of my
choices within my practice (who I work with, how I work, where I work) are
driven by emotional experiences. For example, over time I have learned when
to walk away if things feel wrong, I've also learned that I struggle letting go in
certain ways so I need to be alert to this. A question that occurs to me about
‘reflective practice’ is whether any artist practices without reflecting and evolv-
ing their work or processes?

Q: What do the terms reflection-in-action; reflection-on-action suggest to you?

J: Reflection-in-action is the term that I find most interesting because it seems
to acknowledge the moments when you ‘know’ that something is right. These
moments of decision making are hard to describe but they are essentially built
from various and layered past experiences that coalesce into a single moment.
We see this with very skilled and experienced makers. The ‘in-action’ element
suggests that the reflection is happening at the same time as the activity, which is
in opposition to the more usual way of thinking about reflection as looking back
on something that has happened. Reflection-on-action suggests to me using an
action as a focus and exploring it from a number of perspectives — practically,
conceptually, emotionally — plus the variety of impacts it may have had. In my
work I would say that I often instinctively perform reflection-in-action, not
always and not consciously. There are moments of risk-taking that sit outside of’
my experience which are important in keeping new work exciting, which are
harder to reflect on at the time or, dare I say, reflecting too hard would steer me
away from doing things if they echo any failure from the past.

Q: Which is more interesting to you, the process of getting there or the object and how the
audience responds to it?

J: The process is my practice. Yet, it’s always important that the audience responds
to it — I can’t hope for much more than a positive reaction — but ideally some-
thing that triggers a lot of thought for them about what’s going on and why
we’re doing it. I know when I'm happy with a work, but I really want other
people to like it and engage with it in ways that I hadn’t seen.
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Q: Do you like to be surprised by their reaction?

J: And also, I get surprised by the work. Because I am working with real-time

data, with animal data in particular, I can never predict the data flow, the rate of
change and all of that that comes with it. There are elements that I can control
within my system and there’s elements that I can’t control. The latter makes me
really happy because sometimes I can sit and listen and be with my own work
for a really long time, and it can still surprise me as it’s changing and shifting in
ways I can’t predict. I just want to be with it. I've made static works in the past,
but I don't feel that they have a sense of life and change within them, so they are
more transitory. With my animated work, I never tire of it and that’s what I want
the audience to experience.

Notes

1

Ul W

Boden (1990) proposes two categories of creative ideas, concepts and artefacts: those of
historical creativity (H-creative) and those of psychological creativity (P-creative). In the
former case, the distinction applies to those ideas that are novel with respect to the whole
of human history, that is, ideas that are first credited with originality such as Newton’s
Law of Gravity. Psychological creativity, on the other hand, occurs within the individual
mind: any person may generate an idea and perceive it as fundamentally new, whether
or not others have had the same idea.

Csikszentmihalyi (1996, p. 6).

Models of evaluation in creativity are proposed in Candy (2012).

A comprehensive guide to creativity research may be found in Sternberg (1999).

Artists making Art for Public Spaces: Depending on the nature of an art commission,
artists sign contracts and take out public liability and professional indemnity insurances.
Artists do not always have the expertise in insurance policies and the cost and risk
increases according to the success and failures of other projects they have insured. There
are no defined public art codes of practice to follow as would be the case for other
professionals involved in public art projects. For example, landscape architects have the
Landscape Architects Institute’s code of practice. From an artist’s point of view, tighter
restrictions imposed by not having a clear code of practice to refer to and abide by mean
that the work is very likely to be over specified. The bottom line is that a public artist
cannot remove themselves from being the first in line as the point of contact if a project
goes wrong. If they specify something incorrectly and there is a consequence then they
may be able to prove that this or that was directly the responsibility of another consultant
or manufacturer, but nevertheless they are the first point of call. In UK public art work,
sometimes other parties, such as arts consultants, define the insurance levels required; this
is often stipulated as a requirement to be agreed to before applying for the project. In
some cases where the risk is high, as in public festivals, the insurance levels are set higher
than normal. Any work that is taken, for example, from the UK into the USA requires
an increase the insurance levels.

The New Rules of Public Art: Twelve rules designed to break with conventional
assumptions about the nature of public art: www.artscouncil.org.uk/case-studies/new-
rules: see Rule 12. Get Lost: Public art is neither a destination nor a way finder. Artists
encourage us to follow them down unexpected paths as a work unfolds. Surrender the
guidebook, get of the art trail and step into unfamiliar territory.

Royal Societies: https://royalsociety.org/science-events-and-lectures/2018/summer-
science-exhibition/proposals/what-does-the-royal-society-do/; https://londonist.com/
london/history/a-royal-society-for-everyone.
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Equity UK is a union of entertainment practitioners, mainly actors but also singers,
dancers, designers, directors, stage managers and other performers. Its main function is
to negotiate with employers on pay and recognition rights fair terms and conditions in
the workplace and but it also lobbies government in relation to relevant legislation and
campaigns on behalf of its members and the creative industries and creative professionals
more generally: www.equity.org.uk/about/.

SAG-AFTRA — Screen Actors Guild joint venture with American Federation of Televi-
sion and Radio Artists represents approximately 160,000 performers and media profes-
sionals across the United States working in film and digital motion pictures, television
programs, commercials, video games, corporate/educational and non-broadcast produc-
tions, new media, television and radio news outlets, as well as major label recording art-
ists: www.sagaftra.org/about/mission-statement.

When comparing Equity with SAG-AFTRA’s structure is far better in terms of protect-
ing their members and providing value to their actors. American actors’ union who are
not members of SAG-AFTRA have significantly less work available to them from big
productions. That is not the case with UK Equity where the rules, benefits and restric-
tions are less strict. https://actinginlondon.co.uk/equity-british-actors-union/.

The Salon was the official art exhibition of the French Academy of Fine Arts (Académie
des Beaux-Arts) in Paris. For 150 years, the Salon was the most prestigious annual art
event in the world. It upheld the traditions of academic art, and over time became more
conservative and was very hostile to the avant-garde.

The term ‘Salon des Refusés’ refers to an art exhibition held in Paris, in 1863, to show
paintings that had been rejected by the selection committee of the “Paris Salon’— the official
annual showcase of French art. The French Academy organised the annual Salon exhibi-
tion, for which works were approved or rejected by a jury or committee of reputable, usu-
ally conservative, artists, typically drawn from members of the Academy. The jury tended
to vote against any artwork which was unconventional. Subjects were ranked according to
a Hierarchy of Genres, and lower ranked genres were regarded less favourably. In terms of
style, idealized, true-to-life realist painting with no traces of brushwork were preferred. The
exhibition legitimized the newly emerging forms of avant-garde art and paved the way for
Impressionism. More Salons des Refusés were held in 1874, 1875 and 1886.

The Pulitzer Prize (www.pulitzer.org): is an award for achievements in newspaper, mag-
azine and online journalism, literature, and musical composition in the United States.
It was established in 1917 by provisions in the will of American (Hungarian-born)
Joseph Pulitzer who had made his fortune as a newspaper publisher. It is administered
by Columbia University New York City. Prizes are awarded yearly in twenty-one
categories.

Turner Prize: Tate Gallery (www.tate.org.uk/art/turner-prize): an annual prize named
after J. M. W. Turner, presented to a British visual artist and organised by the Tate Gal-
lery. It began in 1984 and is the UK’s premier art award for all types of media.

The Man Booker Prize: https://themanbookerprize.com/fiction: is a high profile liter-
ary prize awarded each year for the best original novel written in English and published
in the UK. The winner achieves international recognition and the prize is of great sig-
nificance for authors and the book trade more generally.

Burnard and Hennessy (2009).

Robert Smithson Handwritten Note: University of Queensland Art Gallery Exhibition
‘Time Crystals 2018’.

‘Varnishing Day’ at the Royal Academy of Art London was the day in which artists could
varnish their paintings before the official opening of the Summer Exhibition. It was also
a private viewing in which artists, journalists and celebrities could meet and discuss the
paintings before the exhibition opened to the public. According to reports, Turner not
only used Varnishing Day to put finishing touches to his works but also to make signifi-
cant changes or even finish incomplete paintings.

See Dewey (1934), Sullivan (2010). Noé (2015, pp. 29-30) argues that art is a tool that
that we make to investigate ourselves. His distinction between first and second level
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activities is relevant because the reflective practice this book is concerned with is at
the second level- that is when creative activities lead to what counts as ‘art’ in its many
dimensions.

Nico Muhly (2018).

Thinking through Making as a conceptual framework for understanding the nature of
creative practice has not received the full attention it warrants. Dewey is helpful here:
in his 1934 book Art as Experience, he considers the question as to why art is so bound
up with making (1934, p. 48): ‘Art denotes a process of doing or making’ And on page
50: ‘Man whittles, carves, sings, dances, gestures, moulds, draws and paints’. No¢ asks
the question where do we think, and makes a case for extending the landscape from the
brain into the body and into the world beyond (Noé 2015, Chapter 3, pp. 27-28). As
he puts it: “Thinking is more like bridge building or dancing than it is like digestion’
(p- 27). The study and practice of embodied thinking that is discussed in a subsequent
chapter extends the scope and explores this subject further in the context of thinking
through the body (Shusterman, 2012).

‘Theories in use can be made explicit by reflection in action but reflection itself is
governed by theories in use’ Argyris et al. (1985, pp. 82—83). There are two kinds of
theories of practice according to Argyris: ‘espoused theories’ versus ‘theories-in-use’.
According to this view, there are two kinds of theories of action (in practice): espoused
versus theories-in-use. Espoused theories are those that (when asked) a person claims
to follow, for instance, ‘my theory rests on the principle that design should always meet
client’s requirements’, but these are not necessarily what they actually do. He argues
that although people often do difterent things to what they claim to do, theory exists
that is consistent with what they do — a ‘theory in use’. For example: meeting the cli-
ent’s requirements might mean bending them to match those needs as perceived by the
designer.

Johnston (2014, 2015).

Andrew Johnston’s longer interview: http://lindacandy.com/CRPBOOK/johnston.
Reflection-in-action: (Schon, 1991, pp. 68—69) Reflection-on-action (Schon, 1991, p. 26).
In the context of developing curricula and models for action in learning, Killion and
Todnem (1991) proposed an expansion of Schon’s original model to include the con-
cept of reflection for action.

Reflection-at-a-distance and the role of Audiences Costello (2018).

Brigid Costello’s longer interview: http://lindacandy.com/CRPBOOK/ costello.

How this takes place is described in relation to painting by Ernest Edmonds: http://
lindacandy.com/CRPBOOK/edmonds.

Maurice Merleau-Ponty’s philosophy of perception and the unification of our affective,
motor and sensory capacities; for Merleau-Ponty, ‘perception’ is an expressive and crea-
tive instance intimately linked with artistic practice (his focus was painting). He wrote
that ‘it is the expressive operation begun in the least perception, which amplifies into
painting and art’ (Merleau-Ponty 1951/1993, pp. 106—107). In other words, while per-
ception is the origin of both the act of making art and its end-product, ‘amplification’
denotes the specific, important changes that occur in the ‘translation’ and ‘extension’ of
perception into the physical process of art-making. See 1952 essay in ‘Indirect Language
and the Voices of Silence’ Johnson (1993).

Ingold (2013).

Schén and Wiggins (1992, pp. 135-156): working from protocols in architectural design
and drawing on the Quist and Petra protocols (elaborated in Schon, 1983) drawing is
presented as an experimentation in which there is a close interplay between making and
seeing: the process overall is described as an interaction of making and seeing, doing and
discovery.

Drawing on Miller (1956) and Simon (1969) Schon and Wiggins remind us that because
of limited cognitive capacity or what they call ‘information processing’ we cannot con-
sider all consequences of making a move relevant to the eventual evaluation of the result.
Cognitive Load Theory (Sweller, 1988).
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Schén and Wiggins (1992).

Flow experience: Entering flow depends on establishing a balance between perceived
action capacities and perceived action opportunities (Nakamura and Csikszentmihalyi
2001; Csikszentmihalyi 1990, 1996).

Roger Mills Website: www.eartrumpet.org.

Roger Mills interview: http://lindacandy.com/CRPBOOK/mills.

Esther Rolinson’s Website: www.estherrolinson.co.uk.

Esther Rolinson: http://lindacandy.com/CRPBOOK/rolinson.

I am grateful to Jonathan Michaels for his insights into this area: “These would seem
to be unconscious cognitive processes, the accuracy of which have the potential to be
tested experimentally. For example, the surgeon who makes an intuitive spot diagnosis
of appendicitis may be calling upon a variety of conscious and unconscious triggers to
recognise a pattern. There has been quite a bit of work in healthcare comparing ‘intui-
tive’ expert decisions to computerised expert systems, the earliest I know of was work
by de Dombal in the 1980s regarding computer aided diagnosis of appendicitis. In fact,
I think a lot of the examples are related to pattern recognition, often picking up a set of
triggers that allow us to understand something or make decisions that are cognitive in
nature, but which we may not be able to articulate. This includes common activities like
facial recognition, examples like Schon’s description of a fireman who senses that a burn-
ing building is about to collapse, the way that an experienced psychotherapist may pick
up unspoken projections from a client, or personal experience of sensing that someone
is upset or being untruthful’ (Personal Email Communication: 20 November 2018).
Research that claims to provide evidence for the existence of intuition: Lufityanto et al. (2016).
Despite the level of brain impairment and severity in dementia, certain activities remain
preserved in most instances and are very resistant to decline. These include activities
such as pedalling an indoor bicycle, enjoying music, dancing, and throwing a baseball.
The person doing these activities may not know who you are or who they are, but the
activities were learned and engrained in younger years and remain. The memory for
this is called Procedural Memory. Memory for events, knowledge, and reasoning, called
Explicit Memory gradually disappears as dementia worsens. This subject is explored in
Devere (2017).

Habit and Habituation: once an activity has reached a certain level of competence, it
can become a largely habitual act carried out without much conscious reflection. As we
walk in familiar streets and wish to cross the road we do not have to think about how
to do that: if there is a pedestrian crossing we know how to press the button and what
signals to wait for before heading oft. We do many complex things without having to
think or analyse beforehand because we have an embedded a set of rules to draw on. If
we are in a different country, all that changes: the street furniture is located differently
and it is all too easy to trip or collide with something; the device to cross the road may
operate by sensor or not as the case may be: visitors waiting for lights to change at a
pedestrian crossing by an alert device that has not been pressed is a familiar sight to locals
in London. Some of the older trains in the UK require you to open the door window
and lean out to press the handle and if you are not aware of this, you may find yourself
still standing there as the train moves out of the station. In these situations, we have no
prior knowledge that we can automatically use and suddenly we find ourselves having
to study the environment and work out a new solution to whatever ‘problem’ faces us.
Going through process in a reflective manner leads to understanding which allows the
person to move on. The ability to move out of a habitual frame of reference and deal
with unexpected events (surprises) is the mark of a proficient professional practitioner.
Once something is learnt it becomes part of our habitual actions but if we encounter
surprises we learnt something new: creativity involves generating surprises that disrupt
habitual thinking and actions.

“The intuitive mind is a sacred gift and the rational mind is a faithful servant. We have
created a society that honors the servant and has forgotten the gift’. A saying often
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ascribed to Albert Einstein but highly contentious given the religious connotations and
the fact that Einstein was an avowed atheist.

Schén was sceptical about the notion that intuitive understandings limit the ability to
reflect in action. He argued that the remedy to the mystification of practice and the
constriction of reflection in action is the same,‘a redirection of attention to the system of
knowing-in-practice and to reflection-in-action itself” (Schon 1991, Chapter 9, p. 282).
Incubation is one of the four stages of creativity, which are preparation, incubation,
illumination, and verification. It is defined as a process of unconscious recombination
of thought elements stimulated through conscious work at one point in time, resulting
in novel ideas at some later point in time. Incubation is related to intuition and insight in
that it is the unconscious part of a process whereby an intuition may become validated as
an insight. Incubation substantially increases the odds of solving a problem, and benefits
from long incubation periods with low cognitive workloads. See Finke et al. (1992)
Intuition covers a number of different processes. Instinct is different insofar as it implies
something innate not learned; there is some sort of innate or inherited knowledge that
allows us to act intuitively. Animals know the difference between nutritious and poison-
ous plants, predator and prey, and undertake complex reproductive behaviours, such as
finding remote breeding grounds that they have never visited. It is not easy to determine
which human knowledge is inherited rather than learnt but whether it comes from
inherited knowledge or early socialisation, we must have a stock of fundamental knowl-
edge that can be called upon for intuitive decision-making. Another kind of intuition
that people refer to is the tacit or experiential knowledge of the expert — unconscious
cognitive processes, the accuracy of which have the potential to be tested experimentally.
For example, the surgeon who makes an intuitive spot diagnosis of appendicitis may be
calling upon a variety of conscious and unconscious triggers to recognise a pattern. A dif~
ferent kind is value, moral or preference-based knowledge (from Jonathan Michaels).
Traditional theories in psychology place all the responsibility for generating our behav-
iour in the brain; perception is the input to a computational, representational system that
mentally transforms the input into motor commands. Many researchers treat embodied
cognition as the idea that the contents of these mental states/representations can be
influenced by the states of our bodies. This supports the view that reflective thinking
is influenced by the emotional and embodied elements of the creative practitioner’s
deliberations. We are not just a thinking brain encased in a frame of flesh and bone but
a whole being whose behaviour, including what we think and do, is the result of the
complex interaction between bodily, nervous and neurological systems. Contrast with
Descartes’s dualism ‘there is a great difference between mind and body, inasmuch as body
is by nature always divisible, and the mind is entirely indivisible . . . the mind or soul of
man is entirely different from the body’ Descartes (1637) published by Hackett 1998).
Montero (2016).

Nico Mubhly is an American composer of contemporary classical music: http://nico
muhly.com

Muhly (2018, pp. 38-39).

Ocean of Light-Squidsoup: www.oceanoflight.net/grid.html.

53 Julie Freeman: Translating nature: www.translatingnature.org/about/.
54 Julie Freeman: http://lindacandy.com/CRPBOOXK/freeman.

55

56

For a detailed exploration of Marcel Duchamp’s contribution to artistic research see
Molderings (2010). Duchamp’s interest in chance as a way of redefining conventional
forms of artistic expression appears early on in his paintings and is tied to his interest in
chess (Kuh, 1962, p. 81).

Cage (1961, pp. 260-273). Indeterminacy ‘the ability of a piece to be performed in sub-
stantially different ways’. He called it chance composition. Any part of a musical work
is indeterminate if it is chosen by chance, or if its performance is not precisely specified.
The former is called ‘indeterminacy of composition’; the latter is ‘indeterminacy of per-
formance’ (Simms 1986, p. 357).
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Generative art that uses models of artificial life: Christa Sommerer and Laurent Mignonneau,
Paul Brown https://vida.fundaciontelefonica.com/en/2013/07/24/on-interactive-art-
and-artificial-life-christa-sommerer-and-laurent-mignonneau/;  https://en.wikipedia.
org/wiki/Artificial_lifewww.paul-brown.com/WORDS/STEPPING.HTM.

Schon (1991, p. 153).

Stephen Scrivener: http://lindacandy.com/CRPBOOK/scrivener.

Scrivener (2013).

Ernest Edmonds: www.ernestedmonds.com. For a book on his generative systems art
see Franco 2017.

Ernest Edmonds: http://lindacandy.com/CRPBOOK/edmonds.
http://lindacandy.com/CRPBOOK.

Photograph: Andrew Johnston, reproduced courtesy University of Technology Sydney.
Andrew Johnston’s Website: http://andrewjohnston.net.

Johnston and Bluft (2018).

Johnston (2015).

Johnston (2009); Johnston (2014).

Andrew Johnston’s longer interview: http://lindacandy.com/CRPBOOK/johnston.
www.stalker.com.au.

Photograph: Brigid Costello.

Brigid Costello https://sam.arts.unsw.edu.au/about-us/people/brigid-costello/.
Costello (2018).

Costello (2009).

For an extended version of the interview: http://lindacandy.com/CRPBOOK/ costello.
Roger Mills Photograph: Linda Candy.

Website: www.eartrumpet.org; Mills (2014); Mills and Beilharz (2014).

Recent work includes the sound scores for stereoscopic animation, Aquatic Movement
by Holger Deuter at the UTS Data Arena 2019, flow#1-3#fliefen an immersive mul-
tiscreen animation by the tranSTURM collective exhibited at the Galleries, Sydney, for
VIVID2016, and the acclaimed studio album Mirror Image by his duo Nada 2015.
Ethernet Orchestra are an internet music ensemble that explore new methods of inter-
cultural improvisation, https://ethernetorchestra.net/.

Mills, (2014) PhD title is Tele-Improvisation: A Multimodal Analysis of Intercultural Improvi-
sation in Networked Music Performance.

Mills (2019): This research monograph explores the rapidly expanding field of net-
worked music making and the ways in which musicians of ditferent cultures improvise
together online. It draws on extensive research to uncover the creative and cognitive
approaches that geographically dispersed musicians develop to interact in displaced tele-
improvisatory collaboration.

Roger Mills interview: http://lindacandy.com/CRPBOOK/mills.

Homage to Kandinsky is an improvisatory networked music performance to celebrate
the life of Wassily Kandinsky during the 100 the anniversary of the Bauhaus design
school — https://ethernetorchestra.net/homage-to-kandinsky/.

Photograph: Linda Candy.

www.estherrolinson.co.uk/portfolio.html.

Lumen Prize Sculpture & 3D Award: https://lumenprize.com/newsarticle/2016-lumen-
winners-announced.

ArtCHI Award: www.estherrolinson.co.uk/wordpress/flown-at-art-chi-2016/.
Rolinson (2018).

COSTART: http://lindacandy.com/COSTART/pdtFiles/ COSTARToverview.pdf.
Candy (2018).

Esther Rolinson: http://lindacandy.com/CRPBOOK/rolinson.

Photograph: Bret Hartman/TED.

Julie Freeman: Translating nature: www.translatingnature.org/about/.

Art and Science — Julie Freeman’s artist profile. In Materials Today, Volume 12, Issues 1-2,
January — February 2009, p. 48.
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95 The Lake is featured in Art + Science Now, ‘How scientific research and technological
innovation are becoming key to 21st-century aesthetics’, Wilson (2010).

96 Julie Freeman Defining Data as an Art Material: http://qmro.qmul.ac.uk/xmlui/handle/
123456789/31793.

97 The Artist who Paints with Data www.accenture.com/gb-en/blogs/blogs-artist-
paints-data.

98 Julie Freeman: http://lindacandy.com/CRPBOOK/freeman.

99 Freeman et al. (2017).
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REFLECTIVE COLLABORATIVE
PRACTICE

In Chapter 4 we examine collaborative practice and its implications for reflection.
A picture of the world of collaborative creation emerges in which different patterns
and structures influence how practitioners think and make. The terms ‘pattern’ and
‘structure’ are used to differentiate types of collaborative practice at the individual
and the group level. A ‘pattern’ refers to recurring ways in which events happen or
actions are undertaken by collaborating practitioners in any given domain or area
of creative work. The term ‘structure’ denotes the groupings adopted to organ-
ise co-creation in any given context. Collaborative creative practice is a fluid and
dynamic process that undergoes change depending on the type of work, the ethos
of the group and the difterent roles of each participant. The sources for the patterns
and structures include art, science' and journalism studies,” research which com-
plements earlier observational studies of interdisciplinary collaboration.” Research
on organisations working collaboratively, including artistic collectives, news media
operations and design companies have provided valuable examples of real-world
collaborative practice. Above all, interviews with artists, designers, curators, entre-
preneurs, musicians and technologists who collaborate extensively have been inval-
uable. Together they represent a broad spectrum of co-creation that provides the
foundation for the discussion of co-reflection which follows.

The landscape of collaborative practice is wide and complex. Collaboration
involves individuals working together towards a shared goal through exchanging
ideas and expertise. It spans conceptual and practical activities within the cultural,
political and social contexts that shape its character. Group working in partnerships
and teams is a positive, even necessary, aspect of contemporary enterprise culture.
These groups operate within formal and informal structures that are designed to
achieve creative and commercial goals. Creative practitioners are everywhere seek-
ing out partners and forming groups, teams and collectives. Working with others is
normal practice for many. It has, perhaps, always been that way. The art world* has,
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for a very long time, consisted of networks of people who combine their expertise
in order to produce exhibitions and marketable outcomes. For many practitioners,
the attraction of collaboration is in having a genuine dialogue based upon differ-
ence and drawing on that difference. They benefit from exchanges between people
with differences in outlook or ‘world view’, differences in ideas and beliefs and
differences in working practices. This is where the interdisciplinary element, a key
aspect of collaboration, plays a crucial role.

We begin with a short discussion of collaboration in relation to individual crea-
tive work followed by initiatives for fostering interdisciplinary ventures.

Collaborative creativity and the individual

The vital place of collaboration in creative work is widely recognised, but never-
theless, when it comes to assigning credit, individual ownership remains the norm.
Historically, people of exceptional ability who created highly prized artefacts, have
garnered most attention. The unique position of the master artist as thinker has
been observed in cultures as diverse as China and Japan, the Americas and Europe.
The Chinese were the first to raise the status of the painter from that of a low status
craftsman to the equivalent level of the inspired poet. Art making and the role of
meditation were thought to be inextricably connected. The idea of fixing the mind
on an idea for many hours of contemplation in a spirit of reverence became an
integral part of the painting process. Devout artists began to paint water and moun-
tains, not as mere decorations or to teach mastery, but as Ernest Gombrich puts it,
‘to provide material for deep thought’.® Artists as deep thinkers, not just makers of
art works, raised their status and gave them a special place in society.

That the individual is given credit over the collective for new discoveries and
master works might have a great deal to do with the way the stories have been told.
Historical accounts have traditionally been written around memorable individuals
and the landmark events in which they play key roles. Art history is a record of the
lives and works of highly prominent artists who have exercised great influence on
the way we understand the nature of art. The story of art has been told through
the prism of exceptional individuals who stamped their signature style on future
generations by creating art that broke with tradition and forged new ways of think-
ing and making.® This version of events has forever masked the stories of sharing
ideas, techniques and resources, and diminished the importance of contributions
to authorship from colleagues, friends and family members.” It is not surprising
therefore, that individual responsibility for creating works and developing new
knowledge dominates contemporary thinking. It is relatively easy to seek out a star
performer and focus on his or her achievement rather than take account of those
behind the scenes who are indispensable to success. Even in those industries where
team work is acknowledged to be the norm, such as film or theatre productions,
there are, nevertheless, individual names, usually the creative/artistic director and
lead actors, who receive most attention. In many ways, creative enterprises such as
these exemplify the need for achieving a balanced view of the role of the individual
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and the collective if we are to better understand the true nature of collaborative
creative practice.

There are complex historical, social and cultural factors that determine value
and recognition for achievements. The impact of theory on cultural perspectives
is also interesting to consider. Jean Piaget and Lev Vygotsky were significant theo-
rists who represented very different views about the role of the individual versus
the collective in human cognitive development.® For Piaget, the focus was almost
entirely on individual development whilst Vygotsky took a more social perspective.
He proposed that the child’s capacity for thought, and the resulting development of
knowledge, is highly influenced by interaction with others:

[A]n essential feature of learning is that it creates the zone of proximal develop-
ment; that is learning awakens a variety of internal development processes that
are able to operate only when the child is interacting with people in his envi-
ronment and in cooperation with his peers. Once these processes are internal-
ised, they become part of the child’s independent development achievement.’

This is important in the context of co-reflective practice because he addressed the
issue of the impact and contribution of others to an individual’s cognitive develop-
ment. By extension, collaboration seen as a process of social interaction is funda-
mental to the development of human cognition throughout life.

The idea of the inspired mind that gives rise to great steps forward has strength-
ened our belief in the importance of the individual in creating original works and
making new discoveries. The legacy of this enduring notion is with us even in
today’s rapidly changing collaboration-oriented world. By the 1990s, in psycho-
logical research at least, there was a shift of attention towards acknowledging the
role of social and cultural factors in creativity. Mihaly Csikszentmihalyi produced
new wide-ranging perspectives.'” In the conclusion to his essay on the ‘Implications
of a Systems Perspective’, he called for a change the direction of creativity research:

[Clreativity cannot bring forth anything new unless it can enlist the support
of peers. Instead of focusing exclusively on individuals, it will make more
sense to focus on communities that may or may not nurture genius.''

Although the tide has turned, nevertheless, the fascination with individual minds
continues. With advances in brain scanning techniques and a consequent increased
capacity for obtaining measurable results, the focus on the individual has deepened,
often tied to a desire to impart techniques for improving individual creativity.'?
Notwithstanding the fluctuations in fashion over time, many factors have influ-
enced the territorial claims of individuals, groups and communities when it comes
to assigning credit for new works. Giving Oscars and Nobel prizes are prominent,
high value ways of celebrating ground-breaking achievement but too much focus
on individual names inevitably loses sight of how essential collaborative partner-
ships are to that success."
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There are, of course, innumerable instances of achievements by individuals,
working largely without extensive collaborative networks, that have changed the
course of the arts, the sciences and other areas of creative work. Individual effort
and collaboration are both necessary and give value in different ways. What is more,
individual work combined with collective effort can be a powerful force. If there
is a balance to be found in the thinking around individual and collective responsi-
bility, a fruitful place to go looking is in creative practice that combines individual
initiative and enterprise with collaborative effort. In co-creative practice, the ques-
tion of who does what takes visible form. A lead person or prime mover may give
vision and drive to the processes involved but that individual expression is only able
to find its full realisation through the contributions of others. Later in this chapter,
we explore the roles that practitioners take in different patterns of collaboration.

The long standing and persistent attention to individual creative processes can
be set against emerging changes in attitudes to collaborative working that are trans-
forming the nature of creative practice. In architecture, design, drama, engineering,
film and science, collaborative working is so normal as to be unremarkable and,
whilst the role of outstanding individuals remains significant, it is the collective
outcomes of the teamwork that assumes primary importance and achieves maxi-
mum impact. Beyond constructed collaborations, many of which are sustained over
the lifetime of the people involved, there are ideas-based connections that come
together around a particular project. What begins informally through incidental
events can be fostered through funding initiatives and commissions that support the
collaborative ventures. Nowhere has this been more apparent than in the impact of
funded programmes for interdisciplinary art and science collaboration.

In the next section, we consider some initiatives that laid the foundations of
interdisciplinary collaboration and fostered the growth of a community of practi-
tioners for whom working across disciplines is a normal part of their creative lives.

Interdisciplinary collaboration

This is an age when collaboration has come to be recognised as a necessary aspect
of creative practice. It is also a time when the value of exchange across different dis-
ciplines has assumed a high level of importance. In architecture, design, film making,
theatre performance and dance, the co-existence of different disciplines and areas
of expertise is a normal and necessary part of the core business. The barriers to
collaboration across disciplines that C.P Snow found so limiting to mutual under-
standing have been eroded.'* There has been a transformation in attitudes to inter-
disciplinary work across the arts and sciences such that collaboration has become
part of the new cultural fabric. Learning how best to collaborate across disciplines,
nevertheless, remains a challenge and there are no simple recipes for success.

In creative work, collaboration and interdisciplinary activity go together. From
the late 1950s through the 1990s, there were moves to bridge disciplinary cul-
tures between artists and engineers. In New York, E.A.T. (Experiments in Art
and Technology) arose out of a series of leading edge technology-based creative
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performances held in 1966 called 9 Evenings: Theatre and Engineering. E.A.T. was led
by engineer Billy Kluver, in collaboration with artists Robert Rauschenberg and
Robert Whitman. Early explorations in computers in art were shown at Cybernetic
Serendipity held at the Institute for Contemporary Art in London in 1968." Events
like E.A.T. and Cybernetic Serendipity still resonate today as forerunners of the
evolving relationship between artists and technologists and were key to expanding
the role of artists in developing ground-breaking work in an era of new ideas and
interdisciplinary events (e.g. Fluxus'®).

Another different but as enduring event was the arrival of the international
journal Leonardo, established in Paris by artist and scientist, Frank Malina in 1968."
It concentrated then, as it still does today, on interdisciplinary work across the
arts, science and engineering and is a highly successful channel of communication
amongst creative practitioners. The art, science, technology relationship has been
consolidated in the following decades until interdisciplinary collaboration has come
to be an established form of creative work." On the way towards that situation, a
number of key initiatives brought financial and expert assistance to the doorstep of
creative practitioners in Europe, North America and Australasia. Funding opportu-
nities were critical to the development of interdisciplinary collaboration, without
which the many examples of exciting and innovative creative work might never
have happened.

The role of far-sighted initiatives, born of different intentions and goals and in
widely different contexts, was a crucial element in the growth of interdisciplinary
collaboration. In the 1990s, the Xerox PARC laboratories in California went in
search of innovative organisational strategies intended to encourage new ideas and

t.!” Because

products through a series of artist residencies called the PAIR projec
collaboration between scientists and artists was nowhere more evident at that time
that in the large digital media creative communities operating around the world, the
PAIR programme aimed to provide an environment in which the interdisciplinary
intersections could be explored and facilitated using the advanced technological
tools available at the time. Reflecting on his experience, Stephen Wilson, artist par-

20 observed that his contact

ticipant, and later author of the book ‘Information Arts
with scientific researchers made him see that artists and technologists were working
at the cutting edge of both art and technology. Most importantly, it opened his eyes
to the role of art in research and how working with world class researchers could
help him develop his ideas.?! Following the PAIR model, the COSTART project®
encouraged artists to take the lead in defining the projects. From studies of the
artist-technologist residencies, categories and attributes of collaboration were iden-
tified. A partner model was characterised by complementary interests even where
the outcomes by each participant differed. One of the most successful ongoing
partnerships operated in such a way as to serve convergent interests but, at the same
time, produced quite distinct artistic outcomes. In this way, the partners achieved
benefit but nevertheless, retained ownership of their individual achievements. This
required the participants to share control over the whole process and be willing to
compromise at critical moments. Having differentiated but complementary roles
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was best suited to achieving such mutual benefit.*> The COSTART research pro-
vided the foundational ideas for Befa_Space, an inter-organisational location for
interdisciplinary developments in the creation and appraisal of public art based in
the Powerhouse Museum Sydney, now MAAS.*

In the UK the SciArt programme,” a major initiative in interdisciplinary col-
laboration acted as a catalyst for change in artists’ practice.”* Whether or not artists
and scientists benefitted equally from such collaborations has been hotly debated.
Stephen Webster, in his research on interdisciplinary art and science, asked what
effect collaboration with artists had on the work of scientists and concluded that
it affected their thinking and working practice rather than producing immediate
scientific results. He also questioned the view that it is art that benefits most from
art-science collaboration and that science has little to gain. In practice, there is
benefit to both artists and scientists and experience suggests that artists can have a
technical influence on science and that artistic thinking has a role in the develop-
ment of theory.” Australia too has been at the forefront of providing public and
charitable funding to support interdisciplinary work.” In fostering collaboration
between art and science and between disciplines within the arts, is driven by a
belief that interdisciplinary work has the potential to create new knowledge, ideas
and processes that are beneficial across all fields. The success of the ViVid Sydney
festival has demonstrated public appetite for novel arts experiences and vindicates
the interdisciplinary collaborative initiatives that make it happen.?

Interdisciplinary collaboration initiatives have the potential to change the way
practitioners think about how they work.* The precedents outlined earlier were
important in demonstrating the potential benefit for creative interdisciplinary work.
Moreover, they seeded the growth of a community of practitioners working across
art, science and technology. Opportunities for interdisciplinary creative collabora-
tion continue to flourish. Many organisations and networks are supported by public
funding initiatives especially where opportunities for technological innovation are
also possible. The challenges of the 21st century have increased the need for new
approaches that are made possible through collaborations across different disciplines
and different ways of thinking. To that end, the European Union launched the
STARTS programme, focusing on innovation across Science, Technology, and the
Arts.”! The landscape is changing and lessons have been learnt and the enthusiasm
for interdisciplinary collaboration continues as demonstrated by recent experiences
of an alliance of leading science organizations and cultural institutions in the field
of digital art.*?

Establishing an interdisciplinary culture is necessary for solving complex prob-
lems. That complexity extends to collaborative creative projects which present new
kinds of challenges. Large or small, these endeavours require novel methods and
technologies in a continual search for innovative outcomes and new knowledge,
often appearing as new connections in existing areas of knowledge. Those who par-
take in interdisciplinary collaboration are all too aware that the advantages reaped
are founded on the existence of discrete disciplines. The boundaries between disci-
plines and domains are, of course, inevitably subject to change and new delineations
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are continually drawn. Nevertheless, disciplines serve important purposes in creat-
ing opportunities for building deep layers of knowledge. People who partake in
the ‘well-aired clamour for interdisciplinarity’ are advised to remember the value
of disciplines. To reach across those disciplines in a cross, inter, multi or trans man-
ner is meaningful in no small way because of the legacy of specialised knowledge
acquired over many years.

Interdisciplinary thinking provides insights into the way that working across
disciplines can influence reflective practice. We will now explore the different ways
that practitioners work collaboratively and consider what influence this can have
on the way that creative works emerge. In order to uncover the complexities of
co-reflective practice, we will look into some of the identifiable patterns of col-
laborative creative practice. Before that, a reminder that behind novel initiatives are
people with commitment and drive to make change happen.

Ken Arnold has been a leading figure in the interdisciplinary scene and a prime
mover of the SciArt programme since its inception in the exhilarating and energised
city of late 1990s’ London. Ken’s main body of work is expressed in the initiatives
and exhibitions that he has created over many years of facilitating interdisciplinary
collaboration. His support for interdisciplinary work notwithstanding, more recently,
he has been reflecting on the essential underpinning that separate disciplines give
to cross disciplinary activities. R ealising imaginative exhibitions and events happens
best Ken believes, when people of different disciplines and experiences devise some-
times ‘quirky’ ways of reimagining a subject. At the heart of this is a long-standing
commitment to bringing distinct perspectives into the mix. At the same time, he is
mindful of the dangers of having to ensure all stakeholders sign up to the idea. Giv-
ing voice to independent and sometimes contrary views is essential for effective co-
production in which truly innovative experiences can be created, carried through
and co-owned without the debilitating effect of a consensus driven imperative.

One of the things that is so obvious is that there is no such thing as trans or
multi interdisciplinary practice unless there are disciplines. If everyone became
multi-disciplinary, by definition multi-disciplinary would disappear because
we wouldn’t have the disciplines to draw on. . . . [A] lot of interdisciplinary
projects have within them people who started in one place and ended up in
another and carry with them that sense that maybe the world doesn’t have to
be looked at just one way.

If you’re multi-disciplinary the opportunity for surprise often comes because
one small group of people are not surprised because they’ve spent their whole
lives living with it but then they meet up with another group of people who’ve
never seen that before and somehow, it’s the surprise of the second group that
in turn surprises the first group.

Ken'’s interview appears on page 144 and online.*
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Patterns of creative collaboration

Patterns of collaboration evolve over time and are shaped by the context in which
they take place. Of the many possible ways to categorise collaboration, John-
Steiner’s four broad patterns are a valuable springboard for considering the influ-
ences this has on the nature of creative reflective practice.®® Her categories of
distributed, complementary, integrative and family patterns are drawn from historical and
contemporary cases and are associated with different roles, values and methods. The
divisions do not imply a rigid set of situations but rather a continually evolving and
dynamic state of play. The patterns are useful starting points to examine how dif-
ferent patterns of co-creation enhance or inhibit reflection in practice. They also
provide a framework within which creative practitioner perspectives are included.

Distributed collaboration

In distributed collaboration, those involved have similar interests but do not neces-
sarily share the same goals. The distribution is reflected in the separation of the
participant’s projects, whilst at the same time, making connections over areas of
common ground. The starting point is often simply keeping in touch with current
ideas and new techniques, a sufficient motivator for many creative practitioners.
The collaborations are frequently transitory or begin as temporary arrangements
that develop into something more sustained. They span informal as well as highly
organised partnerships. Distributed collaboration in the sense of taking place in
distant locations, is facilitated by online communications and is a frequent pattern
of informal and formal collaboration across many fields and organisations. It brings
with it the advantage of access to highly skilled people wherever they happen to
be in the world but sometimes there is a price to pay for working long-distance.
Strategies for overcoming the disadvantages are needed if coherence and unity of
purpose are to be maintained.

In the creative industries and in creative practice more widely, distributed col-
laboration often begins with groups of like-minded people coming together infor-
mally to share ideas for projects. People meet for a conversation over coffee or
tea to exchange ideas about putting together a proposal for funding, writers set
up regular meetings where poems and stories are shared and discussed, and artists
have working sessions around using new digital techniques led by a local expert.
Distributed collaboration occurs in artists’ groups where a loosely defined sharing
of interests in workshops or short projects can lead to group exhibitions. For some
practitioners, exchanges with people who stimulate them to think difterently are
even more valuable than having skill support. Participating in distributed collabora-
tion can provide a stimulus to reflect on what could be not just what already is.

The distributed pattern of collaboration is to be found in journalism and news
media operations where participants create their content separately and then share
it. In this case, the creative process is itself distributed. The advantage of having
a distributed pattern of co-creation is that participants are able to work in their
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unique creative cultures but at the same time, are able to access additional opportu-
nities for sharing and, in that way the dissemination of news stories is increased. The
downside 1s that the potential for skills transfer is minimised and participants are not
directly exposed to new ways of thinking. By adopting a different model whereby
content is created jointly, the potential for transforming organisational culture and
the kind of reflection employed is increased, but the risk of conflicting priorities is
greater. That risk can be mitigated through a climate of trust and personal rapport
between the participants.®

Distributed collaboration is very common in academic circles and research ini-
tiatives. In science, whilst the rewards of outstanding achievements are often seen as
the provenance of extraordinary individuals, behind the celebratory prizes such as
the Nobel laureate, are multiple layers of distributed team work and organisational
systems that support the complex processes involved. The success of such collabo-
ration depends on having access to systems that underpin the ability of people to
exchange ideas and methods. Large enterprises such as the Higgs Boson discov-
ery at CERN"s Large Hadron Collider are dependent on distributed collaborative
efforts by thousands of people.’” A belief in the importance of collaboration for
both individuals and organisations lies behind initiatives such as “Together Science
Can’® which aims to connect people distributed in locations far and wide interna-
tionally and geographically.

For distributed collaboration to evolve into something more sustainable, shared
commitment and group rapport are needed. These are some of the characteristics
of complementary collaboration discussed next.

Complementary collaboration

Complementary collaboration is a pattern in which each participant’s role is different
and a division of effort based on distinctive expertise. The participants negotiate
goals (which may be different) in the interest of reaching a common outcome. In
many types of complementary collaboration, the practitioners are equal in status
but embrace quite different ways of working. There may also be differences born of
training in unconnected disciplines relevant to thinking styles: for example, visual,
mathematical, kinaesthetic, spatial ways of thinking which translate into different
ways of representing ideas.

Disciplinary boundaries between practitioners are reflected in the distinctive
contributions each party brings to the collaboration. The value of each individual’s
contribution is based upon how well the level of skill, specialised knowledge and
differing perspectives supports the shared endeavour. Some complementary col-
laborations, as with the distributed kind, are transitory, whilst others develop into
longer term mutually beneficial and inter-dependent operations. Working with
people with complementary attributes can lead to a greater confidence on the part
of each practitioner and a consequent increase in ambition for the work in hand.
In this way, the group is able to extend the range of possibilities that an individual
working does not always allow.
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Complementary collaboration is to be found in organisations such as museums,
theatre and film companies and news media operations as well as in established artists’
groups. In-house teams are selected to address major projects on the basis of comple-
mentary roles and skills. How collaborative projects bring together complementary
attributes is influenced by the particular field in which they operate. For the creative
curator, film director or theatre producer, collaboration can present particular chal-
lenges. The stimulation to new thinking that arises from interactions within the team
can often lead to contending proposals and viewpoints and there can be an uneasy
balance between encouraging active participation and commitment and agreeing on a
single way forward. Although the team usually has a leader, the director or chief cura-
tor in theatre, film production or museum projects, the success of the whole collabo-
ration may depend on satisfying the artistic integrity of all the main parties responsible
for creative contributions. Working with teams of twenty or more people compared
to a small intimate group not only brings new perspectives but also imposes the reality
of real-world performance, from time constraints to tight budgets. In these scenarios,
success depends on the kind of collaboration that facilitates and enhances the creative
practice of everyone in the team. That practice is enhanced by having greater oppor-
tunities for active reflection on the work as it progresses towards a final outcome.

For the practitioner, complementary collaboration requires access to extensive
personal networks bringing with it a knowledge of people and what they can offer.
Complementary attributes that work well together, offer the possibility for more
enduring relationships. The complementary trajectory is made possible by numer-
ous factors, including the trust and rapport necessary for overcoming conflicts.
We should not, however, under-estimate the power of success in the wider world.
When a group achieves recognition in the public realm, this can give momentum
to ongoing collaboration that increases the demands on the participants. The ability
of a collaborative group to withstand pressure and keep true to their creative goals
depends upon mutual trust and effective leadership.

Squidsoup is a group of visual and sound artists with extensive design and tech-
nological expertise. The group’s considerable success in producing powerful digital
and interactive media experiences has achieved international standing.* Squidsoup
works in both distributed and complementary patterns of collaboration with each
member of the group playing different roles using expertise in vision, sound, design
and technology. The early beginnings were dependent on key individuals working
in a distributed manner, a pattern that is ongoing as participants move across the
globe. Sometimes new people are imported into a particular project to supplement
the efforts of the core team. In a case such as this, where the work undertaken is
in a very real sense ‘distributed’, that is, the parties work in far distant locations like
London and Sydney, a close acquaintance with each person’s personal attributes and
skills is vital if the work is to be successfully achieved. Working in a complementary
pattern has enabled the creation of innovative novel forms of responsive audience
experiences in light, movement and sound. The collaboration is dependent on
highly skilled participants who are able to interpret one another’s requirements
even while reflecting alone and at a distance. The group’s public art works are
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ambitious, both artistically and technologically, and whilst the preparatory work is
often done from remote locations, when it comes to bringing the final production
together, face to face contact on site is essential.

Anthony Rowe, founder of Squidsoup, inspires and manages the co-creation pro-
cess. High levels of commitment are needed to achieve this kind of technologically
advanced public art. Anthony’s goal is to harness each team member’s difterences
without limiting their creative scope:

I am the lead and this particular project was my idea but nevertheless, there
are huge amounts of it that haven’t come from me. | think that’s a positive
thing. It has a lot more in it than if it had just been me. . . . [W[e have a much
more democratic and positive approach to the whole creative process anyway.
We are equals. | want people who will challenge my ideas and come up with
better ones. . . . There is also a fair amount of compromise- it’s not one per-
son’s singular vision that governs the whole thing.

Each one of us has got a core skill whether it is music, coding, graphic
design, interaction design. . . . But also, you need a whole bunch of other
qualities: you need to be creative, you need to work with a team, you need
to be able to fit in which not everybody can into the kind of structure where
there isn’t really a boss.

Working at a distance can be frustrating — Skype can only capture so much,
especially on limited bandwidth. If one group has one idea and the other has
another, reconciling the two can be troublesome.

We all think in different ways and come up with different approaches and ideas.

We often want different things from a project and so you end up with
multiple assessments.

Anthony Rowe’s interview appears on page 149, and a full version is available
online.*’ In a recent article, Anthony reflects on lessons from Squidsoup’s collabora-
tive practice over many projects.*!

A partner in Squidsoup is Oliver Bown, a creative technologist and sound art-
ist with grounding in several disciplines from social anthropology and music to
computer systems and interaction design. Whilst programming is a largely solo
activity, Oliver nevertheless values the stimulus that working collaboratively gives
him. Working up ideas with other people he quipped: ‘I feel so much smarter hav-
ing two brains. The success of the collaboration in Squidsoup depends upon long
standing relationships built on trust and mutual respect for the skills and expertise
each individual brings to the ventures undertaken most of which are complex and
challenging. Oliver discusses his approach to programming and collaboration in his
interview available online.*



Reflective collaborative practice 113

FIGURE 4.1 Submergence at Winter Lights 2019, Canary Wharf, London

Source: ©Squidsoup/Rikard Osterlund. Photo by Nunzio Prenna

An example of Squidsoup’s work is ‘Submergence’, an immersive, walkthrough
installation that consists of virtual and physical components all with interactions
that are manifested in response to the presence of one or more people in the
space.” The installation transforms space into an environment where virtual and
physical worlds coincide. The result is a highly immersive experience where the
space responds in real time to the movement and position of visitors.

Integrative collaboration

Integrative collaboration is characterised by creative closeness accompanied by the
suspension of differences in order to achieve a common vision. John-Steiner sug-
gests that integrative collaboration is motivated by a conscious desire to radically
change the field in which the participants sit and to upend conventions.* In such
cases, the participants are empowered through their joint endeavour to think in
far-reaching ways. For collaborators with highly ambitious goals, this pattern can
enhance the process of converting creative ideas into successful outcomes provided
they can agree on the way to achieve this. Overcoming conflicts requires a willing-
ness to give time to work it all through as well as valuing each other’s capability
as creative practitioners. An example of integrative collaboration is that of Pablo
Picasso and Georges Braque.* Having achieved their transformative work together,
each carried its legacy forward but in different directions. We can only guess, but it
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seems reasonable to assume that in the integrative stage, Picasso and Braque shared
their reflections whilst working and talking together.

Transforming the art world (or design or science for that matter) may come
about because what the practitioners do has significance of an order they did not
imagine when they first began the endeavour. In science, many thousands of small
steps take place carried out by different people. For most scientists, everyday prac-
tice is dominated by mundane activities and few are consciously driven by a mission
to change the world. Sometimes a flash of inspired thinking connects the work of
many together and a breakthrough emerges and only then does the wider world
take note. If transformation of a discipline or field does take place, it is likely to
come about as a result of dedicated, sustained commitment over many years. The
ploughing of a deep furrow is equally likely to be the way it happens as the effect
of an inspired idea or vaulting aspiration. The impact of ground-breaking work is
very often only recognised many years after it takes place. In the case of art, it may
take a hundred or more years of obscurity before the artist achieves recognition. If
the work is appreciated at the time, that comes mainly from people working in a
similar vein who have the knowledge to understand its significance.

Moving between patterns of collaboration is perfectly normal as relationships
develop and the reasons for working together ebb and flow. Practitioners who have
come together on the basis of complementary skills can, in certain circumstances,
find themselves working in a more integrated pattern as their relationship strength-
ens. Over time, the works produced being successful and challenging enough, it is
entirely possible that the boundaries between the respective contributions begin
to blur. This is not to say what they offer is not differentiated but rather there is so
much inter-change and sharing that such distinctions seem to matter less and less.
This can be problematic if the collaborative relationship is unbalanced in some way,
for example, if one partner offers more to the physical making process than to the
visionary conceptual level.* When partners develop a shared vision for the work,
this can indicate how far something that began as a complementary collaboration
might be moving towards the integrative pattern. In certain cases, where there are
difterent layers of collaboration, the complementary and integrative patterns coin-
cide as in the example that follows.

Collaboration is a key feature of Shona Illingworth’s creative practice.’” Those with
whom she collaborates have, in the main, two kinds of roles in her creative process:
the first is that of the ‘participant’ who is often the inspiration for the art; the second
is that of a ‘specialist’ whose expert knowledge informs the artist’s understanding of
her chief preoccupations. Both roles involve close involvement in the co-creation
but the artist retains overall artistic control. The participant’s experience can be
an inspiration to explore and develop new ways of expressing her concerns about
humanity’s relationship to memory: for example, Claire, whose sudden loss of
memory due to a disease that left behind permanent brain damage, and who then
found herself in unchartered personal territory, is at the heart of the work, Lesions in
the Landscape.*® The process of working with people who have experienced trauma
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deepens the artist’s reflections on the interior (inner) worlds we live in as individu-
als as well as the exterior (outer) worlds as social beings. This finds form in different
artworks each of which is just one aspect of a highly integrated process.

The artist’s reflections on her works are influenced through working closely with
specialists such as Martin Conway, an expert in trauma memory.* Although their
working processes are difterent, there is, nevertheless, an impetus to share a com-
mon space and gain benefit and value from it. By working in partnership with a
genuine sense of parity, this enables the artist to engage in more adventurous think-
ing, something that has a profound impact on the evolution of the artworks.

Their experience is, in a way, a way into the subject of the work. Often that
experience, perspective way of being in the world is very hard to communi-
cate, | try to find a way of working with them to articulate that experience
which requires finding new forms of expression.

In a way to give their experience agency. To think about its value for how it
may cause us to think differently. An example would be how do we understand
the loss of memory? What are the consequences of that? How does it affect the
sense of being able to pass through time? How does it affect a sense of self?

What | like very much about working with Martin is that there is definitely
a sense of parity and there is a kind of organic movement, where one might
lead sometime sand then the other. . . . He is an open and a creative thinker,
very imaginative, very sharp very intellectual and informed. In a way there’s a
kind of parity there.

Shona’s pattern of collaboration sits on the integrative end of the spectrum of
co-creation punctuated by instances of complementary collaboration. The rela-
tionships with scientific experts occur across the development of difterent works
giving rise to a sense of interconnected coherence over time. The role of the expert
is not merely one of gathering information that is part of the research necessary to
make a film or installation. An essential part of the creative process involves engag-
ing in conversations and participating in meetings and events. The relationship
between collaborative dialogue and reflection is a stimulus to ongoing exploration
and a deepening of the collaborations. Both participants and specialists are integral
to this practitioner’s process.

Shona expands on her collaboration with participants and experts in an abbrevi-
ated version of her interview to follow on page 154.The reader is urged to read the
full version online for a more detailed account of her practice.”

Because partnerships in science involve sharing large-scale equipment, John-
Steiner implies there is an integrative kind of inter-dependency that does not apply
to artistic collaboration. However, I would suggest that this assumption is based on a
particular view of artists typically working mainly solo. The attributes of integrative
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FIGURE 4.2  Lesions in the Landscape 2015, installation view, FACT, Liverpool

Source: ©Shona Illingworth. Photo by Jon Barraclough. Supported by the Wellcome Trust

collaboration could equally apply to Anthony Rowe of Squidsoup and Shona Ill-
ingworth where in both cases, the nature of the collaboration is based upon parity
of esteem coupled with complementary contributions. In large public art or major
projects involving architecture and digital technologies, comparable conditions to
those of science projects exist that require complementary types of collaboration.
Making public artworks and interactive installations involves bringing in specialised
skills, materials and resources. The co-construction of large-scale works requires
more than shared vision: it requires division of labour, expensive and complex
equipment and multi-disciplinary teams such as that necessary for film work, thea-
tre, major design and architectural projects.

Family collaboration

Family Collaboration is a pattern of collaboration in which roles are flexible and
may change over time. Goals, interests and projects may change but the core fam-
ily entity remains fairly constant. A family group works sufficiently closely as to
be able to support each other’s roles and assist with any transitions that are needed
over the length of the work. Family collaboration implies longer term commitment
during which there is a tendency to develop a culture unique to the group. This
might take the form of a coded language or terminology or adopting distinctive
customs and dress styles. Within the creative performance world, there is often a
strong element of the family pattern. Theatre, film and dance companies require
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flexible team working practices in which multiple disciplines are essential: actors,
directors, designers, technicians and others contribute in different ways to the ideas
and organisation of a performance. A well-known example of intensive family style
collaboration was that of the Group Theatre founded by Harald Clurman in which
a conscious strategy for creating and maintaining shared values was adopted and a
common approach to life was fundamental to the strength of the collaboration.’!

Becoming a successful collaborative team takes time and where a ‘family’ of
practitioners already exists, joining that group requires a clear role and skills that
complement the group. The joint work between Stalker Theatre and the Univer-
sity of Technology, Sydney has been ongoing since 2011 and a number of success-
ful performances have increased in scale and complexity over time.>® The strength
of this collaborative relationship is indicated by its evolution into a named col-
lective of artists, technologists. Together they are creating environments for large
numbers of people to participate in playful, imaginative and social experiences
facilitated by advanced interactive digital technologies.” Interactive technology
designed and made in paralle] with the choreography and drama is combined with
dance and acrobatics to create powerful immersive experiences for audiences of all
ages. The future of the company’s creative practice is dependent upon continued
research into how best to integrate digital technologies with performance.> The
success is due to the opportunities created by the team for a continuous process
of shared activity, feedback, response and action. The ethos is akin to that of an
extended family:

Being back in that group was kind of like family in a way, and collaboration
gets deeper and more real in that kind of circumstance because you know
everyone and there are shortcuts through conversation and levels of trust
where we know one another’s work. And we needed it because there was
such a short time to get that show together with so many complexly relating
pieces.”

Just like every functioning family unit, this brings with it an ability to handle a cer-
tain level of conflict. In the professional context of theatre production, it is essential
to challenge each other’s ideas in order to find the best solution for the produc-
tion. Just like family members, the practitioners may have had their differences and
rarely hold back any criticisms, but with mutual trust and respect, criticisms can be
constructive.*

Family style collaboration between digital artists and dance and theatre per-
formers illustrates certain key ingredients for creative practitioners from very dif-
ferent but complementary disciplines to make new art forms, in the Stalker case,
to transform traditional theatre into highly interactive digital performance art. The
design and construction of the digital systems and the movement choreography
took place through workshops and improvisational scenarios in the build-up to
the final performances. This kind of collaborative working practice lends itself to
highly innovative outcomes. However, making such complex collaboration work
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well does not happen by chance and there is much to learn from the way the prac-
titioners act and reflect on the processes involved. The thinking, talking and reflec-
tion were enabled by the trust and mutual understanding across the various partners
to the enterprise. Constructive criticism taken to the conceptual (and creative level)
implies a deeper commitment to collaborative work and the co-reflection that is
an inherent part of it. Reflections on how that situation came about and the key
ingredients for collaboration of this nature have been articulated in a number of
published articles.””

Learning how to empathise with practitioners of a difterent discipline is a basic
requirement for sustainable and robust collaboration that can weather difficult
moments. Having complementary skills that can solve problems is not sufficient
on its own to create opportunities to develop mutual respect and trust. Designing
interactive digital systems involves understanding how they will be used and work-
ing hand in hand with the performers who will be interacting with it. In the case of
the Stalker Theatre-digital artist researcher collaboration, the parallel working went
further because the design of the system and the design of the movements were
interdependent. The digital team was able to construct a ‘palette of pre-set states’
which worked with the choreography as the dance movements evolved. This close
coupling of movement and system design depended on sensitivity to the principles
and practices of a discipline other than one’s own. It meant that the technologists
were aware of the performers’ specialism and at the same time, opened their own
area of skills and expertise to the performers.

Andrew Johnston and Andrew Bluff, creative technologists reflect on their
experience of this kind of co-creation:

the collaboration in our case is based on an unusually high degree of what we
might term cross-domain ‘sympathy’. The digital artists have a strong sense of
aesthetics and an understanding of performance and art history . .. The crea-
tive director, David Clarkson . . . has a strong sense of the essential aspects of
digital technology — what it is good for, and where its limitations lie.”®

Second, changes in the technical work took place immediately and rapidly in
response to feedback from the movement work. The interactive system was altered
as the dance movements were being explored and defined. This was made possible
by locating the work in the same physical space:

[O]ur sensitivity to movement came about largely through being present
during warm ups and rehearsals, and this co-location was critical. While a
large amount of technical preparation, coding and design work took place
before workshops there was still a significant amount of technical work to be
done in the room, as performers developed movement strategies and skills.
This had immediate concrete benefits . . . but also had longer term benefits
in terms of digital artists and performers developing an understanding of one
another’s working methods, challenges, skills, limitations and artistry.>
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David Clarkson, artistic director of Stalker Theatre, is a team builder who leads his
collaborative projects from the ground up. Developing theatre practice goes hand in
hand with encouraging an inclusive and empowering culture within the team. Each
performance is an opportunity to strengthen and extend artistic practice and reper-
toire. This includes cross-cultural ventures in which he invites performers from other
worlds to choose their own themes and from which shifts in thinking occur. This kind
of intervention encourages the kind of reflection that comes from direct experience
and the creation of works that drive learning. His role as a prime mover extends to
facilitating and guiding his teams through different kinds of performances and events.

I think one of the main things | do is build artistic teams but I also build artistic
practice and approach to practice. One of the main approaches that Stalker
uses — to devise a work — it’s very much a collaborative effort from the team.

The family feel comes and goes. | think that’s a little bit to do with my willing-
ness to run teams, my usual warmth on the floor, my inclusiveness. . . . | try and
keep an empowered team and that possibly leads to the family feeling. Families
can be awfully inefficient and there’s arguments and dis-function as well.

The golden rule is if you smell something’s going wrong, you talk to it,
you don’t pretend it’s not there. If there’s tension between people, if there’s
something that you go ‘Oh god that could fall into a hole. I'll deal with that
next week’, it's better not to deal with it next week, it's better, especially with
conflict around people, to go ‘how are you feeling? What’s going on? The
sooner you deal with those things the more efficient the team is, and the
healthier the team is.

| think the best artistic results can come out of artists if you give them the
space to be the best they are and to draw forth their own creativity. If I'm say-
ing to someone ‘I want it done like this’, you’ve got no choice in the matter,
it’s my vision not yours, that’s a one- way conversation which may be very
good in a commercial pipeline because it's efficient, but it doesn’t necessarily
lead to innovation and satisfaction in the team.

David Clarkson’s interview appears on page 159 to follow. A longer version is
available online.®

The collaboration between Stalker and the technology researchers exemplifies
a family pattern of mutual support and cognitive empathy® combined with com-
plementary thinking and practice. The practitioner performers co-reflect with the
practices and knowledge of the theatre: the practitioner researchers co-reflect with
the practices and knowledge of digital technology. Because the researchers work
is based upon an empathetic relationship with the theatre group, there is a strong
element of the Relater role in the collaboration (see Roles and Co-Reflection
in Creative Collaboration to follow). The benefit comes through dialogue and
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FIGURE 4.3  Creature: Ms Kangaroo meets Dot.June 2016, Out of the Box Festival, Brisbane

Source: Photo by Darren Thomas

mutually agreed activities leading to novel, leading edge works. In theatre produc-
tion, it is essential to challenge each other’s ideas in order to find the best solution
for the entire production. The pattern of collaboration is complementary as well as
family style. The family pattern depends upon a high degree of trust that under-
pins the co-reflection so necessary to achieving their shared goals. Complementary
working enables people to expand their reach into new practices and outcomes.

In this performance by Stalker Theatre of Creature: Dot and the Kangaroo, the
fluid simulation graphics are responding to the actors’ movements.

Evolving and overlapping patterns

The patterns of creative collaboration described previously are not fixed in stone
with well-defined boundaries. Changes occur depending on the particular cir-
cumstances of the project in hand and there are variants that combine features of
the others. Highly integrated and complementary patterns of collaboration are
needed to produce complex innovative works for public audiences. This is par-
ticularly so where the work involves developing entirely new systems that are
integral to the creative work and which have to be created during the preparation
and on site, as in the case of the Stalker theatre performances and the Squidsoup
installations. In these circumstances, there is a need for teams that vary in size and
composition according to the particular event or project and this inevitably has an
effect on the team ethos and cohesion. Size and composition of collaborative team
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work inevitably varies according to the scale of the works and available time to
completion.

The pattern of collaboration changes again when parties meet infrequently
and develop components separately compared to situations where daily contact
is needed. These changes represent a spectrum of co-creation that is responsive to
the needs of the project and the people concerned. It is vital that the collaboration
retains a high degree of flexibility in order that unexpected events and surprises, as
well as the inevitable technical hitches, can be handled without derailing the whole
enterprise. In his reflections on the Squidsoup development experience over many
years Anthony Rowe puts it this way:

All of the collaborations discussed above have spawned surprising synergies,
affordances, abilities and opportunities, and surprisingly often through mis-
understanding and unexpected developments . . . looser creative collabo-
rations can foster an increased likelihood of serendipitous and unexpected
benefits. Flexibility is needed to capture these possibilities . . . it is always a
balancing act. Too little flexibility and creativity and serendipitous discovery
suffer, too much flexibility can easily have an adverse effect on the artistic
integrity of a project.*

If we turn our sights to integration at the structural or organisational level, there are
significant differences in the way integration operates and that has implications for
the co-creation process. The structures of journalistic collaboration often develop
out of successful temporary projects into permanent arrangements. Success and
the positive experience and learning that goes with it can have extended benefit.
The organisations benefit from content sharing whilst maintaining a high level of
autonomy and independence. However, fully integrated organisational collabora-
tions are rare, perhaps a reflection of the novelty of this practice in this context.
Although fully integrated collaboration is a relatively unusual condition, there are
some circumstances when it is not only present but actively sought as part of the
rationale for the collaborative venture. In the world of the creative collective, indi-
vidual identity is set aside and partnerships are formed that merge visions, own-
ership and working processes. In these situations, the integration of the creative
process is reflected in a conscious decision to subsume individual identity and own-
ership even to the point of adopting a common name. See the section on collective
collaboration in Structures for Creative Collaboration to follow.

Structures for creative collaboration

In the previous section, I discussed patterns of collaboration amongst individuals,
this section focuses on structures for creative collaboration at the organisational
level.‘Structure’ here refers to ways of combining people as distinctive entities under
umbrella identities or organisations. These groupings may be called ‘collectives’,
‘co-operatives’, ‘colonies’ or ‘societies’ depending on the cultural or commercial
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context in which they are formed. We begin with a review of the well-established
tradition of the artistic collective followed by examples of two contrasting kinds
of collectives: an online creative colony and a design business that is a collective
of companies. Finally, different structures adopted by distributed media companies
that involve intra house groupings as well as external ones are described.

Collective collaboration

In the 20th century world of art practice, the emergence of collaborative part-
nerships or groups has frequently taken the form of the collective. Movements
dedicated to changing societal and cultural norms, including challenging the con-
ventional art world, have taken a variety of forms. Despite barriers to acceptance
as collaborative entities, the march of the collective creative enterprise has been
irresistible as artists seek informal and formal ways to establish unified identities.

Collectives are very varied in character, sometimes taking a single named iden-
tity (e.g. Assemble, boredom research, Christo) or using individual names (Eva and
Franco Mattes, Gilbert and George), designations that are intended to shift the
attention to the unit by weakening the separate identities. If there is one noticeable
feature amongst the work of many collectives, it is in the notion of art having a
point to it, a rationale, beyond the aesthetic qualities of art as an end in itself. For
such collaborations to work successfully over time, it is necessary for the partici-
pants to work through differences and conflicts through dialogue. That there is a
continuing drive to choose this collaboration route of sharing ownership and iden-
tity with all the intensity and commitment it implies, is a clear recognition of the
value of close creative relationships.®

There is a pattern of integrative collective collaboration that has its own unique
form of expression called the manifesto. In the early 20th century, artists as indi-
viduals and groups began to adopt the manifesto, a form originating in the political
arena. Groups of like-minded people sought to distinguish their art from what had
preceded it and what was contemporaneous. To a large extent the art manifestos
that appeared then and now envisage art as a political tool. The role of the mani-
festo is to challenge contemporary culture and existing forms of art as well as to
set out alternative values and paths. It can be a significant document that is referred
to in the present time, and historically, for its record of the thinking at the time.
Manifestos were sometimes intended to be works of art in their own right, some-
times to be performed publicly as a new genre that, in the words of Alex Dancheyv,
amounted to ‘an adventure in artistic expression’.**

Through the manifesto, groups of artists differentiated themselves from the main-
stream and, at the same time, established the ground rules on which the movement
was founded. In effect, the manifesto has a dual role: internal within the group and
external to the world outside. It can be used as a means of name calling or remon-
stration against everything that the group opposes or alternatively, can be used to
embrace the work of others. Historically it is the name calling ‘merde’ that has been
more frequent than the accolades ‘rose’, famous juxtapositions from Apollinaire’s
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L’ Antitradition Futuriste of 1913, a document solicited by and transformed by F.T.
Marinetti into manifesto form. Marinetti, who is credited with both the founding
of the Futurist movement and the idea of the art manifesto,” believed that Apol-
linaire’s words would cause controversy with the futurist group, which was exactly
what he intended to happen. In this way, the manifesto was used to provoke contro-
versy about ideas and practices between the various members of the group.

Most manifestos are purely text, although some have included pictorial or dia-
grammatic elements. Manifestos challenge widely held assumptions about artists
as people unable to articulate ideas verbally. As Barnet Newman, the American
painter wrote:

The artist is approached not as an original thinker in his own medium, but
rather as an instinctive, intuitive executant who, largely unaware of what he is
doing, breaks through the mystery by the magic of his performance to ‘express’
truths the professionals think they can read better than he can himself.

Artists as thinkers who also write give the lie to those who would confine them to
the ‘intuitive-expressive’ box:

Making manifestos engages the thinker-practitioner. . . . Art and thought are
not incompatible after all.®

As these testimonies indicate, manifestos indicate that artists too are capable of more
than one form of expression, but perhaps even more importantly, they act as mech-
anisms for exchanging, provoking and promulgating new ideas in an integrative
collaborative way. The manifesto is a tried and tested mechanism for co-reflective
practice. It embodies a rejection of strident individualism, embraces a shared world
that integrates thought and action and heralds an awakening of collectivism in crea-
tive work as in the case of the De Stijl movement led by Theo Van Doesburg. As
founders of the new plastic art, De Stijl declared its belief in collective experience
and a desire to achieve universal values by taking a stand against ‘the domination of
individual despotism’.%’

By their very nature, collectives are designed to subsume the individual voice
into a conjoined whole and the role of each person’s reflection is inclined to be
masked by the stance taken. This unified entity out of multiple contributors inevi-
tably means it is hard to know much about the individual reflection that takes place.
Within each collective there may be many intensive discussions but gaining access
to that private world is dependent upon a willingness to articulate and reveal inner-
most thoughts and intentions.

Creative colony: a new kind of creative collaboration

The notion of the collective is evolving and there are new ventures on the con-
temporary arts scene, often combining location-based activities with global reach
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through the Internet. An example is Baby Forest, an online creative commu-
nity® that embraces difference in an open interdisciplinary way between people
from distance places. The manifesto proposes a common vision with shared val-
ues.” The collective enables participants to promote their work within a financial
and legal framework tailored to their needs. The term ‘colony’ suggests coming
together to explore new territory with the goal of building a culturally meaning-
ful identity. Historically, artists’ colonies were places where practitioners lived and
worked together gaining value and stimulus from close exchanges with others
working in a similar vein. In Baby Forest, the collective has been re-imagined in a
21st century digitally enabled collaborative context. The colony is a ‘collective’ in
the sense of being a shared space, a platform, where creative practitioners of many
kinds connect, collaborate, exhibit, promote and sell their work. It is different from
other kinds of collectives in the sense that each member has a personal space that
they manage independently without interacting with others on the website. The
colony enables them to share and discuss their ideas and reflections on practice
when they wish to do so. Because they can choose when to relate to the com-
munity, this fosters an open and fluid ethos. In this way, maintaining a balance
between creating a supportive structure and the freedom of individual members to
choose their own level of engagement is achieved. The colony facilitates distrib-
uted collaboration but with the potential for other patterns such as complemen-
tary co-creation.

Sue Crellin-McCarthy and Tom McCarthy are the founders of Baby Forest.” As
artist entrepreneurs, they embody the complementary-integrated-family patterns
of collaborative practice.

We aim to build a multi-disciplinary colony of talented creators. . . . Our aim
is to create a model, a two-way conduit, where the member, audience, con-
sumer, user, has direct access to creators and their worlds — their work, their
inspirations, their thinking, their personality, every aspect of a creative life that
a creator wants to and feels comfortable enough to share. . . . [M]y artis-
tic practice has mainly been put to work in these areas — which has been
immensely useful as being an artist really means being able to visualise the 360
picture — it’s not enough just to output work — an artist really needs to be able
to deliver, envisage and manage the whole package.

[W]e hope we can unite as creators to inspire other creators — they do have
the opportunity to take things into their own hands and produce remarkable
and meaningful events, and we are now seeing some of our members doing
the same within their own local networks.

Sue and Tom reflect on their collective and individual experiences in the inter-
view available online.”
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FIGURE 4.4 Heart of the Forest Film Installation. I Am All Things. Collaboration
between Rob Monaghan/Tom McCarthy and Phyllis Akinyi

Collective commerce

In the business world, a collective can have quite distinct characteristics because it
is driven by commercial values as well as the demands of available human capital.
Here a collective might be an association of companies that deliver diftferent but
related products and may be steered by the single vision of one individual or a small
group. This kind of organisational structure facilitates interdisciplinary activity at
the same time as maintaining a depth of skill and knowledge within the domains
of each aftiliated company.

Vince Frost has created an innovative commercial collective known as The Frost
Collective.”” Vince believes that design underpins every aspect of the world that
human beings make, as he makes clear in his book ‘Design Your Life’.”* The collec-
tive consists of six separate but inter-related companies that perform difterent func-
tions but operate as one to fulfil the mission of deploying design thinking across a
range of domains. The aim is to transform the business design process approach by
bringing difterent kinds of expertise under an umbrella organization that permits
flexibility in tandem with autonomy. The individual companies are set up so as
to ensure a high level of specialist expertise in, for example, business strategies for
diagnosing problems, developing policies, develop solutions and team action plans.
In creating a collective of six separate but inter-related companies that perform dif-
ferent functions, Vince’s goal is to develop strategic thinking based upon measures
of success. As an entrepreneur with high ambitions, he is a prime mover in creating
environments for co-creative ventures.
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| decided to create stand- alone businesses within the Collective. | grew a
business and continually learnt and experimented with the business and pro-
jects and designed a business around helping people in terms of the breadth
of people’s needs. . . . | try to find people who are going to share my vision
and values and direction. | want them to thrive. | deliberately create the
environment for people to thrive in. | want them to be proud and confident,
I want them to enjoy, to grow, to be inspired, question, challenge. . . . | want
us to become better at designing businesses, experiences, customer jour-
neys, user experience. . . . We want to be deliberate, we want to understand
how people think, how they engage with things and design to create that.
Like intuition is great and we can use the experience in doing things . . . but
I want to be focused on hitting that target . . . spot on. | believe our respon-
sibility as an ideas business designing success is that we have to recommend
the most accurate solutions, the most accurate experiences.

Vince expands on his mission for making design integral to life and work in his
online interview which took place at the Frost Collective in Redfern Sydney in
January 2018.7

Co-creative journalism

In journalism, diftferent structures have been adopted by distributed media compa-
nies involving intra house groupings as well as external ones. In the 20th century,
competition between news organisations was the dominant working model even
though individual journalists often collaborated in the course of creating news
content. In the early 21st century, however, driven by the arrival of novel forms of
digitally enabled coverage, an era of networked news sharing is underway and chal-
lenging the traditional role of the journalist.”> Alan Rusbridger, former Guardian
editor, describes a new type of ‘open journalism’, taking a positive view in the face
of an existential challenge, is to put professional expertise to work by mediating
citizen news content.”

In professional news media, a study of organisational collaboration identified

t.” Two

six types of collaboration between news organizations for creating conten
factors are relevant to our previous discussion of patterns in creative collaboration.
First, the matter of fime: that is how temporary or sustained the duration of col-
laboration is, whether one-time or finite (temporary) or ongoing or open-ended
(permanent). The second key factor is integration, that is the degree to which the
writing of news stories and the creation of publicly distributed material, is carried
out jointly. The degree of integration operates at three levels: a) completely sepa-
rate content creation but shared distribution; b) individuals work together to create
content using separate resources; ¢) co-creation with sharing of all resources at the

organizational level.
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Of the different structures of collaborative projects studied (referred to as
‘models’ in the study), several fell into more than one category and some evolved
into different models over time. Temporary projects put together with a finite
duration differed in the way new material was created: in one case, participants
created news content separately and then shared it, whereas in another they cre-
ated the content together. The first model is a pattern of collaboration best suited
to first time smaller group participants who are looking to extend their reach
into high interest subjects and generate better products. Where problems were
identified they were mitigated by collaborative practices that addressed differ-
ences in working ‘cultures’ and shared scarce technical expertise. On the negative
side, there was less opportunity for skills transfer and learning new techniques.
This type of structure lends itself to people wishing to test the co-working water
and if successful, provides a bridge into more integrated collaboration. Where
participants co-created new content, a closer, more coordinated collaboration
takes place but this process requires more resources than the case in separate
creation.

Co-creation can lead to conflicting priorities because of different organisa-
tional cultures and practices but a pre-existing level of trust and good rapport
between people can overcome this. Overall, the study found that co-creation
leads to a better product than could be achieved working separately in the con-
text of today’s news sharing in collaborative journalism. A third type of structure
is of one-time projects in which partners share content, data and resources at the
organizational level. The level of integration involves close co-ordination and
regular contact. An example of one off integrated collaboration is the produc-
tion of “The Panama Papers”® whereby participating organizations had access to
the same data and software but wrote different stories unique to the outlet that
produced them. Each participating organisation gained from the shared resources
and expertise but was able to provide content to their own readership in their
own way. Having multiple inputs and being able to create multiple outcomes
gives flexibility in collaborative situations where enforcing a uniform product
could otherwise cause conflict. The benefits of the integrated single project are
high including acquiring additional skills and expertise, sharing data but princi-
pally in extending the organisation’s reach by producing high quality outcomes
for more outlets. However, the study also suggests that negative factors such as
having unequal power dynamics, disparate levels of technical expertise and differ-
ent cultures are unlikely to be mitigated by the fact of collaboration itself. Thus,
whilst the benefits are higher than other structures for collaboration, the risks are
greater. What it does suggest is that in the context of single discipline professional
work, organisational integration has distinct advantages for collaborative working.
In more interdisciplinary work, there may, however, be advantages in retaining a
looser form of connection, in other words, adopting a complementary over inte-
grated pattern of collaboration.

The structures for journalistic collaboration with more permanent arrange-
ments or having evolved from temporary into ongoing projects, are of particular
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interest in co-reflection and creative collaboration as this is where relationships
between practitioners are supported by organisational frameworks. A common fea-
ture of these collaborations is that the organizations benefit from content sharing,
whilst at the same time maintaining a high level of autonomy and editorial inde-
pendence. Where the collaborations are both open ended and co-creating, more
coordination is required to organise regular meetings and ensure communication
between the various organizations involved. It is a more integrated process than
the previous kind but not as much as that of an ongoing and integrated collabora-
tion in which participants co-create content and the organizations share resources.
Collaborative journalism seen through a lens of optimism envisages fully integrated
co-creation as a cornerstone practice that can support future sustainability. The
structures offer instructive lessons for ensuring success.”” For the purposes of our
interest in co-reflective practice, the focus on integration at the co-creation level is
relevant because of the increased exposure to difterent perspectives and the poten-
tial for stimulating reflection to which this can lead.

In the following section, we explore how co-creation offers a pathway to co-
reflection. Certain features of co-creative practice enable and encourage, indeed
provoke different kinds of reflective thinking. The discussion is illustrated by practi-
tioner statements from the interviews that follow this chapter as well as from related
research studies.

Co-reflection through co-creation

When people collaborate creatively, they learn from one another as they are
exposed to each other’s ideas and actions. The creative works that arise from such
exchanges are the physical forms of ideas materialised by joint effort. Reflection on
the process and outcomes is as necessary in co-creation as it is in solo work. In the
discussion to follow, I suggest that certain features of co-creative practice have a role
to play in encouraging, and indeed provoking more reflective thinking.

By making artefacts, events and performances, individual practitioners create
tangible outcomes to contemplate, appraise, evaluate, reassess and revise: in effect,
they are mechanisms for reflection. The creative work enables greater reflection
because working together invites dialogue. Co-creation gives the collaborating
participants opportunities experience each other’s thinking and working meth-
ods both during and after the activities. Participants are able to reflect on the
similarities and differences in their respective responses to what they have created
together in an open and constructive manner. It is a test of the quality of col-
laboration whether this is indeed possible. Whether the experience is positive or
not, it 1s likely to contribute to the development of each individual’s reflective
practice through the stimulus and challenge that come from interacting with
other people.

Factors that foster and provoke reflection are discussed next in the context of
co-creation, given impetus through the challenges and tensions of collaboration,
the stimulus to new thinking, and the role of dialogue.
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Challenge, conflict and tension in co-reflective practice

Working with someone who has a different way of looking at the situation in hand
encourages a kind of creative tension which can influence the way reflection takes
place. A key element of the way practitioners work creatively is in making chal-
lenges for themselves. This is a very eftective way of provoking self-reflection. Both
self-reflection and co-reflection arise from the challenge posed by close working
within teams. In venturing into collaboration, practitioners expose themselves to
uncertainty, often because they are travelling into unfamiliar landscapes. This very
uncertainty can provoke reflective thinking. Viewed this way co-creation becomes
a reflective process that supports directional change.

There are many challenges to forming successful collaborations that often stem
from deep-rooted assumptions and prior experience. In the creative world, seeking
out collaborators for the express purpose of having access to specialised expertise
may involve working with people who share little common ground. Many misun-
derstandings can arise and problems occur because underlying assumptions are not
made explicit and individual agendas conflict. In an art-science collaboration, for
example, the artist may assume that the scientist has no interest in the artistic side
of the work but is happy to play a limited supportive role. Then when it becomes
apparent that on the contrary, the scientist has strong views about his or her own
creative capability and is keen to assume active co-ownership of the artwork, this
can pose a dilemma for the artist. Such points of conflict can impact the harmony
of the collaboration unless there is a genuine preparedness to give and take and,
most important, resist personal grand standing. Some practitioners make a deliber-
ate choice to view the creative ground as shared territory, a result of learning from
experience of the negative effects of conflict.

By viewing co-creation as a limitless ground that can be occupied equally,
creative practitioners can achieve much more for themselves. At the same time,
differences can emerge which lead to positive outcomes. Collaboration between
participants with different expectations and experiences can lead to a kind of crea-
tive tension which influences the direction of the work and opens up unexpected
routes to novel outcomes. Creative tension may offer a promise of something dif-
ferent to old patterns of thinking and thereby give rise to opportunities for expand-
ing horizons and active reflection on ideas and approaches that would otherwise
remain unchallenged.®” For this to work, much depends upon the participant’s
capacity for self-reflection and a willingness to accept criticism.

The eftect of creative tension on reflection raises the question as to whether col-
laborators need to share values or viewpoints in order to work together successfully.
Previous cases suggest that partners can benefit from collaborative relationships in
which the participants do not share the same beliefs. For example, siblings who
were rivals, Heinrich and Thomas Mann, argued from very different standpoints®!
but at the same time, were able to appreciate each other’s ideas and endeavours.*
On the other hand, shared opposition to another belief system that collaborators
consider faulty can strengthen the bonds. For example, Hubert and Stuart Dreyfus
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together challenged the unbounded optimism of the artificial intelligence com-
munity of their day whilst coming from very different philosophical positions.*

Co-creation, new thinking and risk

Schén argues that the most agile practitioners are those who are adept at reflect-
ing on their ‘knowing-in-practice’ whether in the immediate aftermath or over a
longer time frame. This means they have in built ways of breaking out of overly
familiar routine ways of working and can handle unexpected events better. Prac-
titioners who may not have learned to reflect on their practice to the same extent
as the more experienced, need certain forms of stimulation to help them respond
to the unfamiliar. In the creative context, this applies especially when the vision or
intention is new and has implications for methods and materials.

In creative practice, the impact of collaborative working can prompt reflection in
several ways. One way is in dealing with the limitations imposed by familiar ways of
thinking that can happen in solo practice when there may be little opportunity for
sharing and articulating one’s ideas during the process. Some practitioners seck col-
laboration solely to exchange ideas with people from difterent backgrounds. They
may anticipate that their exposure to different ways of thinking will be stimulating
and enable them to break out of self~imposed constraints. Others may be drawn to
collaborate by opportunities to take part in speculative initiatives that bring fund-
ing and resources. This may lead to involvement in unfamiliar worlds that can be
both stimulating and productive, but at the same time, risky. Co-creation invites,
indeed encourages, practitioners to step outside their ‘safe zones’ and embrace the
uncertainties that come with working closely with others. It can involve surrender-
ing control and sharing risks that would not have been entertained working solo, as
confirmed by John-Steiner:

Transformative contributions are born from sharing risks and challenging,
appropriating and deepening each partner’s contribution. Individuals in suc-
cessful partnerships reach beyond their habitual ways of learning, working and
creating. In transforming what they know, they construct creative syntheses.

The notion of risk in collaborative creative work is unlike risk in many other con-
texts. An artist may deliberately open up an internal world of creative practice by
inviting a collaborator into a process that is exploratory and full of risk and uncer-
tainty. In doing so, there is a possibility that the situation will not be respected and
there might be unintended consequences in the future. Having someone to share
your ideas with can be stimulating but at the same time, just when you are begin-
ning to formulate your vision of a future work, this can lead to difficulties because
the need for trust is implied. There is a need to trust your collaborators on a num-
ber of fronts, the first of which is the question of who ‘owns’ the original concept
or whose name is attached to the ensuing work. Moving from the security of single
ownership is an expansion of responsibility, not only for the eventual outcome of
the collaborative effort but for the longer-term implications for one’s reputation.
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For some, the risk is worth it because of the potential for expanding one’s thinking
and expectations of what can be achieved. It is wise to be aware of the risks and,
moreover, be prepared to lose something in the process.

There is an inevitable balance between risk and trust: the participant has to assess
the risks and what is gained from risk with what they stand to lose. It is a finely
judged decision to trust in another without losing your sense of yourself. Revealing
yourself can be a raw experience as so often the making and exhibiting of artwork
implies.

Co-reflection through surprise

Intersecting with people from difterent disciplines can lead to surprise via the stim-
ulus of contrary perspectives; in the words of Ken Arnold on the way surprise for
one discipline provokes surprise in another:

If youre multi-disciplinary and you’ve got lots of different things you are
working with then the opportunity for surprise often comes because, one
small group of people are not surprised because they’ve spent their whole
lives living with it but then they meet up with another group of people
who’ve never seen that before and somehow, it’s the surprise of the second
group that in turn surprises the first group.

In the case of an artist working with a scientist, the impact of bringing unexpected,
surprising thoughts into a well-established frame of reference- the knowing-
in-practice’- can be to break through the barrier of what Schon refers to as ‘over-
learning’ that is, patterns of practice that are inflexible. Everyday terms used to
describe over learning include ‘burn out’ and ‘boredom’. This arises through
repeated experiences that lead to developing a set of expectations, and techniques
that work well if all cases are similar and there is less and less surprise leading to a
‘knowing in action that is more tacit, spontaneous ‘unthinking’ action.

Reflection through surprise can lead to new directions for the creative practi-
tioner. This is not always a pre-planned, deliberate act but can arise as a result of
happenstance. What can seem like chance at the time of a surprise encounter may
happen because of pre-existing factors, as the story of the origins of “The Curious
Economist: William Stanley Jevons in Sydney’ exhibition illustrates.

Matthew Connell is a Physics graduate who first worked in geophysics explora-
tion and then as a research technician in Microelectronics. He became the curator
of Computing and Mathematics in 1991 at MAAS, the Museum of Applied Arts
and Sciences Sydney (formerly Powerhouse Museum Sydney). Working as part
of in-house teams demands a great deal of reflection through dialogue and com-
munication in a constant search for new ideas and exciting connections. Exploring
what others do and how they do it is a fundamental part of Matthew’s co-reflective
practice. In his interview, Matthew relates the story of the origins of an exhibition
he curated about William Stanley Jevons.® He first became interested when his
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attention was caught by Jevons’s invention of a ‘logic piano’ around the time he
had acquired a piece of Charles Babbage’s Difference Engine® for his museum.
But it was a chance meeting of a colleague and friend in the street that was to
prove highly influential in expanding Matthew’s ambitions for the Jevons project.
Simply following the research on this subject, as fruitful as it was, would not have
been as innovative as the project turned out to be but for the conjunction of two
people’s mutual interest and the dialogue that ensued. Not only was the exhibition
a revelation about the importance of Jevons but the collaboration brought about
significant changes in his own creative practice, as his new passion for photography
demonstrated. Matthew describes his experience:

I am very interested in new practices, in innovation across the board. I'm
interested in the fact that innovation often occurs in the new connections
that are made in existing areas of knowledge. But | am also aware that inter-
disciplinarity doesn’t mean anything if you don’t have disciplines. People
sometimes forget that you need strong disciplines to have interdisciplinary
anything. Disciplines of course do change but they emerge for reason and
those reasons shouldn’t be forgotten.

That's a case where I'm following one thing and | uncover another thing
when | realise that this man sat at the conception of a number of the most
important discourses of our time.

Then | started thinking well how do they all work together? How do they
intertwine? And then | bumped into a friend at Market City. | was going for
some noodles and saw an old friend who was walking and as it turned out
thinking about Jevons whose photography he loved. | didn’t know Jevons was
a photographer, an amateur photographer. | then started talking with Lind-
sey Barrett, the Friend and colleague. He didn’t know that Jevons had been
a logician and we started to talk and we ended up doing an exhibition called
William Jevons: The Curious Economist. It wasn’t huge but it was rich. Every bit
of research we did, we discovered something. We were reflecting the whole
time. And there was serendipity too.

.. . bumping into Lindsey was ridiculous! He was interested in economics
and photography and Jevons tied the two together. | was interested in logic and
as it turned out | was interested in mathematics and economics. | wasn’t a great
reader of photography before this came along and Jevons photos taught me
to read photographs and drew me into the history of Australian photography
which | knew nothing about prior to that. Now | am completely captivated by it.

For Matthew collaboration implies listening and learning from one other as
he explains in the context of his creative curatorial work: see his interview on
page 164 to follow and an extended version online.”” Surprise as a feature of reflec-
tion in practice was discussed previously in Chapter 3.
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LOGICIAN PHOTOGRAPHER

FIGURE 4.5 The Curious Economist. William Stanley Jevons in Sydney. The Powerhouse
Museum, October 2004

Source: Reproduced courtesy of the Museum of Applied Arts and Sciences

Conversations and co-reflection

Reflections need to be explicit in order to be shared and for that to take place,
spoken articulation and the written word play a vital role in the co-creative process.
The value of shared reflection through dialogue is that it can bring to light the
tacit assumptions that exist when practices have become routine and are unable
to respond to unusual situations and unexpected events. Creative practitioners can
find themselves struggling to move forward either because they have run into arid
patches or finding effective methods and materials has proven difficult. This is
where co-creation offers stimulus to reflection and learning through the conversa-
tions that take place between practitioners.

The interaction of thought and speech is an important feature of co-reflection
and its role in stimulating creative thinking. Co-creation demands communica-
tion in a continual search for novel ideas, practices and outcomes. Thinking with
others is based upon various types of dialogue: informal conversations, talks
with feedback and questioning, exchanges about ideas and expertise, critiquing
or appraisal exercises, interviews with visitors and audiences, not to mention
presentations to commissioning bodies and funders. Encounters with people at
all levels can be a fruitful opportunity for trying out ideas and gaining feedback
from those not directly connected to a particular project. As Matthew Connell
puts it:

You just know that one conversation that’s brought some of it to the surface
and another that’s raised something else and a third one that’s amalgamated
that, and it does feel as though there are definitely bits of it that I can find my
voice in. But that voice only makes sense because it’s been part of a congrega-
tion, part of a communal activity.
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But does dialogue of itself promote reflection in co-creation? Is the mere act of
speaking sufficient to provoke new thinking between people working together?

As most of us are aware, when we engage in conversation, often new ideas
emerge during the exchanges as if out of the blue and we can surprise ourselves
with such serendipitous moments of inspired comment. Thinking and speaking
often feels indistinguishable as new thoughts arise during active speech. In the heat
of debate, there is little time for careful preparation and, if you are someone who
‘thinks on their feet’, as the phrase goes, you are well placed to get your ideas on
the table. Some people are stimulated best by having others to bounce ideas off and
many discover the benefits that talking with others provides.

The conjoining of thought and speaking aloud is considered in some societies
to be a natural phenomenon. However, this is not universal and there is evidence
to suggest that it is a culturally determined aspect of discourse. A research study
compared Asian Americans and European Americans thinking aloud while solving
reasoning problems. Participants’ beliefs about talking and reflecting were corre-
lated with how talking affects performance. The study demonstrated that talking
impaired Asian Americans’ thinking performance but not that of European Ameri-
cans. The researchers suggest that cultural difference in modes of thinking can
explain the difference in the effect of talking.®® My own first experiences of cul-
tural differences came on a visit to Japan in the late 1980s when, during exchanges
between fellow researchers, I noticed that the hosts paused for at least two to three
seconds before responding to my observations. In subsequent exchanges, whilst
some of us were mindful of the differences, others were not, and there were occa-
sions when the Japanese researchers sat waiting patiently whilst the Westerners
followed a familiar pattern of rapid fire exchanges, oblivious to the fact that it was
necessary to pause for breath in order to allow our hosts to enter the conversation.

There is considerable discourse in the area of dialogical thinking which is rel-
evant but in a tangential way to the themes explored here in respect of co-creative
reflective thinking. For our purposes, it is perhaps sufficient to note that a dialogi-
cal process is one in which multiple approaches are able to co-exist and has been
proposed as key to understanding group identity. Compared to dialectics, a dialogic
exchange can be less competitive, and more suitable for facilitating cooperation. Dia-
logical thinking is open-ended and pluralist and therefore, perhaps, ideally suited for
collaborative creative work. Dialogue can also provide a means of making sense of
unexpected events or phenomena and enable such awareness to have a positive ben-
efit through creativity and reflection. This resonates with Virginia Woolf’s account
of being able to explain, to find a reason when faced with a ‘shock’ experience, a
capacity that she believed made her a writer. As a writer, she turns the shock into ‘a
revelation of some order’ and putting it into words makes sense of a surprise expe-
rience that enters the mind unexpectedly and turn it into a positive experience.*

Roles an