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Introduction

This chart has the goal of supporting the reseptthin place by higher schools of art (ESA)
since 2006 through the establishment of a framewaoxk criteria which, as with the rest of the
organization of studies in ESAs, guarantee theityuaf the activity being done there.

The current document is destined to be a chartomfdgpractice, setting the tone for the
involvement of the ESA in national and internatioresearch, but it is also a manifesto to build
upon that which has produced in recent years by EE@Aich is original, prospective and
emancipatory, as a result of wide scale experimgnith the invention of a specific form of
research.

It is a structuring document, which intends at Hane time to establish a synthesis of the
existing; fixing and describing the scope of reskdaking place today, but equally, following on
from the effort of prospection, proposing solutidior the concrete organization of a national
plan which is lacking today.
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Chapter 1
Research in higher schools of art

[-1- General Definition

Research in art schools is, above all, researdah,rathis shares the following minimal definitiorittv
other fields: “research” is the ensemble of thevies done with a view to producing and develapin
objects and knowledge which, when shared, enlatge§eld in question and, consequently, contribute
to the society concerned by the field.

This activity is defined by its prospective chaeacin schools, its tension towards uncertainty, its
ambition to conquer original spaces, and by itsacdp to disseminate and share its results. However
research in art schools also has a number of afeaspecific nature, because its field of refeegraat, is

of a specific nature:

e It does not necessarily have technical and teclgimdbprerequisites. At the same time it knows
how to show its methods, its protocols, its experés and knows how to verify their pertinence,
how to examine the issues raised and how to rethigk.

« It recognizes, intuitively, instinctively, an imman prospective capacity in the sensitive and in
this, as in all creative activity, never separdtesintelligible from the sensitive at any point in
the chain of activity (from the moment of produatim the moment of sharing what is produced).

e It draws a large part of its resources from thaictviis outside its own field — and like art, itthee
combination of elements coming from the totalitythod activities and information of the world.

e It assumes a non-linear relationship with histanyd despite capitalizing on the forms and ideas
of the past, knows the other research that haadyrbeen done (at least since the Renaissance
and Leonardo da Vinci'Sreatise on Painting) and, so as to add originality, it supposes no
progress: as with art, it simply helps man to ‘tbéhie world”, in every sense of the expression.

[-2- The articulation of research and education

Research in an ESA is present at every level ofathn, with varying levels of intensity, as in ttest of
higher education where teachers are researcherstiahemit, right from the very first cycle, the
knowledge and know-how coming directly from theldi®f their practice. As in the rest of higher
education, the three cycles of training lead teehtMD qualifications gradually intensifying theapk of
research in education: if the question of reseampears in the®icycle, it is in the 2 cycle that the
“initiation in research” is truly developed andistin the 3 cycle that the students themselves become
researchers. Art schools have become accustomesllilng the first cycle “the programme phase”, the
2" cycle “the project phase” and thd 8ycle is known as a “research phrase”.

To be more specific, because the research prodode8As concerns art and thus the being in thedyorl

it happens regularly that students, irrespectivéheir level of studies, appear as those “concérbgd
research, and even as experts - as such, thegsaoeiated with this research. ESAs have developed
liberating forms of pedagogy which allow one tolgeyond the master / student dialectic. In reseiish

a matter of continuing to rely on this effectivewms: artists, designers and theoretician teacher-
researchers, emancipated students — research wigets how to associate all of those affected by the
construction of the problem to which it relates.

The formats of research (conferences, workshoggarcies, exhibitions...), as is the case of pegiag
in art schools, are thus extremely diverse andniteceaccording to the needs of the projects: hgaina
they rely on the specific nature of the field of tar produce forms and to relay an extremely ristony
as it pertains to the question of medium and format



I-3- The temporality of research

As with art, research requires varying time franidserefore, in ESAS, we can distinguish:

* “research units” dedicated to a fundamental problerart and design which intend to create
spaces of capitalization of knowledge and know-loovthe problem;

* ‘“research programmes” set in a defined temporéfiym two to four years) which occasionally
bring specific teams together.

Theresearch units structure research on an artistic and sciengfiell of the life of forms and ideas, but
also at a material and technical level. They areezhby one or more schools and are as diversheas
higher art schools themselves, each one being ateaireed by a project which is unigue to them — a
project whose artistic, thematic, esthetic, pditicand, occasionally, stylistic coordinates and
characteristics are elaborated and coordinatedinvite framework of the activity of each school.
Concerning their role in the construction of thee@rch content, the units:

* bring together the researchers, artists, desiga@gheoreticians concerned by the project which
is defined by the higher art school, or schoolsceoned;

« regularly work with the scientific counsels of ES@s accordance with the modalities decided
by each school);

« animate the life of the forms and ideas by beirgpace where that which is produced in the
different “research programmes”, backed by theldistanent or establishments, is discussed,
cross referenced and thus evaluated;

« think about different research formats and regiraesyell as definitions and methodologies;

e organize structured partnerships with regardse¢adisearch.

Concerning the material and technical aspect oattieity of the research unit, and as a functibtheir
specific project, they can equip themselves with:

» specific work spaces, whether they be physicalideeges, laboratories, workshops, offices,
meeting rooms...) or dematerialized (platform, bldgcussion forum, website...): these spaces
allow for research activity, whatever it may betake place and develap site, in the ESAs.

* a defined budget (for the organization of eventsylipations, for missions and its members'
expenses, etc.)

* an administration and a team responsible for conmation and valorisation — both to
accompany and support the activity (from the caumstin of dossiers to answering tenders to the
organization of real events) and to archive, dissata and redistribute that which is produced by
the research.

It is important to note that it is no way desirafilea research unit be separate to the rest cdc¢heol (or
schools) that it is attached to. On the contrarys iin the constant contact and overlap between th
activity of the research unit and that of the s¢H@s artists, its designers, its teachers alorip \ws
students and technicians...) that the forms invleainselves. This particularity, which is linkedtte
ecosystem of the ESAs is a precious asset foretearch activity.

As for theresearch programmes, they are produced to contribute to the capitahefunits, but also to
nourish the pedagogy, the activity of a specifipatément of the school, an important event in ateey,
etc.

Between these two centers (an occasional prograamdea perennial research unit) and these two
temporalities, the ESAs regulate the cursor ofrtletivities, relying on their permanent prospestiv
inventiveness.



[-4- Research and its actors

The actors of research in ESAs function according togic which privileges complementarity and the
tensioning of their differences. In addition, evarg engaged in a process of work, recognized by the
peers as having sufficient skills, can participater carry out, research.

As is the case in the other aspects of their dgtithe ESAs do not wish to impose a set modelyThe
promote an open model of trials, which permits timeation of ad-hoc teams, on a national and
international level, as a function of that whictersszisaged to be built.

Also, the regulatory structuring of peer recogmttakes into account this lightness and the fundaahe
organizational logic which governs the world of antd design.

In this way artists, designers, doctors and rebeawgrofessors in the social sciences and humanitie
(sociologists, philosophers, historians, ethnolisgid or in the natural sciences (biologists, bists,
doctors...), engineers, and Directors of Art andsife centers and cultural institutions, exhibition
curators, museum curators, and professionals sonaft, writers or any other personality in Francg an
abroad, are in a position to contribute to reseprofects.

[-5- Partnerships

Research in ESAs is defined and done in reseanatistes which are situated within them, but, beeau
art is an activity which is nourished by all hunaativities, it regularly collaborates with reseahfrom
other disciplines and can generate associatiorsatliter laboratories and research centers in Framde
abroad. Research programmes and units can be éhup etween different structures, and as a result
original spaces for research see the light of day.

However, because research aways has the objedtaxpanding its own field of reference, even in the
case of research done in common with other diswplthe value of this research for art will only be
determined outside of the field of art: it is important that, as in other fields, the g@ece of partnerships
do not guarantee the value of research — reseautie iphilosophy of science is not necessarilyimpent
because philosophy is interested in the scientésthie same when it comes to research done ificlide

of art and design.

Research can draw new territories, a third tegrjttinat of the partnership, which stems both frém t
territory of the ESAs and that of their partners.nb way must the absence of partners be allowed to
disqualify a research project.

I-6 - Third cycle

Some schools, together with universities, providghHevel, selective and specialized post masters
training: specific 8 cycles, sanctioned or not by qualifications, digatment certificates, or doctorates.

Considering that after the “initiation in researgiifase of a Masters' programme it is necessarg to &
position to practice an activity to which one haeib initiated and thus really work within a resbarc
regime, ESAs develop third cycles which are specific &xte structure. As the DNAP is a specific
certificate grade qualification, and the DNSEP imaster's grade qualification being driven from the
field of art to which the ESAs belong, the thirccl®s invent themselves as close as possible tivahe

of reference which the art world represents.

Postgraduate programmes already exist in certaksBE®d can be starting points for the setting ug®f
cycles. However, in no way dd*®ycles aim to replace the post graduate programvhésh are strictly
orientated towards professionalization: over artstime (usually one year) post graduates belang t
creative residencies and no longer to educationvahying dimensions, they allow professionals who
have already begun their careers to see a projexigh while relying on the resources of the sclaoal

on its cultural and artistic network (productiorgiltics, the possibility of exhibiting in profesaal
conditions, immersion in research programmes aiitd.uj



On the contrary, the"Bcycle is actually a cycle of training through rass, completing the curriculum
for DNSEP and Masters graduates, with specificngeaents for research, over longer periods, which
radicalize the approaches already underway in thR8EP programme. These third cycles and their actors
(artists and theoreticians, student-researcherdedby referent teams) fully participate in reseain
ESAs. They nourish the “research units” and thesiomal projects of the programmes. They helpén th
development of research specific to the ESAs thidhg example of their equally specific activitypy
situating themselves in the extension of that wiiehfirst two cycles have opened.

The 3° cycles are thus built for and with young artistssigners and theoreticians operating in the field
of art, the community of reference for the ESA. Wiadow for the structural implementation of a spac
for research regulated by the temporality of spediégimes. Also that which they produce being
prospective, emancipating and adventurous is eteduay competent actors of the art world, so as to
guarantee the awarding of a specific school qealibn at a doctorate level, following on from the
DNAP and DNSEP.

[-7- Production and evaluation of research

For its publication and its sharing, research lreBE$As produces forms which are very diverse, anase
a function of the projects concerned. These foroeures, exhibitions, films, public events, welssite
publications, lectures...) come from the historyadf and creation, but also from other fields ofmiam
activity — art knows how to use diveri@mats to give account of a specifiegime, that of research. If,
since the sixteenth century, creative work has la@eompanied by an analytical research activitarn
and coming from art, artists have always inventeché which allows for the best dissemination ofrthe
research work, offering to society results whichegr as truexceedances.

In this way, that which is produced by research lmamenerally identified (almost systematicallythis
order) as the following:

e The identification of a problem

e The work done on a problem using diverse practoestools

e The production of a form (of knowledge and expas@rallowed for by the work

e The sharing of this form which is disseminated egaived by those concerned by the problem

e The record of a result, of a resolution or thetsidf of the problem: ultimately, the presence of
something more, an excess, with respect to thialisituation.

Every moment and every dimension of the productbmesearch can be restituted, shared and given
value — and this using forms always chosen iadahoc manner.

With regards to its evaluation, the quality of fm@duction of research is determined by peers cpmin
from the reference community, in France and abrtadyhich are added those concerned by the issue
being treated. As in other places of artistic astj\evaluation is done in a situated way, thabisay by
evaluating objects beginning with that which thegtolate.

These seven points which characterize research in ESAs allow one to deduce the line of a national
organization, an obvious necessity in the current context.



Chapter 2
National structure of research

To be in a position to effectively support the sesé activity developed by ESAs, the implementatbn
the following arrangements and statuses is proposed

lI-1- The National Council for Higher Art Schools

As research is led from the field of art, thisdi@luts a legitimate and co-built structure in pléarehe
establishment of good practice: the National CduociHigher Art Schools (CNESA) which brings
together and represents the concerned actorscdbiwil permits the organization of an approach to
research by acting on the following points:

e The status of the student-researcher and the pmfessearcher, for artists, designers,
practitioners and theoreticians and the authodrat direct research programmes and third
cycles;

* The creation of, and participation in, the operatd a new approach to the distribution of
budgets allocated to research;

« The evaluation of “research units” and “researagmmmes”;

* The national coordination of research

The governance and functioning of the CNESA wilde¢ermined in a collegial manner from the
moment of its creation, from propositions madeh®/‘research commission” of the ANdEA — the
National Association of Higher Schools of Art. Ay, it is clear from what has been previouslyestat
that, for it to accomplish its missions, the CNEB# meet a number of times per year and is intehioe
a particularly active council.

Schools represent an essential element in the wbdd and design. The community of peers, which
provides legitimacy and evaluates the activitiesabfools (education and research) is the milielfigsd
the different actors operating within it. Thesergese represented by 3 types of person:
e Those involved: artists, designers and theoreticiavolved in research in schools
* Those concerned in France: critics, curators,tirtginal members from the world of creation,
artists and designers
e Those concerned internationally: critics, curatorstitutional members from the world of
creation, artists and designers

The categories of experts and proportions to heeed by the CNESA and by organs of evaluation in
general:

* Maleffemale: 1/1

» Design /Art: 2/5

* Theoretician/practitioner: 1/5

* Involved/concerned in France/ concerned internatipnd/6/1

The CNESA could bring together:

12 involved (6 men and 6 women): 5 artists, 2 desig, 1 theoretician or 1 critic, 4 directors
e 8 concerned in France (4 men and 4 women): 3srfisiesigner and 4 curators or critics

e 2 concerned internationally (1 man and 1 womanartist and 1 curator or critic

e representatives of the Minister for Culture



[1-2- The Status of the student-researcher

Young artists and also theoreticians, designenstats and other creators, when they register with
school so as to prepare a third cycle, are giverstiatus of student-researcher.

As student-researchers they benefit from the studitus, but also from all of the resources of the
establishment with which they have registered. Haurhore, because they are also researchers, they ca
lead missions, drive projects for establishmentd @oeir research units and also disseminate various
teachings. For each one of these missions, costeaet established between the student-researctier an
the ESA concerned.

This status is to be created on a national lexa fthe recommendations made by the CNESA.

[I-3- The mission of the professor-researcher

The teachers working in the ESAs, theoreticiangstarand other creators who wish to practice the
activity of research in an ESA will make the requisthe establishment and its associated Scientifi
Council — and on the advice of the Scientific Caljfor the determined length of time of the reshar
project, the theoretician, artist or designer chiaio an occasional arrangement with regards torier
position and become a professor-researcher.

The responsibility for research is thus accesdiblany teacher whose skills are recognized by their
establishment — teachers in ESAs are already gcteteachers working in higher education and their
activity is evaluated and recognized at the montkat the LMD qualifications, for which they are
responsible, are awarded — so they can requestdlies of professor-researcher in the establistanent
where they work.

Of note is the fact that the status of professeeaecher occurs within the framework of the general
restructuring of the status of art school teachdrich appears today to be essential in accomplisttia
reform of higher artistic education (the annual@atof face to face teaching time and the possybdf
release so as to participate in research, validayetthe scientific council of the establishmentihich
they work).

lI-4- Funds and financing for research

The financing of the research in the ESAs comasngnily from the field of art and with their traditial
national and international partners. In effect,duse research concerns an existing field, the dingrof
this research is first made with the arrangemelntsidy established in this field. Thus, in Frarioethe
context of their mission of support for creatiamthe first place the Minister for Culture, follodvédy the
territorial managers of cultural affairs follow adévelop the accompanying of research activity.yThe
put specific funds for financing and research iptace, all the while communicating clearly on an
ambitious research policy, they articulate a rea#id support for creation, the other essential @spfea
policy favorable to the visual arts. The means b#ate been assembled are distributed by relyindhen
expertise of the CNESA. These means aim to support:

¢ Research units in addition to the activities ottesas and student-researchers who participate in
increasing their influence on a national and iraéomal level (notably: mission and travel
expenses, the dissemination of results in pubtinatilectures and exhibitions...). This will allow
the establishment of permanent structures, trlerpibf research in ESAs.

» Occasional research programmes, established fefized objective and length of time. This will
also allow the constitution of original teams, datta specific and localized problem can be
treated — in each case a situated activity is $4itad.

« 3“cycles specific to ESAs.



In the first and third cases, financing is provitlgdrenewable multi-year contracts (4 years minimum
the second case, project tenders are proposedarBgulvith a defined specification sheet and
transparency when it comes to the attribution i éissistance.

Research activity can then find its financing bykmg inroads into the professional creative fielofsart,

of design and of theory, and by moving closer tolR&n the same way, research can find a number of
resources by optimizing its organizational logicparticular in partnership with other places afe@rch

in higher education eligible for their own finangir(European and ANR project tenders, various
grants...), and the ESAs can in this way monetiegr partnership. This does not in any way congtitu
the principal resource of research activity in ESA3ecause research in an ESA, just like research i
general, is not necessarily immediately profitdial¢ participates in innovation and the transfororatf

our society, it is for the public powers to refiheir structures for the financing of this specrigsearch.

[I-5- Evaluation of research

The principal of the evaluation of research whiagkes place in ESAs is the same a that of all rekear
activity: an evaluation by peers. To this is addadhe case where the research is particularatt
and contextualized, and when this is an issuednakearch itself, an evaluation by those concerned

The CNESA, the National Council for Higher Art Sol&) organizes the structure for evaluation of
research in an ESA:

»  For research units and 8ycles, evaluation can be done on site, so ae tn bontact with teams
and their tools, and to observe the work being done

« For research programmes, evaluation can be camiedn presentation of documentation, before
and after projects, when financing is solicited.

The CNESA can also be called upon to accompanwtiieenpt to structure research within a school. In
any case, evaluation is considered as accompaltiyingractice of research and is there to stimulse
progression of the development of specific resear&BAs.

To achieve this goal, evaluation:

e s carried out by a group of peers

» explicits its methods, its expectations and iteotiyes;

« systematically renders public its conclusions (gederally renders its functioning transparent,
for example concerning the conditions in whichékaluation was done and by whom);

e is argumentative and adds to” the strength of tbepgsition;

« privileges the “evaluation report” rather than nemddl grades, and chooses criticism above
awards.



