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1. Introduction  
 
 
 
Welcome to CRS, the Postgraduate Certificate in Professional and Research Skills: 
Art and Design. The programme aims to provide a thorough and comprehensive 
introduction to the range of methods, strategies and debates which can apply to art 
and design research. It has been informed throughout by the recommendations from 
the Arts and Humanities Research Council, by the precepts from the Quality 
Assurance Agency with regard to research skills training, and with reference to 
Cardiff Met’s Continual Personal and Professional Development policy. 
 
CRS is built around the four key areas of: 
 

1. research methods,  
2. the critique that is essential to the generation of knowledge 
3. research ethics, and 
4. project design.  

 
The programme is taken by all students at the start of their MA, MPhil and PhD 
studies at CSAD. It guides students in designing a programme of research, and 
creates an interdisciplinary postgraduate community, allowing students in one area 
to see, discuss and learn from what their peers in other areas are doing. 
 
This Programme Handbook offers information and guidance on: 
 

 The aims, outcomes and day-to-day running of the CRS programme 
 Assessment and confirmation of marks 
 PDP writing 
 Essay writing, presenting and referencing 
 Exemplar research proposals 
 The validated module descriptor for the ART7002 Research Skills. 

 
The Programme Handbook is to be read in conjunction with a number of other 
documents, as I explain overleaf. There is a lot of information but don’t worry – it 
doesn’t all have to be taken in straight away, and much of it will only be necessary in 
particular circumstances. 
 
I wish you a very successful and enjoyable time on the CRS programme, and hope 
that it supports you in your research career. 
 
Prof Clive Cazeaux 
September 2016 



CRS Programme Handbook 2016-17  5 
 

2. Other key documents 
 
 
CRS performs a number of roles within CSAD: it can be taken as a stand-alone 
postgraduate certificate, as the foundation for an MA programme, and as research 
skills training for MPhil/PhD students. As such, it dovetails with two sets of 
regulations: one for taught postgraduate programmes, the other for research 
degrees. This means there is a lot of important, surrounding information. 
 
To help keep things as simple as possible, here is a list of the other documents you 
need to be familiar with: 
 
All students:  
 ART7002 Research Skills module brief.  

The brief for the module, setting out the aims, dates of delivery, seminar and 
workshop timetable, required and recommended reading, and coursework 
requirements. On the university’s virtual learning environment (VLE) and online: 
search ‘ART7002 Research Skills module brief’. 

 Cardiff Metropolitan University’s Academic Handbook. 
The nitty-gritty: regulations and procedures for admission, assessment and 
examination within the university, available via the ‘Essentials’ link on the Student 
Portal. 

For MPhil/PhD students:  
 CSAD Research Study Guide 

Your first point of reference for practical 
arrangements and contacts with regard to your 
research programme within CSAD. It also 
addresses questions specific to art and design 
research. It complements Cardiff Metropolitan 
University’s Postgraduate Researcher 
Handbook, available digitally once you have 
enrolled via the Key Documents page on 
CSAD’s Research Degrees website. Online: 
search ‘CSAD Research Study Guide’. 

 Cardiff Metropolitan University’s 
Postgraduate Researcher Handbook 

The university’s Postgraduate Researcher 
Handbook(hereafter PRH) is your definitive 
point of reference in regard to all formal 
requirements and arrangements at all stages 
of your research degree, including registering 
proposals, monitoring and reporting on 
progress, and examination. You will receive a 
paper copy at your Cardiff Met research 
induction, but it is also available online 
(university password required). Search ‘CSAD 
Research Degrees Key Documents’). 

For MA students and CRS students, 
where CRS is not part of an 
MPhil/PhD programme: 
 MA Art and Design Handbook 

This sets out all you need to 
know about CSAD’s resources, 
access to studios and facilities, 
and how postgraduate 
programmes work within CSAD. 
Available online via the 
university’s VLE and as hard 
copy upon enrolment.  
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3. Cardiff School of Art and Design 
 
 
Cardiff School of Art and Design can trace its origins back to the 1870s. Until the 
mid 1970s, it remained a public-funded independent art school, before becoming a 
key constituent part of what is now Cardiff Metropolitan University. It has developed, 
reconfigured and expanded in response to the changing nature of higher education. 
Supervision of research degrees also commenced in the mid 1980s and has 
progressively increased to the current level of approximately 40 full-time and part-
time research students.  
 
CSAD is one of the leading Schools for art and design research within the United 
Kingdom. Much of CSAD’s Art and Design research is conducted through the Wales 
Institute for Research in Art and Design (WIRAD). WIRAD is a collaborative venture 
founded in by Cardiff Metropolitan University and the University of South Wales. 
Members include the Centre for Alternative Technology, the National Library of 
Wales, the National Museum Wales, and the University of Wales Trinity St. David’s 
Faculty of Art and Design. WIRAD seeks to create a critical mass of support for 
research excellence in art and design within Wales by sharing expertise across 
institutions.  
 
In the 2014 Research Excellence Framework (REF), CSAD formed part of the 
WIRAD submission, with the University of South Wales and the University of Wales 
Trinity St. David. The REF panel judged 97% of WIRAD’s research to be of an 
international standard, with 75% rated as either internationally excellent or world-
leading. For the first time the REF also assessed the economic, social and cultural 
impact of research. 50% of WIRAD’s submission was judged to have outstanding 
impact (4*) and 50% deemed to have very considerable impact (3*). 
 
CSAD’s research specialisms are in the following areas: 
 

Design-enhanced human futures: 
 computer interaction design 
 creativity in digital textile technology 
 ecological building practices 
 interface design 
 information appliance development  
 information ergonomics 
 rapid prototyping 
 
Fine art: 
 art history, philosophy and theory 
 digital printmaking 
 media art 
 performance 
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 painting 
 relation between art, science and technology 
 visual perception. 

 
Since September 2014, for the first time in many decades, CSAD has been united 
on one site at Cardiff Met’s Llandaff campus on Western Avenue. This follows 
investment by the university in a new arts school building, linked to existing School 
facilities on the campus. 
 
Cardiff Met specialises in courses that are career orientated and which have been 
designed in conjunction with business and industry. One tenth of Cardiff Met 
students are from overseas, and its Associate College (the London School of 
Commerce) is starting to deliver international foundation programmes on Cardiff 
Met’s Llandaff campus.  
 
While learning and teaching will always be at the heart of what Cardiff Met does, it 
also has a strong and growing reputation for research and enterprise. Postgraduates 
are 23% of the total student population, amongst the highest proportion of all Welsh 
universities. Cardiff Met has a number of high-profile research and enterprise 
centres, including the Food Industry Centre, the Welsh Centre for Tourism 
Research, the National Centre for Product Design and Development Research, and 
the Centre for Fine Art Research. 
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4. Aim and outcomes 
 
Aim 
 
The aim of the programme is: 
 

To enable you to acquire, develop and exercise research skills relevant to art 
and design theory and practice, appropriate to advanced postgraduate study 
at Masters level or the first year of an MPhil/PhD programme. 

 
 
Learning outcomes 
 
The learning outcomes of the programme fall into three categories. As a result of 
the programme, you will: 
 
Knowledge and understanding  
 

 Display a detailed understanding of (1) research methods, (2) historical, 
theoretical and critical literature, and (3) project design, relevant to 
contemporary theory and practice of your selected art and design area; 

 
Application and action 
 

 Identify a potential research question as a result of (1) applying selected 
research methods, (2) critically appraising relevant and, where appropriate, 
competing subject positions, with (3) the resulting project designed either as 
a formal application; 

 
Autonomy and accountability 
 

 Select and direct the course of your research, in terms of (1) the 
appropriateness of methods, (2) the identification of key concepts, questions 
and positions, and (3) the logic and coherence of your project design. 
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5. Learning and teaching: methods and 
facilities 
 
CRS employs a variety of learning and teaching methods. They include:  
 

1. PDP. A Personal or Professional Development Portfolio, maintained 
continuously throughout the programme, in which you record and reflect 
critically upon the learning experiences associated with the programme. 
During the course of your study, you will exercise and acquire a range of 
skills, and the ongoing process of maintaining a PDP allows you to identify 
and articulate skills and achievements which might otherwise remain 
unnoticed as part of the general ‘getting things done’ run of things. Further 
advice is given later in this Handbook. 

2. Tutorial. Normally conducted on a one-to-one basis between you and a tutor 
either to advise on work in progress or to give feedback on assessed work. 

3. Seminar. Occasions when you explore, through group discussion, relevant 
ideas in response to material selected either by staff or students. 

4. Seminar presentation. A verbal presentation given by a student to the year 
group, offering exposition of and critical commentary on a relevant topic. 
Questions from staff and the year group follow. 

5. Workshop. A session in which a particular research or professional skill is 
explored directly through working on a student-selected project. 

6. Lecture. Delivered by staff explaining key subjects and concepts, and setting 
out principal areas of debate. 

7. Written assignment. This is used in both theoretical and practical modules, 
and can take a variety of forms, for example, essay, argument analysis, 
critical review, presentation plan, placement report, and dissertation. 

8. Group Working. In professional life art, architectural technologist, maker and 
design graduates are often required to work in an environment in which 
successful group working is essential. Group work provides opportunities for 
students to extend and build on their interpersonal skills, such as 
interpersonal communication and role negotiation. 

9. Electronic Communications. Information is often relayed to you via email and 
on-line (via Cardiff Met’s virtual learning environment), and tutorials can be 
held electronically at the tutors’ discretion. All students should have access to a 
computer and be able to use it efficiently, which will allow such 
communications to work effectively 
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CRS Staff 
 
Position Name Telephone Email 
Programme Director 
 Prof Clive Cazeaux 029 2041 6680 
  csadresdegrees@cardiffmet.ac.uk 
Postgraduate Administrator  
 Debbie Alsop 029 2041 6291 
  csadpostgradstudies@cardiffmet.ac.uk 
  csadresdegrees@cardiffmet.ac.uk 
 
CRS staff members vary each year due to changing circumstances. All tutors who 
teach on CRS are experienced researchers. A selection of relevant staff profiles can be 
found by searching ‘CSAD research supervisor profiles’ online. 
 
 
 
Personal Tutor 
 
You will be allocated a Personal Tutor, who you will meet at CRS sessions, one-to-
one tutorials or remotely via phone or Skype. At these meetings, the Personal Tutor 
will discuss with you any academic or pastoral issues and your Personal 
Development Plan. The role of the Personal Tutor is to: 
 

 Be the first point of contact 
 Monitor academic performance 
 Identify tutees who may have particular educational support needs 
 Refer tutees for more specialised pastoral or academic guidance, as and 

where appropriate 
 Provide academic support in terms of option counselling (where appropriate) 
 Provide pastoral support 

 
It is likely that your Personal Tutor on CRS will either be your Director of Studies (if 
an MPhil/PhD student), your MA subject leader, or the Programme Director.  
 
 
 
Programme Director 
 
Your Programme Director will meet with you on the two CRS weekends (October 
and November) to discuss what lies ahead, particularly organisational matters, and 
answer any questions you may have about the programme and what is required of 
you. Specifically, the Programme Director is there to: 
 

 Oversee the effective and efficient co-ordination of the group 
 Co-ordinate induction to, and withdrawals from, the year and inform Registry 
 Advise students on their choice of modules (where appropriate) and the 

implications for future study 

mailto:csadresdegrees@cardiffmet.ac.uk
mailto:csadpostgradstudies@cardiffmet.ac.uk
mailto:csadresdegrees@cardiffmet.ac.uk
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 Advise students on assessment procedures and structures 
 Draw the attention of the students to the University’s assessment regulations 
 Confirm student marks, profile and attend examination boards 
 Ensure appropriate student files are kept up-to-date for each student. 

 
Your Programme director will work closely with CSAD’s academic team to ensure 
clarity and good organisation of the programme’s delivery. They will also work with 
the course reps and will be your point of contact for programme queries or concerns 
about the management of your year. 
 
 
 
Support for you and your learning  
 
The CRS is delivered primarily through seminars and workshops. Support for your 
learning occurs in the seminars and workshops, exploring the theme in hand and 
allowing you to clarify your understanding. These sessions may also be run as 
workshops where practical demonstrations, involving student participation, are run. 
This may include, for example, communal writing (via computer and data projector) 
or small group discourse analysis. 
 
Regular tutorials will also be available. Remote and electronic contact with staff will 
be available by email and/or virtual learning environment. 
 
 
 
Virtual Learning Environment (VLE) 
 
Moodle is Cardiff Met’s virtual learning environment (VLE). The VLE holds 
downloadable module documents, displays programme-specific announcements, 
provides links to online resources internal and external to Cardiff Met, and is an 
additional means of contact between you and your tutors. As Cardiff Met 
endeavours to reduce its printing costs, the VLE is increasingly used by your tutors 
as the principal means for distributing programme documents and announcements. 
 
It can be accessed from any on-line computer at https://learn.cardiffmet.ac.uk/. You 
will need your Cardiff Met username (student number) and password. Once you are 
logged-on to the VLE, guides are available by clicking on the ‘Help’ link at the top of 
the screen. 
 
 
 
Facilities 
 
All of CRS’s taught contact-sessions will take the form of lectures, seminars, 
workshops and tutorials. All modules will, in the main, make use of existing facilities 
within CSAD. Facilities include: lecture and seminar rooms; data projection, storage 

https://learn.cardiffmet.ac.uk/


12  CRS Programme Handbook 2016-17 
 

and retrieval; Cardiff Met’s virtual learning environment, practice documentation and 
online resources.  
 
 
 
Use of the Cardiff Met Library Resources 
 
Use of the Cardiff Met Library Resources is covered in the Cardiff Met Research 
Induction and Training Event. A session devoted to art and design resources within 
the Cardiff Met Library, including electronic resources, is included in the CSAD 
Postgraduate Induction at the start of your programme. 
 
 
 
Methods for evaluating and improving the quality and standards of teaching 
and learning 
 
Methods will include: 
 
 Regular programme committee meetings with student representation. 
 Student evaluation and feedback at the end of every module. 
 Annual programme reports. 
 Periodic internal and external review of programmes. 
 Cardiff Met quality assurance procedures including the evaluation of an 

external examiner and review at the Cardiff School of Art and Design 
Teaching and Learning Committee. 

 Staff development programmes, for example, training in Statistical Package 
for the Social Sciences and research supervision training. 

 
 
Indicators of quality and standards 
 
 Correspondence with Arts and Humanities Research Council (AHRC) 

Research Training Framework. 
 Correspondence with Quality Assurance Agency (QAA) UK Quality Code for 

Higher Education Chapter B11: Research Degrees, published June 2012. 
 Correspondence with the Vitae Research Development Framework. 
 Regular monitoring of CRS content to ensure correspondence with latest 

AHRC, QAA and Vitae guidelines. 
 Consultation with external examiners. 
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6. Attendance and mode of delivery 
 
CRS consists of one 60 credit module: ART7002 Research Skills (Art and Design). 
The delivery schedule is as follows: 
 
1. It is taught over two intensive weekends (Friday-Saturday), 
2. one mid-to-late October, the other mid-to-late-November, a total of 

approximately 30 hours.  
3. Between these weekends and up to Christmas, there are one-to-one tutorials 

upon request (face-to-face, phone or Skype), as well as review of draft 
coursework submission by email.  

4. There is a feedback tutorial in January. These tutorials and assessment periods 
make up another 5-10 hours approximately.  

5. The remainder is independent study. 
 

The module can be taken either as a seminar and workshop programme, from 
October to January, or through independent study, listening to recordings from 
seminars online, and tutorials with your supervisory team and the Head of Research 
Degrees, from January to June. Further information can be found in the module brief 
and module handbook, both available online. Search ‘CSAD research skills’. 
 
 
 
Attendance 
 
Delivery of CRS Full attendance at the seminars and workshops is expected at all 
times. Regular participation is a vital component, and persistent, unaccounted 
absences can contribute to reduced performance or failure. It is accepted that part-
time students may have external commitments which prevent attendance on 
occasion, but it is expected that you will make-up for missed sessions through 
private study and use of CRS electronic resources, e.g. electronic library, VLE. 
 
 
 
Absence through illness or other unforeseen circumstances 
 
If you are absent through illness, you should contact your Module Tutor, Programme 
Director or Programme Administrator. This is in your own interest, as it may be 
necessary to make special arrangements for you in relation to assessment 
deadlines or study materials. 
 
If you are absent for more than a week through illness, you should obtain a medical 
certificate. You must also make every effort to inform either your Programme 
Director or your Module Tutor of your reason for absence. You should do this by 
telephoning or e-mailing the appropriate Programme Administrator or 
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lecturer/module leader (see contact list). On your return, please inform the Module 
Tutor immediately. 
 
If you wish your illness or circumstances to be taken into account for assessment 
purposes, you should complete a Mitigating Circumstance form. These are available 
from your Programme Administrator or from the Academic Handbook via the 
Student Portal. You will be asked to produce evidence, such as a medical certificate, 
to support this application. So remember to include this evidence with your form. 
You need to submit the mitigation circumstances form to either the Module Leader 
or your Programme Director, as soon as possible. Your application will then be 
considered and you will be notified of the outcome, whether approved or rejected, in 
writing. 
 
 
 
Your time commitment, full-time and part-time 
 
One credit is normally equivalent to about 10 hours of student-centred study. This 
includes all your timetabled taught time or 'supported' study, 'directed' study where 
you are completing practical or academic tasks given to you by your tutors, plus 
independent study which is completed on your own initiative and in your own time. 
 
In CSAD, as our postgraduate credit bearing modules are each 60 credits, it is 
expected that you will be putting in about 600 hours to complete each of your 
modules. Remember, this includes the time you spend outside of sessions and all 
the background work you do on your own to explore the subject you are studying. 
 
Irrespective of whether you are full-time or part-time, you receive up to 40 hours 
staff contact on the module, made up of seminars, workshops and tutorials. The 
remainder will be independent study. Full-time and part-time students are required 
to attend all formal teaching sessions. Private study periods can be completed either 
on the School’s premises or off campus. 
 
Part-time students are given extra time (over and above the period full-time students 
have) for the submission of all CRS coursework. Two coursework submission 
deadlines are set for each module: one for full-time, the other for part-time. 
 
 
 
Graduate forum 
 
One of the most valuable elements of your postgraduate studies is the group 
experience. Being in the presence of other students who are facing the same 
challenges creates an environment where questions, reflections, criticisms and 
insights arise. Of course, these are explored in the CRS seminars, but often there is 
the appetite for discussion to continue beyond the seminar or further study is needed 
to advance the discussion. 
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There is no reason for the discussion to stop each week when the seminar draws to a 
close. You are encouraged to form your own, informal graduate forum, to meet on a 
regular basis to work through some of the questions arising from the programme. You 
might like to meet in the university or in a café or pub or one of your homes. You may 
wish to set up a group blog to record your discussions, and to invite staff feedback. 
The value of such a forum is that you can work through particular questions socially, 
with the group experience helping to identify key topics for discussion at a 
subsequent formal, programme seminar. Forum seminars are also helpful in creating 
occasions for reflection to be assessed in your PDP. 
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7. Assessment 
 
There are two types of assessments: formative (sometimes called feedback) 
assessments and summative assessments. 
 
Formative academic assessments  
Formative assessments are moments when your work is reviewed and you are 
given feedback on it. Your work will not be marked at this point, instead you will be 
given advice on how to improve your work or how to develop interesting ideas or 
techniques. In Cardiff School of Art & Design, you can carry on with work after a 
Formative Assessment and make that work ready for a summative assessment. 
 
Summative academic assessments 
These are formal examinations of your work and progress, which happen at the end 
of the module. Your work will be marked with a percentage and that will be entered 
into the University Student Records System.  
 
 
 
If you are unable to submit coursework by the specified deadline 
 
If you are unable to submit coursework by the specified deadline due to mitigating 
circumstances due to mitigating circumstances, see point 4 under ‘Assessment 
regulations’ below. 
 
 
 
Regulation of assessment 
 
Assessment will be regulated in the following ways: 
 
 Assessment criteria on all modules to reflect outcomes recommended by 

AHRC, QAA and Vitae benchmarking 
 Deadlines will be set for written or visual coursework submissions, and for 

verbal presentations. Face-to-face feedback may occur at the end of seminar 
presentations or in small group or one-to-one tutorials. 

 Feedback will be emphasized as a source of content for your Professional 
Development Plan (PDP), and as a source of ‘feed forward’ guidance for the 
ongoing development of your research programme.  

 
As well as conforming to Cardiff Met guidelines and regulations concerning Honours 
Awards, as contained in the Academic Handbook, CRS maintains the following 
assessment regulations: 
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Assessment regulations 
 
1. The pass mark for the module is 40% 
 
2. The Masters Examinations Board will meet twice a year, at the end of each 

semester, to agree the pass list for each module examined during the previous 
semester. Student referrals and dates for resubmitting will also be decided 
upon. 

 
3. All coursework must be submitted by the deadlines given. Electronic and hard 

copy submissions must be made and delivered to the addresses given on the 
module brief, which you are given at the start of each module. Any assessable 
coursework which is submitted after the stated deadline automatically receives 
a ‘nil’ or ‘0’ and places you in a position of ‘fail’ for that module. Late 
coursework can only be accepted for assessment by the approval of the 
Masters Examination Board and is then only eligible for a pass mark of 40%. 
However, if there are mitigating circumstances, then, at the discretion of the 
Mitigating Circumstances Committee, these may be taken into consideration 
and the coursework may be assessed as normal. 

 
4. If you are unable to submit coursework by the specified deadline due to 

mitigating circumstances, then you must complete a Mitigating Circumstances 
application, explaining your situation and providing documentary evidence, e.g., 
doctor’s letter or other formal source. Your application will be assessed by 
CSAD’s Mitigating Circumstances Committee. If it is approved, then action will 
be taken to ensure that you are given time appropriate to your situation to 
complete your coursework. You will be informed in writing by email of the 
decision of the Mitigating Circumstances Committee. The Mitigating 
Circumstances application form can be found in the Academic Handbook under 
‘Essentials’ on the Student Portal. 

 
5. Applications for resubmission from students who have failed a module may also 

be approved at the end of the semester. You cannot resubmit without approval 
from the Masters Examination Board. This approval is based upon whether it is 
judged that you are able to complete the required resubmission outside the 
normal taught programme. 

 
6. If you fail an approved resubmission, and this is judged to be due to inadequate 

participation or insufficient commitment to the programme, you have to retake 
the whole module. 

 
7. Resubmitted work is only eligible to a pass grade of 40%. 
 
8. External Examiner[s] will be appointed in accordance with Cardiff Met 

Regulations.  
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9. Appeals against the decision of the Examiners are subject to the Cardiff Met 
procedures.   

 
10. An overview of the grading system is given below. 
 
11. For full-time and part-time research students, it is a condition of re-enrolling in 

the second year of study that CRS is completed. Research students who have 
not completed CRS in the first year will not be able to re-enrol until they have 
completed their outstanding CRS modules. 

 
 
 
Method of Assessment 
 
A variety of assessment methods is used in CRS. These typically include:  
 
 research or professional methods, documented and written up; 
 documented visual practice; 
 written assignment with illustrations; 
 project proposal; 
 PDP submission; 
 seminar or poster presentation. 
 
You receive feedback on your coursework through report sheets, staff tutorials, and 
seminars. 
 
 
 
Grading system and sample mark sheet 
 
On the following pages, you will an overview of the grading system used on CRS 
and an example of the kind of feedback sheets used in formative and summative 
assessments. The feedback sheets show how successful you have been in meeting 
the assessment criteria which are specified on the module brief issued at the start of 
each module. Module briefs are normally distributed via the VLE. 
 
 
 
Double-marking 
 
A representative sample of coursework on all CRS modules is double-marked, i.e. 
marked by two people, to help ensure parity and coherence in the grades awarded. 
Because of the time taken to assess coursework, when you receive feedback on 
your submission it will invariably only have been marked by one member of staff at 
that point. After second-marking, initial grades may change to reflect the different 
perspective supplied by the second-marker. Your final mark for each assignment is 
ratified by the CSAD Masters Examination Board, and you will be informed in writing 
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of your ratified grades after each Board. How a mark is reached is explained on the 
mark sheet, and any questions you have can be discussed at your feedback tutorial.  
 
 
 
The Examination Board  
 
All postgraduate coursework grades are ratified at the CSAD Masters Examination 
Board. Two boards are held each year: one in March, the other in September. The 
members of the CSAD Masters Examination Board are: 
 

Head of Postgraduate Studies (Chair) 
CRS Programme Director 
All postgraduate subject leaders 
External examiners for all postgraduate subject areas (September) 
Academic Registrar 
Administrator 

 
 
 
Appeals against academic decisions 
 
If you wish to challenge a mark after is has been ratified by the Examination Board, 
you should refer to the Appeals Procedure in the Academic Handbook under 
‘Essentials’ on the Student Portal. If in doubt, contact Cardiff Met’s Academic 
Registry, which is responsible for all appeals procedures, at 
registryenquiries@cardiffmet.ac.uk or on 029 2041 6015. 

mailto:registryenquiries@cardiffmet.ac.uk
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Grading System 
% Alpha scale Grade point Comment 
 

90-100 A** 18 Quite exceptional and outstanding performance. Work of 
unprecedented quality providing insights which would not 
be available publicly and which, with some editing, would 

80-89 A* 17 be publishable. A** distinguished from A* section by 
superior organisation, economy of means, and a 
complete or comprehensive nature. 

77-79 A+ 16 Excellent work demonstrating an informed understanding  
74-76 A 15 of material and an ability to work with it in a creative and 
70-73 A- 14 intelligent way. Insight is expressed, arguments are 

conducted in a clear, concise fashion, and an impressive 
breadth of knowledge is displayed. 

 
67-69 B+ 13 A good, above average performance which shows 
64-66 B 12 understanding, organisation, and a firm grasp of  
60-63 B- 11 appropriate knowledge and methods. Work displays an 

ability to synthesise material, and some degree of insight 
and originality. Issues are dealt with in a systematic way 
but limited in critical approach. 

 
57-59 C+ 10 An average performance. The nature and demands 
54-56 C 9 of the subject are understood. The overall framework 
50-53 C- 8 is sensible and accurate, and issues have been dealt 

with at the level of obviously available programme 
material given to you. The work shows planning in its 
construction. A clear train of thought or development or 
argument is present, and the potential for originality is 
evident. 

 
47-49 D+ 7 A limited performance. The knowledge displayed is  
44-46 D 6 patchy. You are familiar with the basic material but 
40-43 D+ 5 limitations in understanding and interpretation prevent 

certain connections from being made. The work is of an 
acceptable standard, but it has been handled in an 
unimaginative and pedestrian manner. It is not well 
planned, with little development of thought or argument, 
and lacks clarity of expression. 

 
38-39 F 4 An unsatisfactory performance. A very limited grasp of 

the subject, and a marked weakness in the organisation 
and communication of ideas. Some rudimentary under-
standing is apparent but not enough to merit a pass. 

35-37 F 3 Work which fails to demonstrate any appreciable 
   understanding of the major or basic issues. Knowledge, if 

evident at all, is poor and confused and limited. Material 
is poorly organised, and much or all of the answer is 
irrelevant. Very limited in scope. 

30-34 F 2 Work is attempted, but relevant knowledge and 
understanding are very poor and confused, with many 
significant errors or misunderstandings. 

0-30 F* 1 A performance severely lacking in substance and 
relevance. It is not apparent that any work is properly 
attempted. Only a few minor relevant points or 
contributions made, but these may be superficial, 
incorrect or poorly judged. 
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Programme: PG Cert in Research Skills Module:  
ART7002 Research Skills 

  Formative 
feedback sheet  Anna Other 

Assessment criteria Place where this occurs in 
your coursework Fail Basic Satisfactory Good Very 

good Exceptional 

Knowledge and understanding 
Exposition of (1) research methods, (2) historical, theoretical 
and critical literature. 

1. Body of research, using one 
or more selected methods; 2. 
Critical literature review 

      
Concise but sufficiently detailed account of research 
proposal elements.  

3. Research proposal       
Application and action  
Critical appraisal of (1) selected research methods and their 
relevance, and (2) competing subject positions and their 
relevance 

1. Body of research, using one 
or more selected methods; 2. 
Critical literature review       

Clear indication of how elements in the proposal interlock to 
form a coherent research project 

3. Research proposal       
Autonomy and accountability  
Critical account of the options and possibilities you faced in 
(1) selecting research methods; (2) identifying relevant 
competing subject positions; and (3) selecting and arranging 
elements to form a coherent research project. 

1. Body of research, using one 
or more selected methods; 2. 
Critical literature review       
4. PDP 

Reflection on learning, evidence of thinking through 
questions, degree to which new understandings are 
encountered and assessed 

4. PDP 
      

Comments. You write your report in a style more appropriate to a PDP, when this assignment should have been 
concerned with explaining and applying methods to practice in detail. There is a certain reluctance to commit to a 
practice area, even though certain interests are apparent. For example, a more focused study of play in relation to 
autoethnography would have been very interesting, as would a deeper account of your interest in Ondák. Nonetheless, 
it is clear you have engaged with some aspects of research method, and you recount some interests which have the 
potential to make an exciting contribution to play in art. A fair, initial grasp of phenomenology is displayed, and there is 
a clear declaration that you wish to explore your practice phenomenologically. However, as a reader, I still don’t know 
exactly what your practice is. You state important points but don’t explain or support them. See all my requests for 
detail or ‘how?’. You are providing tips of icebergs, when it is the icebergs we want. 

PDP. A very descriptive PDP, one which records 
events impersonally, when the exercise is meant to 
encourage you to reflect on your understanding. For 
example, could you say you learned anything from 
the writing workshop on 10 November? Rather than 
describing events, try to write about what new ideas 
or skills you have acquired and what possibilities you 
can see in them. 

Tutor 1 Philip Boa Date 30 November 2016  Tutor 2  Date  
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Programme: PG Cert in Research Skills Module:  

ART7002 Research Skills 
Module 
grade 64% Summative 

feedback sheet  Anna Other 

Assessment criteria Place where this occurs in 
your coursework 

0-39 
Fail 

40-49 
Basic 

50-59 
Satisfactory 

60-69 
Good 

70-79 
Very good 

80-100 
Exceptional 

Knowledge and understanding 
Exposition of (1) research methods, (2) historical, theoretical 
and critical literature. 

1. Body of research, using one 
or more selected methods; 2. 
Critical literature review 

      
Concise but sufficiently detailed account of research 
proposal elements.  

3. Research proposal       
Application and action  
Critical appraisal of (1) selected research methods and their 
relevance, and (2) competing subject positions and their 
relevance 

1. Body of research, using one 
or more selected methods; 2. 
Critical literature review       

Clear indication of how elements in the proposal interlock to 
form a coherent research project 

3. Research proposal       
Autonomy and accountability  
Critical account of the options and possibilities you faced in 
(1) selecting research methods; (2) identifying relevant 
competing subject positions; and (3) selecting and arranging 
elements to form a coherent research project. 

1. Body of research, using one 
or more selected methods; 2. 
Critical literature review       
4. PDP 

Reflection on learning, evidence of thinking through 
questions, degree to which new understandings are 
encountered and assessed 

4. PDP 
      

Comments Tutor 1. It is clear your work has developed since the formative assessment. Your submission displays 
greater awareness of the methods of autoethnography and phenomenology, and what their application entails. At the 
heart of your proposal is a five-way dialogue between (1) Ondák, (2) recent conceptual art, (3) autoethnography, (4) 
phenomenology and (5) your own practice. The comparison between your reading of Ondák’s exhibition and the 
categories which you start to use to organize your space and materials is excellent, but just as you start to identify 
some important similarities and differences, you stop. Pursue these further. They will be central to what promises to be 
an exciting art research project. Other areas for development include: (a) paying greater attention to some of the 
tensions between the methods of autoethnography and phenomenology, (b) a fuller, critical account of the nature of 
play in conceptual art, and (c) the consequence of both for your thinking. 

PDP. Tutor 1. Some fair observations based on 
selected seminars. You identify some relevant points, 
but try to draw out in more detail what makes them 
relevant, how they have affected your understanding. 
Some passages though are just description. Avoid 
these in future. It is reflection that is sought.  

Tutor 1 Phillip Boa Date 30 January 2017  Tutor 2 Pia Lund Date 24 March 2015 
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8. General information 
 
Health and safety 
 
The health, safety and well being of staff and students is a major concern of the 
university. The Board of Governors accepts the responsibility of providing a healthy 
and safe environment for all employees, students and others affected by the 
university’s activities. The university will take all reasonably practicable steps to 
adhere to the requirements of the Health and Safety at Work Act. All persons at the 
university have the individual responsibility to take reasonable care for their own 
health and safety and for those others who might be affected by acts of omission. 
Particular procedures have been adopted to fulfil those obligations. All students on 
induction are taken through the emergency evacuation procedures for the building, 
and a fire drill is conducted once each semester. When required to do so, all 
persons shall vacate the building in a speedy and orderly manner and assemble in 
the designated areas. All designated fire escape doors and pathways must be kept 
clear at all times. 
 
 
General safety rules are:- 
 
1. You must take reasonable care of your own health and safety and for that of 

others who might be affected by your acts or omissions. 
 
2. All fire-fighting apparatus must be kept unobstructed.  
 
3. All persons shall be aware of codes and regulations in any work area they 

may have cause to use. 
 
4. All machine working processes are prohibited to students unless they have 

satisfactorily completed the appropriate induction programme. (See separate 
instructions).  

 
5. All workshop activities shall take place in the designated areas only.  
 
6. No personnel shall, without authority, interfere with or undertake any change 

or addition to electrical fittings, apparatus or machinery.  
 
7. Many processes use potentially hazardous or dangerous substances. Before 

using these, your tutors should offer appropriate instruction. However, do not 
use any substance, material, or process unless you are aware of its potential 
hazard.  

 
8. Smoking is only permitted in designated SMOKING areas.  
 
The full CSAD Health and Safety Policy document can be found via the Cardiff Met 
Student Portal by entering ‘Health and Safety’ in the Search box. 
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First aid 
 
All accidents must be reported to a qualified First Aider or a member of staff.  
 
 
 
Crime prevention 
 
All students should take appropriate action against thefts and make sure that all 
personal valuable items/equipment are secured and fully covered by insurance.  
All incidents must be reported. Door codes must not be passed on to anyone 
outside the college.  
 
 
 
Postgraduate Committees 
 
The School organizes its committee structures in line with university policy, with 
each programme being the responsibility of a Programme Director. Membership and 
operating procedures for all the bodies are defined by the university’s quality 
assurance procedures, which have been agreed by the Academic Board. (Extracted 
from university documentation) 
 
CRS students have representation on the CSAD Taught Postgraduate Course 
Committee. This meets on two occasions each academic year to review Masters 
delivery and resources, to receive feedback from students and staff on the running 
of all postgraduate programmes, and to approve any changes to programme 
content. The CSAD Masters Committee is made up of the following members: 
 

Head of Postgraduate Studies (Chair) 
Head of School (Ex.Officio) 
CRS Programme Director 
All postgraduate subject leaders 
Student representatives (full-time and part-time) 
Administrator 

 
CRS students who are research degree students have representation on CSAD’s 
Research Degree’s Sub-Committee (RDSC). This meets five times per academic 
year to review research degree delivery and resources, to receive feedback from 
students and staff on the School’s research degree environment, and to review the 
progress of individual research students. CSAD’s RDSC is made up of the following 
members: 
 

Academic Lead of Graduate Studies (Chair) 
CSAD Director of Research 
Supervisor representatives from CSAD research subject areas 
Research professor (rotational post) 
Student representatives (full-time and part-time) 
Administrator 
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The role of student representatives 
 
Students are represented on the above committee as indicated. The student 
representatives’ role is to channel information between staff and students, and to 
represent the students, and their views, at all relevant meetings. Student 
representatives must be familiar with the year timetables, programme structure and 
administration. The information on programme business depends on the active 
involvement of the student representation. 
 
Expressions of interest are sought annually for the roles of full-time and part-time 
student representative on these committees. The roles provide insight into the 
running of research degrees and an academic institution, and provide valuable 
organizational experience for the CV. There are also opportunities for taking on 
initiatives which can have a real impact on the research student experience – 
another CV plus. 
 
If you are interested in putting your name forward as a student representative for 
one of the committees, please email the Head of Research Degrees at 
csadresdegrees@cardiffmet.ac.uk. Roles are usually confirmed around October - 
November each year, but expressions of interest are welcome at any time. 
 
 
 
 

mailto:csadresdegrees@cardiffmet.ac.uk
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9. Exemption from CRS for MPhil/PhD 
students 
 
If you are an MPhil/PhD student who has already undergone research training within 
your previous Masters course (including MPhil) which has brought you to the point 
where you are equipped to start your PhD, you may claim exemption from CRS. To 
do this, you should include a covering letter as part of your Research Training 
Review process which all research students complete with their Director of Studies 
shortly after enrolment. The covering letter should explain how your previous 
training addresses the following CRS components and should reach the CSAD 
Research Office, together with the Research Training Review form, within a month 
of enrolment: 
 

1. A survey of research methods with a rationale for the methods selected for 
your PhD. 

2. The critical positioning of your research question within a subject territory. 
3. A draft outline of the following research proposal components: background 

context, aims; objectives; and ethical considerations. 
 
The Research Training Review form and guidance notes can be obtained from your 
Director of Studies or from CSAD’s Research Degrees Key Documents web page; 
search ‘CSAD Research Degrees Key Documents’. 
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10. PDP guide 
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A guide to personal and professional development 
portfolios (PDPs) 
 
 
Introduction to PDPs 
 
All CRS modules require students to maintain and submit a PDP as part of their 
coursework. Why? Just what is a PDP and how is it of educational benefit? 
 
There are different views as to what PDP stands for: 
 

 Personal Development Portfolio 
 Personal Development Plan 
 Professional Development Portfolio 
 Professional Development Plan 

 
Irrespective of these differences, there is agreement that the PDP is a document, 
maintained continuously throughout your studies, in which you record and reflect 
critically upon the learning experiences associated with your programme.  
 
Formally, various professional bodies require their members to maintain a PDP as a 
condition of their being registered practitioners. Informally, a PDP is invaluable when 
it comes to making job applications, because it means you already have a list of 
skills and achievements, with examples, to draw on when completing the job 
application, rather than having to start from scratch. 
 
 
 
Why write a PDP? 
 
The main advantage of writing a PDP is that it gives you the opportunity to become 
an object for yourself. This might not sound a particularly attractive prospect, but the 
phrase is meant in the following sense. During the course of your studies, you will 
exercise and acquire a range of skills, and the ongoing process of maintaining a 
PDP allows you to identify and articulate skills and achievements which might 
otherwise remain unnoticed as part of the general ‘getting things done’ run of things. 
So you become an object in the sense that you ‘step outside yourself’ and notice 
things about your experience and performance that you would not have done if you 
had allowed experience to continue its relentless flow undescribed and unexamined. 
 
PDPs are sometimes dismissed because they are regarded as diaries after the fact, 
a paper trail that misses the action. But this view trades on a simplistic and 
ultimately flawed opposition between words and action, and the equally flawed 
assumption that action only ever takes place away from language and reflection. In 
contrast, the philosophy behind the PDP in professional and research contexts is 
that it allows your role in the learning process to become more tangible. Learning is 
not something you passively receive, something which happens to you where you 
are the innocent bystander. Rather, you learn when you recognize new aspects of 
your subject and recognize the new attitudes, perceptions, and skills which you can 
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adopt in relation to your subject. The capacity of the PDP to form objects, to make 
things stand out, contributes greatly to the knowledge and understanding which you 
both acquire and generate during the course of your professional and research 
study. 
 
 
 
Format of PDPs 
 
There is no template for what form a PDP should take. Different professional bodies 
have different requisites with respect to the formats of PDPs, so it is not possible to 
arrive at a common framework. Essentially, all this is required is a series of 
paragraphs organized by time or event or course or by categories which best 
describe the each area of personal or professional development. Furthermore, 
PDPs need not be wholly personal or introspective. Reflection is a discursive 
process, looking back over and thinking through what has emerged as a result of 
your action or participation in an event. To promote discussion and reflection, invite 
the comments of others. You could organize your PDP as a blog in which you 
receive comments from others, and respond to them within the blog. However, for 
CRS coursework requirements, a joint paper and electronic submission is required. 
 
 
 
The kind of material to include in your PDP 
 
Below is a list of the kinds of situation in which you should be reflecting on what you 
have learned, and considering as source material for your PDP: 
 

 Knowledge and skills you bring with you to your studies 
 Reflection on your understanding at the start and at the end of a period of 

study, e.g. a series of artefacts or texts, a week’s seminar attendance and 
reading; 

 CRS sessions 
 Presentations 
 Reflection on your own practice as artist- or designer-researcher 
 Preparing and writing coursework assignments 
 Tutorials 
 Team activities 
 Discussion with fellow students 
 Committee membership (if applicable) 
 Organization of events, seminars, exhibitions, etc.  

 
In each case, briefly describe the occasion but go into greater detail with regard to 
evaluating how your knowledge and understanding were at work, or how they were 
extended or challenged. If challenged, how did you respond to it? Examples can 
help to make the achievement more concrete in your own mind and in the minds of 
others.  
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Examples of the kind of writing to include in a PDP 
 
Below are some examples of the kind of reflective writing to include in a PDP, with 
explanations on the right (there is no need to provide right-hand column 
explanations in your PDP). 
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Example 1 
 
Coming to terms with a critical position 
 
The first session in the ADX404 Critical Positions module 
introduced us to the importance of language. According to 
one slide in the lecture, artists and designers rely on words 
more than they think. The idea that the work of art speaks 
for itself was acknowledged, but only to be shot down. I am 
not so sure about this. Surely the work does speak for itself. 
I’ve put in the effort, I’ve made the thing – it’s there for 
people to see. But the tone of the lecture was against this, 
and the aim of the module is for us to locate our work 
critically. It was claimed that we have an obligation to put 
our work into words. Is this what doing an MA means? I 
spoke to Angela Conley, one of the tutors, and she said not 
to worry, but to be aware that there is a tension and to think 
about why I am opposed to the idea of putting things into 
words. I supposed I am just not used to it, and I find it hard, 
but then again I am happy talking with friends about my 
work. Oops, that’s a bit of a contradiction. If I enjoy chatting 
with my friends, maybe there are kinds of talk that do fit the 
work. I have arranged with Sue and Nathan (fellow students) 
to meet up to talk about the talk we use when talking about 
our work. 
 

 
 
A short, snappy title 
helps. 
 
A brief statement of the 
situation is given, then 
you identify the issue and 
launch into your thought 
or feeling or judgment on 
it. 
 
You state your view on a 
subject, and begin to 
explain why you hold that 
view. 
 
Rather than leave the 
matter as a mere 
statement, you expand 
upon the issue, trying to 
draw out what might be 
at stake.  
 
Also, you show that you 
are taking steps to 
address the issue, e.g. 
approaching tutors, 
chatting to group 
members. Reflect again 
on what these actions 
bring up. Check your 
thinking, challenge your 
own ideas? 
 
If you refer to other 
people, a brief comment 
to explain to your reader 
who they are is useful. 
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Example 2 
 
Think I’m getting into position 
 
Two things came together this week. My chat with Sue and 
Nathan, and some course reading, the article by Whittock, 
‘Can aesthetic judgment be objective?’, although it wasn’t 
easy going. As a result, I began to get a sense of what a 
critical position might be. Chatting with Sue and Nathan, we 
found that certain kinds of words kept cropping up when 
talking about our work. Sue called them metaphors; Nathan 
called them similes. None of us had a dictionary but 
checking up afterwards, both seemed to fit: the description 
of one thing as something else or like something else. This 
really chimed with Whittock who seemed to be saying that 
the role of art is to affect or change us, and we get a sense of 
this through the statements we make about art, and the way 
we are prompted to look for words or adopt unusual ones, 
like metaphors. Suddenly, the role of language in art looks a 
lot more interesting. The idea that we might look to the leaps 
in language we have to make when talking about art makes 
language seem less about justification and more about play. 
In my painting, I want to unsettle the viewer with (I think) 
moods and ambiguities, and I try to get a film noir feel. Sue, 
Nathan and I kept on using the words ‘dark’, ‘sinister’, 
‘scary’, ‘filmic’, ‘realism’. Maybe getting a position is about 
me identifying where I stand in all of this. A question for the 
next seminar. 

 
 
 
A particular observation 
or insight is a good basis 
for a PDP entry. 
 
State what you have 
learned or realized.  
 
 
 
 
 
 
A connection is made 
between course 
elements. Moments like 
this, and what they mean 
for you, are essential 
PDP material. 
 
 
Don’t stop at just saying 
something is interesting. 
Try to draw it out, to say 
why it is interesting. 
 
 
 
Apply the observation to 
your own interest or 
situation, and draw out 
how it applies. 
 
Work towards some kind 
of conclusion, and form 
an idea of the steps you 
might take to pursue the 
enquiry. 
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Example 3 
 
Don’t get this research thing 
 
The idea of visual arts research seemed initially quite 
attractive: the chance to make some work that explored a 
question I was really interested in. But my question keeps 
moving, and I think I like the freedom of being able to 
move. Does that mean research is not for me? In the Project 
Design seminar on aims and objectives, Dominic (the tutor) 
kept on making the point that the research question is like a 
skeleton: a structure which is nonetheless flexible and 
articulated. He suggested that maybe I haven’t found the 
question which bites yet. Others in the group felt really 
excited. I asked them why. Stacey said she could visualize 
her question as a line into the future just waiting to be 
explored. She said she could see lots of possibilities and 
connection between the key terms in her question: What role 
does the politics of collaboration play in eco-design? Lots of 
tensions between the terms, she said. Yardley’s article on the 
interdisciplinary nature of arts research, recommended to me 
by Dominic, stressed the importance of relationships 
between domains or territories in artistic research. The 
words ‘term’ and ‘domain’ crop up a lot. I’ve come this far. 
I’ll spend some time being a relationship-seeker and see 
what that brings. 

 
 
 
 
 
Make the PDP the place 
where you think through 
some hard questions. 
 
 
Introduce relevant 
discussion from course 
seminars and tutorials, 
especially observations 
that relate directly to your 
situation. 
 
 
How do the views of 
other students impact on 
yours? 
 
Look how detailed this 
observation is. Aim for 
precision, especially 
when you’re trying to pin-
point an emotion or 
thought. 
 
What steps were taken to 
address the issue? How 
did they help? What did 
they add? Did an 
approach or attitude or 
resolution emerge? 
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11. Essay writing and presentation guide 
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Introduction 
 
What is an essay? What kind of writing is involved? How might my own point of view be 
incorporated in an essay. This section includes recommendations for successful academic 
essay writing, and conventions for essay presentation and referencing. It is in three parts: 
 

11.1 Essay writing 
11.2 Essay presentation 
11.3 Referencing 

 
 
 

11.1 Essay writing 
 
 
 
What is an essay? 
 
An essay is primarily an opportunity for you to explore an idea or series of ideas. And again, 
as with the seminars, the methods of explanation, illustration, and rationalization are central 
to the way in which you do your exploring. 

 
 
 

Should I describe the life histories of the artists or writers I am discussing in my 
essay? 

 
Biographical details should be given only if aspects of the person's life are relevant to the 
theme of the essay, in which case an account of those aspects and how they relate to the 
essay topic is welcome. Otherwise, leave them out and concentrate on explaining and 
discussing the person’s ideas. 

 
 
 

Who should I have in mind when I write my essay? 
 

Nearly all writers have an imaginary reader in mind when they write: the idea of someone 
with certain interests and intellectual capacities which helps the writer gauge the level at 
which they should pitch the complexity or knowingness of their writing. We recommend that 
you have your own reader in mind when writing your essays, for two reasons: 
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(1) It helps to make you think of your essay as a conversation between you, one or more 
art theorists, and your reader, and this, in turn, helps to promote the level of 
discussion in your essay. 

 
(2) Guidelines can be given on the kind of person you should be writing for which will 

help you to write academic discourse. You should not write for your lecturers, which is 
to say, you should not assume their knowledge. If you are referring to the ideas of 
another author, e.g. Plato, Russell, Barthes, you should imagine that your reader has 
never encountered these names before, and so has no previous knowledge of what 
they stand for. Thus, it is recommended that you picture as your reader a friend or a 
student on another course, or someone who only has a little or a passing familiarity 
with art.  

 
These recommendations are given because they make it clear that it is your responsibility to 
explain the ideas of the authors you are consulting to your reader, and not something which 
you can assume that your reader will fill in for you. This kind of writing is called ‘exegesis’ or 
‘exposition’ and is explained in more detail below. Approaching your essay in this way not 
only helps to generate words but also makes your meaning a lot clearer. 

 
 
 

Can I put my own opinion in the essay? 
 
Yes, but it depends upon how you do it. One of the main reasons for writing an essay is that 
it is a means for you to become familiar with the ideas and debates which shape the subject 
you are interested in, i.e. art or some aspect of it. If you have a particular view on the essay 
topic, by all means include it – we do encourage this – but remember that your view counts 
as a position, and your job in an essay is not just to hold a position but to explain, illustrate, 
and give reasons for it. This process means you cannot treat your view in isolation but have 
to take some steps to see how your view squares with other relevant views in the history of 
the subject. Obviously we don’t expect you to take into account every possible view in the 
history of art, but you should be thinking about how your views compare with one or more of 
the theories given in the lectures. 

 
Another way of looking at this point is to recognize that while we are all individuals in the 
sense that we have our own unique histories, the ideas and beliefs we have about the world 
which we think are personal to us are in fact ideas and beliefs which will have a history and 
which will be shared by a large number of people. The reason for this is that none of us lives 
in a vacuum: we are all born and raised in an environment and a community, and it is from 
our environment and community that we acquire our ideas. Thus, to have a personal opinion 
is automatically to ally yourself with a viewpoint or a tradition in the history of ideas. This is 
the history we are studying in order to inform our understanding in the present, and which 
you should be discussing when composing your response to the essay title. 

 
 
 

Word count 
 
For every written assignment, the amount you are required to write will be specified as a 
number of words, e.g., 2,000, 4,000, in the module document. Your essay should be in the 
region of this figure; the acceptable leeway either above or below is 10%, i.e., if a 2,000 word 
essay is required, 1,800 is the lowest amount that would be accepted. However, this figure 
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should only record your own words; quotations, footnotes, and the bibliography are not to be 
included in the word count. 

 
Marks will be lost if the number of words in the essay is above or below this leeway, and may 
be marked as a ‘fail’ if the number is significantly short of the required amount. Most word 
processing packages offer a word count option (in Word, it appears under ‘Tools’) but be 
careful: computer word counters will include quotations and, in some cases, footnotes and 
the bibliography too, so you will need to adjust the figure shown by the counter accordingly. 

 
 
 

Writing the essay: essay structure 
 
Every essay should contain four kinds of writing: (1) the introduction; (2) exegesis; (3) 
analysis; and (4) the conclusion. These are described below with extracts from a sample 
essay illustrating the different kinds of writing. The title of the sample essay is: 
 

How is metaphor relevant to the visual arts? 

 
 
 
 
The introduction 

 
This gives a brief outline of the essay. It offers a concise description of the central issue, 
explains why and in what context it is important, outlines the structure of the essay (which 
authors and/or related issues are covered), and, in one sentence, states the conclusion you 
reach. 

 
Introductory sentences give a brief but nonetheless precise outline. Note in the example 
below the use of key phrases such as ‘In this essay, I shall…’. Also, the main authors to be 
discussed are listed. The last sentence gives the reader a general idea of the conclusion or 
‘direction’ of the essay. 

 
 

Metaphor is often defined as being a verbal device in which one thing is described 

as being something else, e.g., time is a river, the brain is a computer.  Over the last 

few decades though, theorists in both the humanities and the sciences have argued 

that metaphor plays a fundamental role in our understanding of the world.  In this 

essay, I shall discuss the significance of metaphor for the visual arts.  I shall 

concentrate on the writing of Nietzsche and Danto, and develop the thesis that it is 

the metaphorical properties of medium and transference which demonstrate the 

relevance of metaphor to the visual arts. 
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Exegesis 
 
Exegesis is essentially a summary of the subject or viewpoint you are dealing with. It gives a 
brief description of the background to the topic, referring to historical and contextual material, 
and explaining who says what and why. The primary function of exegesis is to set the scene 
for the analysis or discussion which will form the heart of the essay. As such, it need not be a 
weighty part of the essay but should simply give enough background so that the reader can 
appreciate the significance of your main discussion. On this basis, it is perfectly acceptable 
for exegesis to blend into and become analysis. Exegesis is also sometimes referred to as 
‘exposition’ or ‘explication’. 
 
In the following example of exegesis, notice how the opening sentence sets the scene, and 
introduces the subject in a way that is relevant to the essay. The paragraph then proceeds to 
unfold the subject further.  

 

One of the leading thinkers to have considered the relationship between metaphor and 

the visual arts is Friedrich Nietzsche.  He places metaphor at the centre of his theory 

of knowledge, and shows how it is through the work of the artist that the 

metaphorical nature of knowledge becomes apparent.  In putting forward this view, 

Nietzsche is working against traditional theories in order to show that knowledge 

arises not as a matter of correspondence but as a process of aesthetic transference... 
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Analysis 
 

If exegesis sets the scene for discussion (to continue the analogy), then analysis is the actual 
play performed on the stage. The analytical paragraphs are the critical substance of your 
essay; they are, arguably, the most important parts of the essay. Here you create discussion. 
This is the essay not as the regurgitation of information but a debate on an issue you have 
selected, a series of competing perspectives with hot-spots or flash-points where things 
really come to a head. Through this discussion, you arrive at a critical perspective on the 
subject, your conclusion. You give your account of the material being studied and the 
position or view you intend to argue for. You present your opinion on the material, set it in 
relation to or against the opinion of others, and identify what you consider to be the stronger 
or weaker sides in the debate. This is done primarily through: 
 

 the scrutiny of other authors’ writing; 
 the examination other ideas which occupy the field, including your own points of view. 

It is important to stress that your opinion should not remain as mere opinion, 
unsupported, unsubstantiated – ‘This is what I think, so there. Now I’m off down the 
pub!’. Rather, you will your opinion to questions 1-8 below, turning opinion into 
informed argument. 

 the observation of artwork and other visual material; 
 other authors’ commentaries on the same or similar visual sources. 

 
The critical dimension of analysis is important. You are not simply explaining or repeating a 
set of ideas but exploring it, probing it, questioning it, stretching it, applying it to a new 
context to see what happens. As noted above, exegesis and analysis can often shade into 
one another, for it is often the case that the work of the author you are summarizing is where 
the issues for analysis lie. 
 
Selection is vital. You must identify the particular ideas or claims or issues which you want to 
be central to the essay. With these ideas, claims or issues, take nothing at face value. All 
authors are arguing for a case, a conclusion, a point of view, and it can be helpful to 
approach their texts with the following eight questions in mind. You should also apply the 
same questions to your own ideas: 
 

1. What point are they trying to make? 
2. On what grounds or evidence is their conclusion based? 
3. What key ideas are behind or at work in their conclusion? 
4. Are there any hidden or implicit premises, ideas that are assumed or relied upon but 

not explicitly stated? 
5. Are the grounds, the supporting ideas of the conclusion, solid or weak? 
6. If the grounds are weak, what would make them stronger? It is good discursive 

practice to give your interlocutor (conversation partner) the benefit of the doubt, 
sometimes called ‘the principle of charity’. 

7. What other views on the same topic are there, from other sources or ideas of your 
own? How do they compare in terms of strength and weakness? 

8. Can a preference for one view over another be established? If so, how, on what 
grounds? 

 
All these questions mean the rate at which you move through reading material slows down 
because you are now opening up a territory for careful scrutiny. Some of us have spent 
weeks building a debate upon comments made in a footnote by an author. Slow, careful 
scrutiny makes for good discussion, and it will be ‘where the action is’ for your subject if you 
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have selected the most appropriate or most compelling issue for your area of interest. It will 
also be hard, and you will possibly find it frustrating because certainty is being replaced by 
uncertainty, simplicity with complexity, one path opens up to become many. But this process 
is integral to knowledge existing as an ever-expanding, ever-disputed creative process. As 
the tangle of complexity grows, you are not expected to do it all. You have to select again 
which branches offer the most relevant, most compelling avenues for exploration. 
 
When writing your analysis, keep in mind phrases such as ‘I maintain’ or ‘I suggest’ which 
indicate your voice in the essay. Other useful verbs are: to assert, to affirm, to claim, to 
propose, to suggest, to argue. 

 

The process of transference that Nietzsche emphasizes in metaphor, I maintain, can 

be applied both to drawing and to the ready-made.  I shall discuss drawing first.  Just 

as verbal metaphor moves from one object to another, for example, the metaphor ‘the 

sound of a trumpet is scarlet’ leads us from the realm of sound to the realm of colour, 

so drawing involves the transformation from one realm, that of the object, to another, 

the realm of marks on a piece of paper.  In the same way that... 
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The conclusion 
 

The conclusion is a summary of the points disclosed in your exegetical and analytical 
sections. It is merely the drawing together or simply the restatement of the various claims 
and observations you have made. The conclusion should not discuss or introduce any new 
material, other than perhaps a brief indication of the different or broader areas of concern 
which your conclusion might lead towards. 

 

As I have shown, metaphor is relevant to the visual arts in a variety of ways.  The two 

areas I considered in detail - the notions of medium and aesthetic transference - were 

drawn from analyses of Nietzsche and Danto.  Nietzsche argues that truth emerges 

not from correspondence but from the transformation of impressions or stimuli which 

occurs through the medium of the body.  Both drawing and the ready-made, I argued, 

involve aesthetic transference in that... 

 

 
 

Paragraph structure 
 

Always write for another person, an imaginary reader – an intelligent person who doesn’t 
know the subject. A dentist, say. This is in contrast to writing for yourself. The danger of 
writing for yourself is that it encourages an insular writing style: you focus on what you think 
or feel you want to say, and only assess your writing in terms of how well it fits your intention. 
What is missing here is the recognition that you are first and foremost creating discussion, 
and recognition of how you have structured your writing so the discussion flows clearly for 
someone who does not have access to the inside of your head.  
 
Your best friend in the discussion-structuring process is the paragraph. Paragraphs are vital 
to the structure of an essay. Each paragraph or series of linked paragraphs should discuss 
one point or idea only. The first sentence(s) of each paragraph should announce to the 
reader the topic which is coming up and why it is relevant to the essay title. The last 
sentence(s) of each paragraph should summarize what you’ve said in the paragraph and 
indicate either how it advances our understanding of the essay title or how it leads into the 
next paragraph.   

 
For example, if you were writing an essay for the sample title ‘How is metaphor relevant to 
the visual arts?’ and wanted to introduce the work of the art theorist Arthur Danto into your 
essay, you could expect to be writing paragraph-opening sentences like 

 

Danto’s thoughts on the ready-made suggest another relationship between 
metaphor and the visual arts. 

 

For a paragraph-closing sentence, you might write something along the lines of 
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Thus, the ready-made is fundamentally metaphorical for Danto, since it is an 
object which asks to be understood from a perspective other than the one 
which conventionally or ‘literally’ defines it.  

 
With each paragraph you write, you should be clear on what it contributes to the essay, what 
role it plays in the discussion. If it’s exegesis, which necessary material is it explaining? If it’s 
analysis or discussion, what is it adding, what claim is it making within the debate? If 
answers cannot be given which support your essay question, the chances are you are 
merely supplying information for information’s sake, in which case your essay has died. 
Information for information’s sake does not take us anywhere. It is not discussion. You have 
wandered from your line of enquiry or, worse still, you do not have a line of enquiry. In which 
case, stop writing, and take stock, relax, brainstorm, read, go for a walk, until a line of 
enquiry, a compelling question or issue, surfaces, and you can return to writing with a clearer 
sense of structure. 
 

 
 

WARNING: Plagiarism  
 
Another author’s work which is reproduced word for word without being acknowledged as 
a quotation is plagiarism: the intentional or unintentional presentation of another person’s 
work as your own. It can happen unintentionally when, making notes from a text, you 
write down material word for word and, then, when you come to write your assignment, 
you transcribe your notes word for word, forgetting that the words are in fact a quotation 
and assuming that they are your own. In order to avoid this, ensure that you indicate in 
your notes when a piece of writing is a quotation.  

 
Plagiarism, whether intentional or unintentional, is wholly unacceptable, and will result in 
your essay being marked as a ‘fail’. It will be detected by Turnitin, software used to 
assess the originality of expression in electronic documents, when you submit your 
coursework. 
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11.2 Essay presentation 
 
 
 
 
The importance of presentation 
 
In presenting your essays to staff for marking, you are required to conform to the academic 
conventions of manuscript presentation. Not only does this make your writing look more 
professional, but also it trains you in the art of formal manuscript submission, which may well 
prove to be a vital skill if you go on to work in the many branches of the arts media. 
 
 
 
The first page 
 
The first page of your essay should list your name, module number, module title, essay title, 
and date of submission. 
 

 

Joanna Jones 

ART7002 Research Skills 

How is metaphor relevant to design? 

7 December 2016 

 

 
 
 
Typing, spacing, pagination 

 
 All essays should be double-space typed (a line left blank between each line of type; 

typewriters and computers have settings which do this automatically) in black ink on 
white A4 paper in a clear, legible font, e.g. Times Roman 12, Arial 11. 

 
 An additional line should be left blank between each paragraph. 
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 There should be margins of at least 2.5 cm on both the left- and right-hand sides of 

the paper. 
 
 Type on one side of the paper only. 
 
 The titles of books, journals and artworks must be italicized or, if working with a 

typewriter, underlined. A document should use either italics or underlining, never 
both. Underlining is the typescript convention which instructs typesetters to italicize 
text. 

 
 Article titles and chapter titles must be placed inside ‘inverted commas’. 
 
 Foreign words, e.g. Weltanschauung, trompe l’oeil, must be italicized. 
 
 Words or phrases that are unusual because they make a point or introduce a new 

way of referring to something are placed ‘inside inverted commas’. 
 
 If you feel that certain words deserve emphasis or extra weight in a sentence, then 

italicize these words. 
 
 All pages should be numbered. 
 
 It is also helpful to include your assignment title in the document header, for example, 

as ‘CRS Student Handbook 2010’ appears in the top right corner of the header on 
each page in this document. Text can be entered using the ‘Header’ facility in 
Microsoft Word.  

 
 
 
 

Quotations 
 
Quotations are a very important component of academic discourse. There are two reasons 
for quoting another author’s writing: either (1) the passage is of particular relevance to your 
discussion and includes a claim which you want to explore in further detail, or (2) the 
passage is an exemplary description of the author’s viewpoint and cannot really be put in any 
other way. 
 
There are different conventions for short and long quotations: 

 
 A short quotation is four lines of text or less, and is included within single inverted 

commas in the main body of your paragraph: 
 

between the mental and physical. For Hume, perception consists of sensory impressions 

and mental ideas but these are of the same order: the difference between them, he writes, 

consists only ‘in the degrees of force and liveliness, with which they strike upon the 
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mind, and make their way into our thought or consciousness’.1 However, as he goes on to 

recognize, there are concepts we rely upon which cannot be encountered directly through 

the senses, such as 

 
 Note the number ‘1’ which appears as superscript (raised above the normal line of 

type). This is called a ‘footnote number’ and the reason for it being there is 
explained in the section on the Vancouver (footnote) referencing system below. 

 
 

 
 A long quotation is one that is five lines of text or more. To indicate to the reader 

that this piece of text is a quotation, you separate it from your paragraph by leaving 
a line blank above and below the quotation, and indent the quoted passage by 
approximately 2.5 cm from the left. Inverted commas are not used for long 
quotations. 

 

Plato’s ‘Simile of the Sun’ from the Republic can be read as an exposition of the 

concept.  ‘The sun’, Socrates explains to Glaucon, 

 

               not only makes the things we see visible, but causes the processes of 

generation, growth and nourishment, without itself being such a process...  The 

good therefore may be said to be the source not only of the intelligibility of the 

objects of knowledge, but also of their being and reality. 

 

Thus, with Plato, what makes the objects of knowledge intelligible also nourishes them 

or brings them into being; perception, on his account, creates its own object. 

 

 

Illustrations 
 
All visual works discussed in your essays must be illustrated with good quality (i.e. non-
pixellated) colour (or black and white if the original is black and white) images. When you are 
referring to your own visual work, include illustrations of this too. The minimum dimension of 
an image should be 10 cm. For example, a portrait illustration might be 15 x 25 cm, while a 
landscape illustration might be 15 x 10 cm. One illustration per page is preferred. 
 
 
Diagrams and sketches 
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Diagrams and sketches shall be in black ink; unnecessary detail should be omitted and the 
scale should be such that the minimum space between lines is not less than 1mm. Colour 
graphics for charts, diagrams etc., and colour photographs may be used but students must in 
all cases ensure that material is capable of being photocopied. Copies produced by 
xerographic or comparable permanent processes are acceptable. 
 
 
Numbering and titling of illustrations 
 
All images – photographs of your art or design practice, reproductions of other works, 
diagrams and sketches – must be numbered and titled. Numbers should be consecutive, 
taking the form either of 1, 2, 3, … or 1.1, 1.2, 1.3, 2.1, 2.2, … using the form chapter 
number, image number. The advantages of the latter approach are that images can be easily 
identified with chapters, and that an image included at a late stage, say, in chapter 2, does 
not require all subsequent images to be renumbered.  

 
In all cases, the image number must be included by the word ‘Figure’. The titling of the image 
should use the same typeface as in the main text, and may be 1pt or 2pts smaller. For 
example, if the main thesis text is using 12pt Times, the image titling might use 10pt Times: 

 
Figure 6. Graph depicting the relation between… 
 
Figure 2.4. Detail of graphite lines on the surface of the canvas. 

 
Titles for the reproductions of work by other artists and/or designers should include: name of 
artist/designer, title of work in italics (year of completion). Medium of the work. The name of 
the owner or copyright holder. For example: 

 
Figure 3.10. Richard Deacon, Red Sea Crossing (2003). Oak and stainless steel. © Lisson Gallery. 

 

 
Location of illustrations in essays 
 
Images should be located in the essay either (i) as near as possible to the relevant 
discussion in the text, or (ii) as a series of illustrations at the back of the essay prior to the 
bibliography whichever is deemed most appropriate. Include a list of illustrations after the 
bibliography in the following format: 

 
 
List of illustrations 
 
1. Richard Deacon, Red Sea Crossing (2003). Oak and stainless steel. © Lisson 

Gallery. 
2. Tamsin Yardley, Woah There, Leslie! (2007). Sound recording, CD player, 

headphones. © The artist.  
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11.3 Referencing 
 
 
 
 
Academic and critical essays must refer to the work of others. This is essential in academic 
study when you are coming to know and to command a subject. It is only through consulting 
others that you become acquainted in depth with the histories, theories and practices which 
define your interest. Furthermore, it is through engagement with other texts and artefacts that 
you begin to find your own voice and to locate it critically within a subject, either by drawing 
support from predecessors and peers, drawing distinctions between them and your view, or 
directly opposing what they stand for. In professional academic writing, it is possible to find 
essays which do not refer to the work of others, but they are rare and are usually offering 
fine-grained conceptual or argument analysis relevant to a particular problem identifiable by 
subject specialists.  
 
Precisely how you identify the sources of the work you refer to is governed by academic 
convention. There are two conventions: the Harvard and the Vancouver, sometimes referred 
to as the ‘footnote’ system. A footnote is an aside or additional comment which does not fit 
the main drive of your discussion, and so does not belong in the main body of the essay, but 
has sufficient relevance to warrant a mention. Both are set out below. In a professional 
setting, which convention you adopt will be decided by the publisher; all publishers have a 
house style to which authors’ manuscripts must conform. For your essays on the course, you 
are free to choose which to adopt. You may wish to ask your module leaders for advice. One 
rule of thumb is that if you wish to include lots of footnotes, then adopt the Vancouver 
(footnote) style. Whichever you adopt, you must be consistent. Do not mix and match 
conventions.  
 
Careful adherence to convention is important for a number of reasons: 
 

1. It ensures that your references are clear, and that there is no ambiguity in the source 
to which you are referring. Any attempt to pass off the work of others as your own is 
plagiarism; not only is this unethical, it could cause you to fail part or all of your 
coursework.  

2. Other people reading your work will need accurate information if they wish to follow 
up anything to which you refer.  

3. It shows you care about the presentation of your manuscript. 
 
 
WARNING: Wikipedia cannot be cited as a source  
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The online encyclopaedia Wikipedia is fine as a starting point, as something which directs 
you towards more authoritative sources. However, it cannot be cited as a source in itself 
because it is not peer-reviewed, that is to say, the material published on the site has not 
been subject to critical, academic review. Citing it as a reference in your essay effectively 
tells us that you haven’t looked very hard or done much reading around the topic. Points will 
be deducted from your grade on the grounds of insufficient study. 
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Harvard system 
 
 
With the Harvard system, the surname of the author(s) or editor(s), or the name of a 
corporate originator, and the year of publication are inserted in the text at the appropriate 
point. 

 
In a recent study of reaction times Rabbitt (1980) found… 
Rationality can be undermined by certain intuitions (Baron, 1994). 
Stalking has been defined as unwanted contacts or intrusions on two or more occasions 
(Australian Bureau of Statistics, 1996). 

 
References cited in the text must appear in the reference list (section 14.5). Text citations 
should remain in quoted material, but it is not necessary to add the corresponding references 
to the reference list only on the basis of their appearance in a quotation. 
 
 
Multiple citations 
 
Give multiple citations chronologically for a single author: (Smith, 1999, 2001a, 2001b) but in 
alphabetical order for a multi-author list: (Brown, 2001; Jones, 1996; Smith, 1992). The 
sequence is strictly alphabetical, even if a chronological sequence seems more logical. 
 

In the last 25 years the department has carried out three major surveys (Arnold & Smith, 1988; 
Brown, 1999; Smith, 1981). 

 

 
Multiple authors 
 
If a work has two authors, cite both names every time and link them with an ampersand (&), 
if the citation appears in parentheses: 
 

The original study (Smith & Jones, 1984)… 
 
or with (and) if in running text: 
 

The original study by Smith and Jones (1984)… 
 
If a work has three or more authors, for both first and subsequent occurrences cite 
only the first author followed by et al. 
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Note: Italicise et al. 
 
If the abbreviation et al. leads to a confusion between two groups of authors, e.g. Hunt, 
Hartley and Davies (1983) and Hunt, Davies and Baker (1983), then cite as many of the 
authors as necessary to distinguish the two citations. Hunt, Hartley et al. (1983) and Hunt, 
Davies et al. (1983). 
 
When there are more than six authors, the corresponding entry in the reference list may be 
limited to give the surnames and initials of the first six authors followed by et al. 
 
 
Same author and year 
 
Works by the same author or authors and with the same year of publication are differentiated 
by adding the suffixes a, b, etc. to the year both in the text citation and the reference list. The 
suffixes are assigned alphabetically according to the words following the year in the 
reference list. 
 
Listed in reference list: 
 

MacKay, T. (2000a) A millennium without illiteracy? Breaking the link between poverty and 
reading failure. Proceedings of The British Psychological Society, 8(2), 15. 
MacKay, T. (2000b) Educational psychology and the future of special educational needs 
legislation. Educational and Child Psychology, 17(2), 27–35. 

 
Referred to in text as: 
 

MacKay (2000a, 2000b) 
 
Where the authors are not identical but the text citation using et al. could lead to confusion, 
the citations should be differentiated by listing additional authors, and not by using year 
suffixes. 
 
Listed in reference list: 
 

Cohen, S., Braithwaite, D., Reynolds, F., Jones, M., Smith, P., Arnold, W. et al. (1993)… 
Cohen, S., Reynolds, F., Braithwaite, D., Jones, M., Smith, P., Arnold, W. et al. (1993)… 
 

Referred to in text as: 
 

Cohen, Braithwaite et al., 1993; Cohen, Reynolds et al., 1993 
 
 
 
Referring to specific parts of cited sources, including page numbers 
 
Make citations of a particular page, figure, table, etc. at the appropriate point in the text 
rather than in the reference list. When such citations appear in parentheses, leave a space 
between name and date. Page numbers appear as (Hunter 2001: 251–253). Other items can 
be referred to, for example, (Stone 1999, Table 2.4). 
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Broadcast media 
 
Television and radio programmes should be referred to only by title of programme, series or 
edition either in the body of the text or parenthetically. If relevant, the channel may also be 
given. The specific date of broadcast and channel should be added if a direct quotation or 
academic point is being made. There is no need to give a full citation in the reference list. 
 
 
 
The Bible and other sacred works 
 
References to specific parts of the Bible are always given in the text, not in a reference list. 
Give the name of the book (roman type) in full (i.e. not the standard abbreviation) followed by 
chapter and verse(s) in arabic numerals separated by a colon. 
 

Hebrews 13:8 1 
 
 
 
Footnotes in the Harvard system 
 
A footnote is an aside or additional comment which does not fit the main drive of your 
discussion, and so does not belong in the main body of the essay, but has sufficient 
relevance to warrant a mention. While the alternative Vancouver referencing system is 
preferred if you are including lots of footnotes, it is possible to include some when using the 
Harvard system.  
 
When you wish to include an aside or additional comment, insert the note number in your 
main text. This can be done easily in Microsoft Word by going to Insert on the toolbar and 
then reference and footnote (then opt for either footnotes or endnotes). See the example 
below. Place the footnote either at the foot of the page or at the end of the document, 
sometimes referred to as an ‘endnote’. Observe that Harvard referencing conventions are 
adhered to in giving the bibliographical details. 
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Radio drama is often dismissed as a blind medium because it is a representation of the world 
without images, without the richest or most informative modality of vision. It is therefore often 
regarded as an impoverished artform.2 As Arnheim put it in 1936, radio ‘seems much more 
sensorily defective and incomplete than the other arts – because it excludes the most important 
sense, that of sight’ (Arnheim 1993: 20-25). Music does not suffer this criticism, largely 
because it works within its own acoustic terms, which is to say that it does not claim to have 
an overtly representational content, i.e., to refer to or include particular objects or events or 
narrative structures. 

 
 
 
 
Bibliography (list of references) 
 
The purpose of the reference list is to allow readers (or librarians) to find the original material. 
To allow them to do this it is essential to include the author or originator; year of publication; 
title of work and publication data for each item in the list. Take care to check that all 
references cited in the text are included, and that dates and spellings of authors’ names are 
consistent in the text and the list. 
 
The main types of entry are listed here, with examples that will serve as patterns for 
analogous cases. Entries in a reference list are in a letter-by-letter alphabetical sequence. 
That is, spaces between the elements of an entry, and all hyphens, periods and other 
punctuation marks are ignored for the purpose of deciding the filing order. Ampersands are 
ignored when they separate individual author names. Names with prefixes (e.g. de Gaulle, 
van den Boom) are filed under the initial letter of the prefix, regardless of capitalisation. 
Names beginning Mac, Mc, and so on, are filed strictly alphabetically, not as if they were all 
spelt Mac. 
 
Where there are more than six authors, you need give only the first six names followed by et 
al. If two such references shorten to the same form, give as many additional names of 
authors as is necessary to distinguish the two references.  
 
 

                                            
2  The extent to which radio drama, throughout its history, has been dogged by the notion of 

blindness is documented in Crook (1999: 53-69). Crook also marshals an impressive array of theorists 

and viewpoints to challenge this perception, and alludes to the ways in which the acoustic world can 

equate to the visual world or can sometimes offer forms of representation which exceed what vision 

supplies. 
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Journal articles 
 

Smith, A.B. & Clark, E. (1995). Unlimited thinking. Cognitive Psychology, 24, 9–15. 
 
Note: Journal title is in italics (or underlined if italic facility not available), and capitals are 
used for the first letter of nouns. In the article title, capital letters are only used at the start 
and for proper nouns. 
 
 
Other periodicals 
 
Numbered by volume and part 
 

Boynton, P. (2000). Women, psychology and success – Who’s stopping us making it? 
[Interview with Pat Frankish]. Psychology of Women Section Review, 2(2), 41–47. 
Hartley, J. & Jory, S. (2000). Lifting the veil on the viva: The experiences of psychology PhD 
candidates in the UK. Psychology Teaching Review, 9, 76–90. 

 
Note: Journal titles are in italics (or underlined if italic facility not available), and capitals are 
used for the first letter of nouns. In article titles, capital letters are only used at the start and 
for proper nouns. 
 
Numbered by issue 
 

Plant, B. (2001, January). Disclosure of unused material. Forensic Update. Issue 64, 
4–9. 
Robinson, E. & Whitcombe, E. (2001, Winter). Source monitoring errors mislead older but not 
younger children. Developmental Psychology Forum. Issue 58, 9–12. 

 
 
Books and monographs 

 
Berkowitz, L. (1980). A Survey of Social Psychology (3rd edn). New York: Holt. 

 
Note: Book title is in italics (or underlined if italic facility not available), and capitals used for 
first letter of nouns. 
 
 
Edited books 
 

Wall, T.D. (ed.) (1987). The Human Side of Manufacturing Technology. Chichester: Wiley. 
 
 
Chapters in edited books 
 

Petrie, K. (1981). Life stress and illness: Formulation of the issue. In B.S. Dohrenwend & B.P. 
Dohrenwend (Eds.), Stressful Life Events and Their Context, Rev. edn. New York: Wiley, pp. 
345–401. 
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Books in translation 

 
Rancière, J. (2007). Hatred of Democracy, trans. S. Corcoran. London: Verso. (Original work 
published 2005) 

 
 
Republished works 
 

Freud, S. (1984). The unconscious. In A. Richards (ed.), The Pelican Freud Library: Vol.11. 
On Metapsychology: The Theory of Psychoanalysis. Harmondsworth: Penguin, pp. 159–222. 
(Original work published 1915) 
Jaspers, K. (1963). General Psychopathology, trans. M. Hamilton & J. Honig. Baltimore, MD: 
Johns Hopkins University Press. (Original work published 1913) 

 
Note: In text citations give both original and later dates: Freud (1915/1984); Jaspers 
(1913/1963). 
 
 
Foreign-language books, title translated into English 
 

Klix, F., Kossakowski, A. & Mäder, W. (Eds.) (1980). Psychologie in der DDR – 
Entwicklung, Aufgaben, Perspektiven [Psychology in the GDR – Development, tasks, 
perspectives] (2nd edn, rev.). Berlin: VEB Deutscher Verlag der Wissenschaft. 

 
Note: Use any accents and capital letters for foreign-language words as in the original, e.g. 
initial capitals for all nouns in this example. 
 
 
Magazine articles 

 
Concar, D. (2002, 16 March). Corporate science v the right to know. New Scientist, pp. 14–16. 

45 
 
Newspaper articles 
 

Smithers, R. (2001, 3 August). Teachers on TV ‘shown as idle drunks’. The Guardian, p. 11. 
 
Without named author: 

 
Tests annulled after cheating. (2001, 27 July). The Times Educational Supplement, p. 4. 
 

Note: In a parenthetical text citation, use a shortened form of the title: e.g. ‘Tests annulled’, 
2001. 
 
 
Conference papers, etc. 
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Papers in published proceedings 
 

Cynx, J., Williams, H. & Nottebohm, F. (1992). Hemispheric differences in avian song 
discrimination. Proceedings of the National Academy of Sciences, USA, 89, 1372–1375. 
Deci, E.L. & Ryan, R.M. (1991). A motivational approach to self: Integration in personality. 
In R. Dienstbier (Ed.), Nebraska Symposium on Motivation: Vol. 38. Perspectives on 
Motivation, pp. 237–288. Lincoln: University of Nebraska Press. 

 
Note: Treat regularly published proceedings as periodical references, as in the first 
example above. 
 
 
Limited circulation publications 
 

Breast Cancer Care (2001, May). Breast cancer and you: Coping with a diagnosis. (Available 
from Breast Cancer Care, 210 New Kings Road, London SW6 4NZ). 
 

Press releases 
 

Mental Health Foundation (2002, 30 May). Mental Health Foundation breaks new ground with 
early stage dementia website [Press release]. 

 
 
Citing documents published on the internet 
 
The recent rapid expansion of the number and variety of documents available over the 
internet has meant that systems of citation are only slowly settling to standardised forms. 
Complicating factors are that website addresses may change and that information found at a 
given address may change. 
 
Many internet sources need not be given full academic-style references. In such cases the 
website addresses and any other information necessary to the context may be given in the 
main text. 
 
If a document is known to be also available in ordinary printed form, then only its print form 
need be cited in a reference list. The recommendation is to add [Electronic version] after 
giving a journal paper title referenced in standard print form but viewed in its electronic form. 
This is because versions may differ in some ways, e.g. there may be additional data in the 
electronic version. 
 
Where an internet citation must be given, the principle is that enough information 
should be provided for retrieval of the source. The minimum information needed is: 
 

 Document title or description; 
 Website address (of the specific document rather than a home or menu page); 
 Date of retrieval. 
 The author or originator of a document, the date of publication or update may also be 

given. 
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Most website addresses are available via hypertext transfer protocol (http). In these cases 
omit the protocol and its associated colon and slashes (http://) from the cited address. Other 
protocols, e.g. https, ftp, need to have their differentiating characters cited. The letters www 
cannot safely be omitted, as many website addresses do not begin this way. 
 
Line breaks can be a problem, especially as the hyphen is a functional character in internet 
addresses. If an address needs to be broken, avoid breaking directly before or after a full 
point or hyphen. If possible break either side of a forward slash or underscore. 
 
 
Online journal article (available also in print) 
 

Hughes, L.E. & Wilkins, A.J. (2002). Reading at a distance: Implications for 
the design of text in children’s big books [Electronic version]. British Journal of 
Educational Psychology, 72, 213–226. 

 
Internet-only journal article 
 

Frederickson, B.L. (2000, 7 March). Cultivating positive emotions to optimize health 

and well-being. Prevention and Treatment, 3, Article 0001a. Online. Available HTTP: 

http://www.journals.apa.org/prevention/volume3/pre0030001a.html (accessed 20 November 

2000). 

 
 
Non-periodical document 
 

European Union (n.d.). Draft charter of fundamental rights of the European Union. Online. 

Available HTTP: http://www.consilium.europa.eu/showPage.aspx?lang=EN (accessed 10 June 
2002). 
National Autistic Society (n.d.). About the NAS. Online. Available HTTP: 

http://www.autism.org.uk/ (accessed 14 February 2002). 
 

Note: Where no publication date is given, use n.d. instead of the year. 
 
 
News item 
 

Hopkins, N. (1999, 6 February). When rage is part of the package. Guardian Unlimited. 
Online. Available HTTP: http://www.guardian.co.uk/Archive/Article/0,4273,3817782,00.html 
(accessed 14 May 2002). 
Physical illness link to suicide risk (2002, 7 June). BBC News. Online. Available HTTP: 

http://news.bbc.co.uk/hi/english/health/newsid_2031000/2031041.stm (accessed 14 June 
2002). 

 
Note: Where no author is given, use the title of the item to start the reference. In text 

http://www.journals.apa.org/prevention/volume3/pre0030001a.html
http://www.guardian.co.uk/Archive/Article/0,4273,3817782,00.html
http://news.bbc.co.uk/hi/english/health/newsid_2031000/2031041.stm
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the citation could be: (‘Physical illness link’, 2002). The titles of the periodical-like web pages 
are in italics, with the first letters of the nouns in capital letters. 
 
 
Message posted to an online discussion group 
 

Klein, K. (2002, 19 April). All out of sorts. Message posted to groups. yahoo.com/ 
group/autismandenzymes/message/ 
 

 
Sample pages from a manuscript using the Harvard system 
 
The following is an example of a manuscript prepared using the Harvard referencing system. 
It is an extract from: Cazeaux, C. (2007). Metaphor and Continental Philosophy: From Kant 
to Derrida. New York: Routledge, pp. 68-70. 
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While the arguments I have given undoubtedly support an anti-dualist project, my 

immediate concerns in this chapter are (i) to show how metaphor and the 

categorization of the senses are epistemologically intertwined, and (ii) to indicate how 

the nature of their relationship has a bearing on the epistemological significance that 

is ascribed to metaphor. So far we have seen that metaphor is made to appear 

epistemologically suspect against the backdrop of Locke’s empiricism. This is 

because truth is couched by Locke in terms of essences whose purity is maintained 

by adhering to the appropriate inlets and channels, with the consequence that 

metaphor is theorized by him as an ‘artificial’ application of words which ‘breaks’ or 

‘stops’ the ‘great conduit’ of language. 

 

However, metaphor is assigned a more positive role in Merleau-Ponty’s philosophy 

and in the phenomenological tradition as a whole. A family of ‘sociability’ metaphors 

is employed within the texts of phenomenology to emphasize the involved, 

interactive dynamism of their epistemologies – for example, Heidegger’s ‘offering’ 

and ‘giving’ (1962b) and Gadamer’s ‘conversation’ (1993) – in contrast to the 

detached, static absolutism of orthodox metaphysics. The fact that phenomenologists 

happen to employ metaphors is not the point here. Rather, the metaphors they do 

use are ones which are ‘about metaphor’; they are figures which ask us to move from 

one realm to another. Experience and understanding are theorized as processes of 

engagement in which each episode is not a thing in itself, a complete and pre-formed 

content, but an invitation to consider another perspective or move to a new horizon.  

 

The act of moving from one realm to another, on Merleau-Ponty’s account, is not 

the corruption or dilution of an original source, but the forging of a relationship that 

makes new experiences possible. The idea that metaphor can generate perceptual 

insight is not a new one. As I indicate above, Max Black likens metaphors to new 

cognitive instruments: the cross-fertilization that takes place between the two terms, 

he declares, prompts us to see both terms in a new light. Merleau-Ponty lends 

considerable support to this view. The interaction between realms that he makes 

central to the body schema’s coordination of the world is, I suggest, what takes place 

in metaphor. Just as ontological comparisons drawn between sight and touch or sight 

and sound represent the foot-holds or fissures that grant us purchase on the world, 
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so metaphorical cross-referral between concepts etches out new lines of association 

for us to pursue. 

 

It should be pointed out that Merleau-Ponty does not actually discuss or refer to 

metaphor by name in any of his writings. But this, I maintain, is not a problem for 

anyone trying to derive a theory of metaphor from his work: (a) because he does 

consider at length the creative use of language and artistic media – what he calls 

‘originating speech’ or ‘primary expression’ – and (b) because his retheorization of 

language as an embodied activity allows many of his thoughts on the body’s creative 

role in perception to be translated into a theory of metaphor. Language, concepts, 

and ideas, Merleau-Ponty argues, are not abstract entities divorced from the 

particularities of experience but aspects of our bodily immersion in the world: 

 

the phonetic ‘gesture’ brings about, both for the speaking subject and for 

his hearers, a certain structural coordination of experience, a certain 

modulation of existence, exactly as a pattern of my bodily behaviour 

endows the objects around me with a certain significance both for me 

and for others.  

(1962: 193) 

 

This is not the point that we make sounds and marks with our bodies; neither is it an 

attempt to reduce the significance of the word to a collection of bodily sensations. 

Instead, language is claimed to be one of the ‘behaviour patterns’ ‘through which we 

can “be at home in” [the] world’ (1962: 237). Our capacities for understanding 

language and uttering language exist in a parallel relationship to seeing and being 

seen, and any word, sentence, or gesture we offer belongs to the fundamental 

‘beckoning’ relationship that exists between subject and world. Just as my ‘familiar’ 

hand can encounter ‘new’ textures, so the creative use of language – originating 

speech – is ‘that paradoxical operation through which, by using words of a given 

sense, and already available meanings, we try to follow an intention which necessarily 

outstrips, modifies, and itself, in the last analysis, stabilizes the meanings of the words 

which translate it’ (1962: 389). Metaphor, on this account, ‘is like the boiling point of 

a liquid’: a realignment of reality’s joints, comparable to the sensory integrations 
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performed by the body schema, through which ‘man transcends himself towards a 

new form of behaviour’ (1962: 196). 

 

Another dimension can be given to this account if we draw an analogy between 

language and the body. Our sensory openness to the world, Merleau-Ponty argues, is 

reflected in the physical articulations of our bodies: we can see and be seen, touch and 

be touched, etc. It is because we are rooted in the world that we can exercise the 

sensibilities and calibrations necessary to organize experience. The more our physical 

behaviour and dexterity allow us to contextualize the experiences we have, then the 

finer and more incisive our perceptions become. With the analogy between language 

and the body, literal language can be likened to the joints and bodily capacities we are 

used to employing, the areas where we are most flexible; literal language gives us the 

world as we are used to finding it. To create a metaphor, on the other hand, is to 

bring two words together that are normally kept apart and, by this analogy, is 

comparable to flexing a joint that has never been exercised before. It is, therefore, to 

extend the reach of one’s body, to make a new realm of experience available. 

 

The suggestion that bodily acuity and conceptual pliability are interconnected at a 

fundamental level represents, to my mind, the main point of contact between 

Merleau-Ponty’s work and Lakoff and Johnson’s thesis in Philosophy in the Flesh 

(1999). Their book, as the subtitle indicates, lays down a ‘challenge to Western 

thought’. They propose to combat philosophy’s predilection for single perspective, 

universalizing metaphysics by showing how concepts and thought processes are 

extensions of our condition as physically embodied beings. The reason why our 

concepts fit the world so well, Lakoff and Johnson argue, is because ‘they have 

evolved from our sensorimotor systems, which in turn evolved to allow us to  to 

function well in our physical environment’ (1999: 43-44). Thought and perception 

are embodied, they suggest, in the sense that the concepts we use for thinking and 

perceiving are derived from the concepts ‘that optimally fit our bodily experiences of 

entities and certain extremely important differences in the natural environment’ 

(1999: 27). Hence, on this view, it is claimed that the concepts we use to describe 

relations and values have a spatial origin, such as ‘happy is up’, ‘intimacy is closeness’,
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Vancouver (footnote) system 
 
 
The main distinguishing factor is that the Vancouver system accommodates footnotes or 
endnotes, that is, sentences or paragraphs outside the main text at the foot of the page or at 
the end of the chapter, setting out observations and asides which warrant inclusion but are 
not essential to the main flow of your argument at that point. In contrast, the Harvard system 
discourages the inclusion of footnotes. 
 
 
Definitions of Terms 
 
In order that you are clear about the terminology a few definitions are given below. 
 
 
Bibliography 
 
You should provide a full bibliography at the end of your essay to show the range of work 
that you have drawn on in producing your text. It should include all the works directly referred 
to in your text as well as all your background reading, and it should be arranged 
alphabetically by author’s surnames. 
 
 
Notes 
 
Notes are often used to give further information about something in your main text. A 
footnote is a note which appears at the bottom of a page. An endnote is a note which 
appears at the end of your work. They should be used consistently: either footnotes or 
endnotes but not both. 
 
 
Citations 
 
A citation is a reference to any information that you have drawn on in the course of your 
research and that you include in your essay. You should cite all references to the work of 
others whether they consist of direct quotations or indirect references by means of 
comments, paraphrasing, summary etc.  
 
 
Quotations 
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A quotation is a phrase, sentence, paragraph etc. taken from somebody else’s work. You 
make it clear that it is a quotation either by including the passage in single quotation marks 
within the main body of your text (short quotes) or by setting the quotation apart in a block, 
indented and single spaced, without quotation marks (long quotes of over three lines in 
length).  
 
 
The Vancouver System 
 
In the Vancouver system the citations are given in note form (footnotes or endnotes). 
Although it might appear complicated to begin with the Vancouver system is very flexible and 
is a good system for enabling you to cope with the full range of material that you are likely to 
want to cite. When you wish to cite something then insert the note number in your main text. 
This can be done easily in Microsoft Word by going to Insert on the toolbar and then 
reference and footnote (then opt for either footnotes or endnotes). 
 
The citation as a note can either contain the full details of the work you are citing or can be 
shortened; this is why this system is called the ‘Vancouver’ system. The general rule is that 
you give the full details at the first reference and subsequently shorten it.  
 
The first reference to a book should show the author’s full name with surname last, the title in 
italics, the edition where relevant, the place of publication, the publisher, the date of 
publication, the page number(s) of the quotation or passage referred to.  
 

1. Charles Harrison, English Art and Modernism 1910 -1939, 2nd edition, New Haven and London, 
Yale University Press, 1994, p.26. 
2. Bernard Leach, A Potter’s Book, London, Faber and Faber, 1940, p.68. 

 
If you need to give a citation which matches in every detail the immediately preceding citation 
apart from the page number(s) use Ibid and the new page number(s). 
 

3. Harrison, English Art, p.140. 
4. Ibid. p.34. 

 
If even one other citation intervenes then you must use the short title again. 
 

3. Harrison, English Art, p.140. 
4. Ibid. 
5. Garth Clark, The Potter’s Art, London, Phaidon Press, 1995, p.72. 
6. Harrison, English Art, p.140. 

 
 
The first reference to a contribution in a book (such as a chapter) should show the contributing 
author’s name with surname last, the title of the contribution in single quotation marks, the date of this 
contribution (where applicable), followed by the word ‘in’, the author or editor’s full name with surname 
last, followed by the word ‘editor’ (where applicable), the title in italics, the edition (where applicable), 
the place of publication, the publisher, the year of publication (which may not be the same as that of 
the particular contribution that you are citing), the page number(s) of the contribution, followed by the 
page number(s) of the quote (where applicable). 
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7. G. Russel,  ‘Craftsmanship Today’, 1965, in J. Houston, editor, Craft Classics Since the 
1940s, London, The Crafts Council, 1988, pp.72-73,   

 
The first reference to an article in a journal should show the author’s full name with surname 
last, the title of the article in single quotation marks, the title of the journal in italics, the 
volume which is often in roman numerals (where appropriate), the part number (where 
appropriate), the date, the page number(s) of the contribution, followed by the page 
numbers(s) of the quote (where applicable). 
 

8. Rachel Gotlieb, ‘Vitality in British Art Pottery and Studio Pottery’, Apollo, vol.cxxvii, 
no.313, March 1988, pp.163-167, p.164.  

 
If there are two authors then include them both: 
 

9. Tanya Harrod and James M.Hockey, ‘A Tribute to Henry Fauchon Hammond’, Crafts, 
no.102, January/February 1990, pp.44-47, p.46. 

 
Follow the usual pattern to cite electronic sources, citing author, title of article, name of 
electronic journal etc. Sometimes these details are not available or not applicable and you 
need to give whatever information you have. In all cases you should give the internet 
address and the date that you accessed the source.  
 

10. Moira Vincentelli, ‘The Welsh Dresser: A Case Study’, Interpreting Ceramics, no.1, 2000. 
Online. Available HTTP: http://www.uwic.ac.uk/ICRC/issue001/welsh/welsh.htm (date 
accessed 1 February 2006). 

 
Internet sources can change rapidly; wherever possible you should keep a hard copy of 
material that you cite from electronic sources. 
 
If you wish to add a note at any point in order to expand something that you are saying in 
your essay (perhaps to give some background information) rather than as a citation or in 
connection with a citation then just insert it as a footnote or endnote in the usual way at the 
appropriate point in your text.  
 
You must provide a full bibliography that lists all the works cited as well as your background 
reading. The form of entry within the bibliography is the same as the first reference described 
in 3.3 and subsequently above with this important difference: the author’s surname should be 
given first with first name(s) or initial(s) following and then the other details in the same order.  
 
You do not include the page number(s) of your quotations but you do need to include the 
page numbers of the articles or chapters that you cite. 
 
The bibliography should be listed alphabetically by author’s surname. Do not number the 
bibliography: there is no need and it will cause confusion with the notes. 
 
 

BIBLIOGRAPHY 
  

http://www.uwic.ac.uk/ICRC/issue001/welsh/welsh.htm
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Sample pages from a manuscript using the Vancouver system 
 
The following is an example of a manuscript prepared using the Vancouver referencing 
system. It is an extract from: Clive Cazeaux, ‘Phenomenology and Radio Drama’, British 
Journal of Aesthetics, 45, 2005, pp. 169-72. 

 

http://www.uwic.ac.uk/ICRC/issue001/welsh/welsh.htm
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Recent examples of the qualities of a voice intertwining themselves with the 

emotional and conceptual sweep of a play are Spoonface Steinberg and The Bogus Woman, 

both of which feature only one actor.3 The former is a monologue given by the 

character ‘Spoonface’ Steinberg, a seven-year-old autistic girl suffering from 

leukaemia. Much of the play’s dramatic impact comes from the contrast between, on 

the one hand, the innocence and the flat, matter-of-factness achieved in the young 

actor’s voice and, on the other, the ‘beyond her years’ insights her character displays 

into the subjects of the holocaust, her father’s infidelity, and her own death. The 

second play, The Bogus Woman, is the story of an African woman seeking asylum in 

the UK. Accusation, inquisition, victimhood, aggression, destitution, and the 

attitudes of other members of the asylum seeker’s family are all realized through the 

voice of the one actor. The majority of the scenes involve two characters and, 

without a visual representation to remind us that only one actor is present, the sense 

of a populated world, full of conflicting intentions and emotions, is articulated 

entirely through the different invitational directions in which the actor’s voice sends 

us. 

 

A theoretical study of the invitational character of radio drama would find much that 

is relevant in the philosophical literature on emotion in music, especially with regard 

to the claim that the relationship between sound (or music) and emotion is a 

metaphorical one, as suggested by, among others, Langer, Scruton, Walton, and 

Wishart.4 Metaphor, I suggest, is an exemplar of the invitational structure ascribed to 

                                            
3  Spoonface Steinberg, written by Lee Hall, directed by Kate Rowland, performed 

by Becky Simpson; broadcast on BBC Radio 4, January 1997. The Bogus Woman, 

written by Kay Adshead, directed by Lisa Goldman, and performed by Noma 

Dumesweni; broadcast on BBC Radio 3, September 2002. 

4  Susan Langer, Philosophy in a New Key, 3rd. ed. (Cambridge: Harvard University 

Press, 1942); Roger Scruton, The Aesthetic Understanding (Manchester: Carcanet, 1983); 

Roger Scruton, The Aesthetics of Music (Oxford: Clarendon, 1997); Kendall Walton, 

‘Listening with Imagination: Is Music Representational?’, Musical Worlds, ed. Philip 

Alperson (University Park, Pennsylvania: Pennsylvania State University Press, 1998) 

pp. 47-62; Trevor Wishart, On Sonic Art (Amsterdam: Harwood, 1996). 
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art and perception by phenomenology. Although commonly considered a purely 

poetic or verbal device, metaphor has been repositioned in recent decades as a 

fundamental cognitive principle, operating at the levels of thought and perception. 

Merleau-Ponty’s account is not only consistent with these developments but is 

sometimes also used in support of them, since metaphor in the context of his 

philosophy becomes the process whereby one region or domain opens onto another 

in the construction of a world, for example, from sound to vision or from the click 

of a shoe to the mood of its wearer. Of the ‘metaphor in music’ theorists listed, 

Scruton arguably comes the closest to the phenomenological position presented here, 

which is perhaps to be expected given his acknowledgement of Merleau-Ponty.5 The 

sound of a piece of music, Scruton argues, is only musical, is only able to rise out of 

brute phenomenality to acquire significance and understandability, if it is infused with 

worldly projections or dispositions, such as movement and emotion. ‘The ways of 

hearing sound that we consider to be ways of hearing music’, he maintains, 

 

 are based in concepts extended by metaphorical transference... If we take away the 

metaphors of movement, of space, of chords as objects, of melodies as advancing 

and retreating, as moving up and down – if we take those metaphors away, nothing 

of music remains, but only sound.6 

 

As noted above, the idea that sounds can open onto or invite connection with events 

and moods, it should be noted, is not new, for example, footsteps signalling a 

person’s approach in an authoritative, tentative, or sinister manner. The potential for 

any phenomenon to have meaning, it could be argued, is well established by Saussure 

and twentieth-century structuralist analyses of language and cultural expression. If a 

medium possesses the articulacy or differentiability sufficient for differences to be 

perceived, Saussure declares, then communication and signification can occur.7 

Furthermore, in the philosophy of music, there is Langer’s assertion that between 

                                            
5  Scruton, The Aesthetic Understanding, p. 249, n. 14. 

6  Ibid., pp. 79, 85. 

7  Ferdinand de Saussure, Course in General Linguistics, trans. Roy Harris (London: 

Duckworth, 1983) pp. ??. 
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music and subjective experience lies ‘a certain similarity of logical form’, made up of 

‘patterns of motion and rest, of tension and release, of agreement and disagreement, 

preparation, fulfilment, excitation, sudden change,etc’.8 

 

There are strong similarities between Merleau-Ponty’s position and those of Saussure 

and Langer, and with good reason: Merleau-Ponty acknowledges and embraces 

Saussure’s claim that meaning arises from the differences between sounds or signs,9 

and his phenomenology is a very particular appropriation of the gestalt psychology 

which informs Langer’s account. It is the job of another paper to chart in greater 

depth these relationships, but what can be stated here is the thesis which separates 

Merleau-Ponty’s theory from Saussure’s and Langer’s: namely, that the connectivity 

which allows something material or phenomenal to express meaning or emotion is 

presented by him as a facet of the ontological, ‘world disclosing’ structure whereby 

each sensory modality is, in its essence, an opening onto or a beckoning towards a 

world and other modalities. Each sense, Merleau-Ponty writes, ‘is a “world,” i.e. 

absolutely incommunicable for the other senses, and yet constructing a something 

which, through its structure, is from the first open upon the world of the other 

senses, and with them forms one sole Being’.10 In contrast, connectivity is explained 

by Saussure as an arbitrary but systematic correspondence: distinctions in sound 

create distinctions in thought, he avers, like ‘air in contact with water: changes in 

atmospheric pressure break up the surface of the water into series of divisions, i.e. 

waves. The correlation between thought and sound, and the union of the two, is like 

that’.11 And with Langer, the similarity in logical form between music and inner 

experience is assessed in linguistic terms, drawing on the difference between 

conventional and symbolic language to propose that music symbolizes emotion. 

                                            
8  Langer, Philosophy in a New Key, p. 228. 

9  Merleau-Ponty, ‘Indirect Language and the Voices of Silence’, The Merleau-Ponty 

Aesthetics Reader, p. 77. 

10  Merleau-Ponty, The Visible and the Invisible, p. 217. 

11  Saussure, Course in General Linguistics, p. 111. 
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12. Exemplar research proposals 
 
 
The following are two research proposal exemplars which may be helpful in 
planning and writing your own research proposal. The exemplars relate to the 
following projects: 
 

1. Leah McLaughlin, How the moving image can reveal the interaction 
between ceramicist and material 

2. Alex Woolley, Contextual testing of interactive prototypes at the early 
stage of the design process 

 
Permission to reproduce the proposals has been kindly given by the respective 
students. All confidential information has been removed. 
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How the moving image can reveal the interaction between 

ceramicist and material 

Leah McLaughlin 
 

 

Background and context 
In the medium of ceramics, the range of potential aesthetic qualities is extensive, due to 

the changing physical properties of clay as it undergoes transformation from fluid, plastic 

to dry and fired state and perhaps most importantly, the ways in which the ceramicist 

physically acts upon or responds to the clay-in-process. It is argued that insufficient 

account is taken of these factors when describing and interpreting the conceptual 

development of the ceramicist’s ideas and the artworks which result from this process. It is 

further argued that it is through the development of effective documentary methods that 

the important mediating role of these factors on the outcomes (artworks), can be more 

fully analyzed, understood and articulated. 

 

Still photography has been used extensively in the past to document these processes but 

this does not capture the temporality of interaction, the nuances or idiosyncrasies that are 

tacit and implicit in this dynamic process.  

 

Although extensive material is available in moving-image form which records the working 

methods of ceramicists who employ a wide range of processes (for example, the 

international ceramics and glass film festival www.fifav.fr) this moving-image material 

contains little in the way of analysis and evaluation, having typically been produced for 

public broadcast or for promotional purposes. Nevertheless the moving-image offers clear 

advantages in the examination of these relationships. Developments in video technology 

and editing software have made it practicable for recording the artist working in what are 

frequently cramped and poorly lit studio environments. Digital editing now allows 

researchers direct and immediate facility to evaluate, interpret and present data in ways 

which have not been fully exploited within the discipline. This also allows the interpretation 

to be more readily, widely and effectively disseminated to the field.  

 

A key feature in this project will be the situating of the development of these methods 

within a wider theoretical framework and the identification of terms associated with for 

http://www.fifav.fr/
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example; aesthetics, phenomenology and empiricism, to describe, evaluate and discuss 

the data and other outcomes arising from the recording, observation and editing, to 

provide a holistic account of the interactions between ceramicists and material   

 

The account of the project including moving-image material will be made available through 

current and contemporary means of distribution including electronic video sources such as 

‘Youtube’ and ‘Google’, moving-image archives, for example ‘Arts on film’ and the Getty 

centre’s  ‘art on screen’, appropriate websites including CSAD and WIRAD, and online 

electronic journals, specifically Interpreting Ceramics. 

 

 

Aim 
To analyze, evaluate and articulate the ways in which the moving-image can document 

and illuminate the interaction which occurs between a ceramicist and their material in the 

development of their artworks. 

 

 

Objectives 
1. To review and evaluate key theories and debates associated with the aesthetic 

interaction between artist and material with particular reference to the ceramicist, to 

ground the study theoretically. 

2. In tandem with objective 1, review and evaluate key theories and debates related to 

documentation through the moving-image to identify appropriate strategies and methods 

for this project. 

3. Examine and evaluate key theories and debates using the practices of selected 

practitioners, identified through objective 1, where the interaction between them and their 

materials is a key feature of their creative practice. 

4. Informed by understandings arising from achievement of objectives 1-3, develop 

strategies of documenting and analyzing the interaction between artist and material and 

the resulting artwork  

5. Test the strategies developed through objective 4, through application to studio-based 

practices of selected professional ceramicists and evaluate the results.  

6. Set out an account of all strands of the project in a thesis, accompanied by DVDs which 

document the outcomes from objective 5. 
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Plan of work 
The project will be conducted through a series of over lapping and interactive strands: 

 

Strand 1. October 2008 – July 2009  

Conduct a literature search to identify key theories and debates associated with the 

artist/material relationship in the visual arts. There will be a parallel literature and visual 

review of relevant moving-image theory and practice which address the generation of 

insight through documentation. It will also include historical and contemporary strategies 

applied to document aspects of the artist/material relationship within ceramics. 

 

Strand 2. October 2008 – July 2009 

An initial body of moving-image practice will be created by the researcher to identify 

possibilities arising directly from practice, for analysis in Strand 3. 

 
Strand 3. March – September 2009 

Identification of theoretical framework, key concepts and key moving-image documentary 

modes derived from literature and visual reviews, and from the Strand 2 practice. Evaluate 

the range of artists and documentaries identified in strand 1 and the practical possibilities 

identified in strand 2 in order to identify: (a) a series of case studies of practitioners whose 

work relates most directly to the research, and (b) initial plans for Strand 4.  

 

Strand 4. September 2009 – September 2010  

Develop strategies for the process of documentation, including the use of video, applying 

descriptors and terms identified through the achievement of objective 3 to the data 

collected, using the studio-based practices of selected post-graduate students. 

 
Strand 5 June 2010 – February 2011 

Arrange a series of filming sessions with selected professional practitioners, with full 

preparation in practical terms, for the team conducting the filming and importantly, the 

participant. Each session will completed, evaluated and interpreted, with findings 

informing the conduct of the one that follows. 

 

Strand 6. March – September 2011 
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An account of the whole project will be written up and set out in a written thesis. DVDs 

accompanying the thesis will contain fully edited, captioned and credited versions of the 

subjects filmed in strand 5 which will also facilitate future dissemination.  

 

 

Ethical approval 
A full disclosure agreement will be made with all students and professional practitioners 

whose creative works will be subject to investigation and interpretation. Issues of 

copyright will be made fully transparent to participants. General copyright principles will be 

adhered to. An application for ethics approval covering these points will be made to 

CSAD’s Research Ethics Committee. 

 

 

Risk assessment 
No risks accept those already identified and set out by the schools health and safety 

policy and controls. 

 

 

References cited 
Adamson, G. (2007). Thinking Through Craft. United Kingdom, Berg. 

Arnheim, R. (1962). Picasso's Guernica: The Genesis of a Painting. London England, 

University of California Press. 

Carroll, N. (2003). Engaging the Moving Image. USA, Sheridan Books, Inc. 

Collingwood, R. G. (1938). The Principles of Art. London, Oxford University Press. 

Cowie, E. (2000). Working Images: The Representation of Documentary Film. Work and 

the Image II Work in Modern Times: Visual Mediations and Social Processes. V. 

Mainz and G. Pollock. UK, Ashgate. 

Merleau-Ponty, M. (1945). Phenomenology of Perception. Great Britain, Routledge. 

Nichols, B. (2001). Introduction to documentary. Bloomington, Indiana University Press. 

Risatti, H. (2007). A Theory of Craft: Function and Aesthetic Expression. United States of 

America, University of North Carolina Press. 

Sennett, R. (2008). The Craftsman. Great Britain, Allen Lane. 

www.fifav.fr The international ceramics and glass film festival held biannually in France 

which incorporates the documentation of ceramic and glass practice.  

www.csad.uwic.ac.uk  Cardiff School of Art and Design. 

http://www.fifav.fr/
http://www.csad.uwic.ac.uk/
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www.wirad.ac.uk  Welsh Institute for Research in Art and Design.  
www.artsonfilm.wmin.ac.uk   offers on-line access to a large range of films on art 

produced in the United Kingdom since the 1950s, and is a unique record of 

British and international post-war art, as well as of documentary film-making in 

the UK.  

www.getty.edu/research/conducting_research/institutional archives/artonscreen  An online 

compilation of bibliographic information about moving-image productions on the 

visual arts 

 

 

Indicate the anticipated development of the work to PhD level 
The research will address a current paucity of understanding of the ways the ceramicist 

interacts with their materials (and its influence on their creative outputs), providing key 

insights and in addition, provide a new model for documenting key aspects of artists 

creative studio practice. 

http://www.wirad.ac.uk/
http://www.artsonfilm.wmin.ac.uk/
http://www.getty.edu/research/conducting_research/institutional%20archives/artonscreen
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Contextual testing of interactive prototypes at the early stage 

of the design process 

Alex Woolley 
 

 

Background and context 
The design of information appliances is at the crossroads of a series of design disciplines. 

Designers ‘are no longer bound by the generic technology offerings of a PC’ (Mohageg 

and Wagner, 2000) and there is immense freedom available to the designer in the way 

product interfaces are controlled and displayed. Norman (1998) highlights that ‘it often 

takes three people to cover the capabilities required’ to produce interactive prototypes, 

slowing down the prototyping cycle. The PAIPR group at Cardiff Met has generated a set 

of tools that help break down this division of labour and bring the design under the control 

of the product designer, enabling faster prototype iterations (Gill, 2003). However the 

current system used by the PAIPR group is largely restricted to lab based usability testing. 

This restricts the level of qualitative data that can be gathered during the testing. At the 

moment this qualitative data can be gathered using high fidelity working prototypes, and 

the information gained can often provide extremely useful insights, however gathering 

data at this late stage in the design process limits it's usefulness. Scrange (2000) quotes 

David Kelly of IDEO as saying that ‘(innovation cultures need to) move from spec-driven 

prototypes to prototype-driven specs’ making prototyping an essential part of the 

requirements capture process. If interactive prototypes are to form part of the 

requirements capture phase, it is neccesary to develop an effective prototyping 

methodology that enables designers to gather essential qualitative data at the earliest 

possible stage. 

 

 

Aim 
To develop a methodology for rapidly developing and testing information appliances in the 

context of their use at the early stages of the design process. 

 

 

Objectives 
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1. To identify and evaluate established information appliance prototyping methodologies 

(methods that are generally used by industry as part of the design process). 

2. To identify experimental information appliance prototyping techniques (methods 

developed in universities etc but are not in general use by industry). 

3. Identify user testing methodologies currently used in conjunction with information 

appliance prototypes. 

4. To evaluate how industry is currently using prototyping in the design process for 

information appliances. 

5. Investigate how industry is using prototype testing data to feed back into and inform 

the design process. 

6. Identify and evaluate data gathering methodologies that could be applied to early 

stage testing of information appliance prototypes. 

7. To develop and evaluate a novel methodology that allows prototypes to be tested in 

their context of use at an early stage in the design process. 

8. To disseminate the findings to academia and the product design industry 

 

 

Plan of work 
 

Phase 1: October 2007 – January 2008  

A critical literature review will be conducted to identify established and experimental 

prototyping methodologies, and the implications of using them to use test an information 

appliance design. The literature review will be used to accomplish objectives 1, 2 and 3. 

This will form a theoretical base to inform the rest of the study. 

 

 

Phase 2: February – June 2008 

PDD ethnographic case study: 1 month + 2 weeks preparation 

Sony Ericsson ethnographic case study: 4 month + 2 weeks preparation 

Evaluation: 1 month 

 

Exploratory ethnographic case studies of industrial partners (Yin, 2003)(Hammersly and 

Aitkinson, 1995) will be used to establish how industry is currently using prototyping as 

part of the design process. The studies will examine how a company undertaking an 
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information appliance design project generates prototypes, how prototypes are tested, 

and how the information feeds back and informs the design process. (objectives 4 and 5) 

 

It is proposed that two studies are conducted, one with a design consultancy and one with 

a larger original electronic equipment manufacturer (OEM) as both have different 

pressures that affect their prototyping cultures. It is important to compare and contrast 

more than one prototyping culture as part of the study to ensure that a more balanced 

view of the prototype and test cycle is presented. 

 

 

Phase 3: July 2008 – February 2010 

Additional literature review: 1 month - initial design methodology developed Action 

research: First loop: 6 months. Second loop: 6 months. Third loop: 8 months. An 

additional literature review will be conducted at this stage to identify qualitative data 

gathering methodologies that are appropriate for early stage prototype testing. This will 

differ from the initial literature review of testing methods in that the suitability of the 

methodologies will be informed by conclusions drawn from the ethnographic case studies, 

rather than simply evaluating what industry is currently using. 

 

An Action Research approach (Swann, 2002) will be taken to develop the methodology for 

testing interactive prototypes in the context of use. A user testing methodology will be 

selected and then tested in conjunction with a product prototype. Observations from this 

user trial will then inform the next iteration of the Action Research 'Look, Think, Act' 

(Stringer, 1999) cycle. Each iteration will include method redesign, generation of a test 

object, a user test and an evaluation. It is proposed that for the third iteration of the 

research should include input from an industrial partner. Ideally using the method to 

generate the test object and using the methodology to test it and then provide an 

evaluation. This process will be evaluated using an Ethnographic case study. An 

additional 2 months has been allowed for the third loop of the research as slack to 

increase the chance of conducting the study with an industrial partner. 

 

 

Phase 4: March – September 2010 

Synthesis of conclusions, dissemination and PhD thesis write-up. 
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Ethical approval 
As both the case studies and user trials will involve people it will be neccesary to gain 

ethical approval from the Cardiff Met ethical committee. 

 

Case Studies: 

Subjects will be presented with a document informing them of the nature and scope of the 

research and also indicating that they may pull out of the research at any time. It is likely a 

non-disclosure agreements will need to be signed by the researcher protect the 

companies IPR. Companies will also be asked to provide written permission before the 

publication of any material that could be deemed sensitive. It is not envisaged that there 

will be any risks to the wellbeing of the participants of the study. The research will be of 

benefit to those being studied in terms of improving and informing best practice in design. 

 

User Trials: 

Participants will be presented with a document informing them of the nature and scope of 

the research and also indicating that they may pull out of the research at any time. If any 

video or images captured during the user trials are to be used in publication, participants 

will be asked to provide written consent. It is not envisaged that there will be any risks to 

the wellbeing of participants, although to minimise any possible distress to participants it 

must be highlighted in each test that it is the product under test and not the users 

capabilities. 

 

 

Risk assessment 
Risk: Sensitive material from case studies being published. 

Steps to reduce risk: Non-disclosure agreements signed and additional written consent 

sought when publishing data gained from case studies. 

 

Risk: Case study subjects pulling out of the research 

Steps to reduce risk: An additional case study should be sought and agreed as a back up. 

 

Risk: User trial participants not giving consent for images and video to be published. 

Steps to reduce risk: Sufficient participants should be recruited into the study to ensure 

that enough will grant consent provide the necessary data. 
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Risk: User trial undertaken in the context of use may present additional health and safety 

risks to the participants. 

Steps to reduce risk: Each user test location must be accompanied by a full risk 

assessment. The products selected for user testing will not have a purpose or context of 

use that presents inherent dangers to the users (i.e. the products will be normal every day 

products such as a PDA or mobile phone). 

 

 

References cited 
1. Gill, S. (2003) Developing Information Appliance Design Tools for Designers. In 

Proceedings of the 1st Appliance Design Conference. Bristol, UK 

2. Hammersley, M. and Atkinson, P (1995). Ethnography; Principals in Practice; 2nd Ed, 

Routledge; London 

3. Mohageg, M.F. and Wagner, A. (2000) Design considerations for information 

Appliances. In Bergman, E. (Ed.) Information Appliances and beyond, (pp.28 – 

51). San Fransisco; London: Morgan Kaufmann 

4. Norman, D.A (1998). The Invisible Computer: Why good products can fail, the personal 

computer is so complex and Information Appliances are the Solution. London; 

Cambridge, MA, MIT Press 

5. Schrage, M (2000). Serious Play : How the World’s Best Companies Simulate to 

Innovate, Harvard Business School Press; Boston, MA 

6. Stringer, E, T. (1999). Action Research; 2nd Ed, SAGE; London 

7. Swann, C. (2002) Action Research and the Practice of Design, Design Issues, Volume 

18, Number 2, Winter 2002. 

8. Yin, R, K. (2003). The application of case study research; 2nd Ed; Applied Social 

Research Mehtods Series; Volume 34, SAGE; London 

 

 

Indicate the anticipated development of the work to PhD level 
It is anticipated that the body of research will develop into a PhD at phase three where the 

action research begins. The action research will identify the ways in which industry is 

currently using prototyping in the design process for information appliances, and allow 

observations to be made regarding data-gathering methodologies. These will point to the 
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development and evaluation of a novel methodology that allows prototypes to be tested in 

their context of use at an early stage in the design process. 
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13. Module descriptor 
 
 
 
Descriptor v. brief 
 
The following is Cardiff Met’s formal descriptor for the CRS module, prepared 
for the programme validation. It describes the essential structure and content of 
the module. Fuller details are made available at the start of the module in the 
module brief, a separate document providing extended accounts of module 
content, coursework requirements, assessment criteria, module timetable, and 
staff contact arrangements. 
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Module Title 
Module 
Number 

JACS Subject Code(s) 
and % of each subject  

ASC 
Category(ies) 
 

Research Skills: Art and 
Design 

ART7002 W100 or W200 10 

 
Level (3 to 8) Credits ECTS Credit Module Value %  Taught in 

Welsh 
Module 
Type 

7 60 30 6 0 Option 
 
Teaching Period Pre-requisites 
Semester 1 None 
 
Module Leader School(s) Campus 
TBC Cardiff School of Art & Design Llandaff 
 
Assessment Methods 
Assessment Type Duration/Length of 

Assessment Type 
Weighting of 
Assessment 

Approximate 
Date of 
Submission 

One portfolio of work, 
made up of either: 
(a) written work, including 
a PDP; or 
(b) written and studio work, 
including a PDP. 

Portfolio Submission:  
(a) 15,000 words; 
(b) 5,000 words and a 
substantial body of 
studio work. 

100% January 

 
Aim(s) 
 
To enable students to acquire, develop and exercise research skills relevant to art and 
design theory and practice, appropriate to Masters level study and in anticipation of 
possible academic or professional doctoral study. 
 

 
Learning Outcomes 
By the end of this module, you will: 
 
Knowledge and understanding  
Display a detailed understanding of (1) research methods, (2) historical, theoretical and 
critical literature, and (3) project design, relevant to contemporary theory and practice of 
your selected art and design area; 
 
Application and action 
Identify a potential research question as a result of (1) applying selected research 
methods, (2) critically appraising relevant and, where appropriate, competing subject 
positions, with (3) the resulting project designed either as a formal application or a poster; 
 
Autonomy and accountability 
Select and direct the course of your research, in terms of (1) the appropriateness of 
methods, (2) the identification of key concepts, questions and positions, and (3) the logic 
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and coherence of your project design. 
 

 
Learning and Teaching Delivery Methods 
 
The module will be delivered across two intensive weekends (three days each, Friday to 
Sunday), with the weekends approximately six weeks apart to allow for development of 
ideas, preparation, and personal and group tutorials. The students will come together as a 
single cohort, and acquire and exercise research and professional skills in relation to their 
art and design theory and/or practice interests. In this respect, it is essential that students 
opting for this module come with a practice or question that they want to develop or bring 
to a focus, for it is through this self-selected interest that the research and professional 
skills become meaningful and applicable.  
 
Weekend 1 will be a combination of: 

 students introducing themselves and their subjects, and  
 the introduction and trialling of methods and skills (a selection is described under 

Indicative Content below). 
 
Weekend 2 will focus on: 

 methodology – the reasons for the appropriateness of the methods selected by 
students 

 project design and writing, in particular, how the various methods selected by 
students cohere to form an application or proposal for a professional appointment 
or research degree, and 

 student presentations. 
 
A PDP will be maintained throughout to provide evidence of the student's knowledge and 
understanding in relation to the learning outcomes of this module. 
 
The module will be delivered through: 
 

 seminars; workshops; lectures; personal and group tutorials, and 
supervised use of workshop equipment (100 hours) 

 Directed study via virtual learning, e.g. Cardiff Metropolitan University 
Virtual Learning Environment or student blogs or wikis (100 hours) 

  Self-directed study. (400 hours) 
 

 
Indicative Content  
 
The module consists of three key areas: research methods, critical positions, and project 
design: 
 
Research methods 
A wide range of methods are available within art and design research. Certain methods 
are appropriate to certain kinds of research question. This element of the module 
develops thorough knowledge of key art and design research methods, and indicates how 
they address particular kinds of research question. Methods and topics include: the 
qualitative–quantitative distinction, synthetic analysis, ethnography, auto ethnography, 
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grounded theory, aesthetic judgment, argument, interrogation of courses, and selected 
quantitative methods. 
 
Critical Positions 
Holding a position on a subject is crucial for having a sense of where one stands within a 
subject, and a sense of what one’s contribution to the subject might be, in both a research 
context. It can also inform and challenge practice, especially as subjects and traditions 
develop through opposing theses, putting contemporary practitioners in situations where 
they often have to resist established ideas. It’s not an endpoint or goal to arrive at but a 
developmental tool which allows the student to see their practice or enquiry as a series of 
competing discourses. 
 
 
Project design 
This is the glue in the module. You have begun to familiarize yourself with selected 
research methods, and begun to identify and articulate your critical position. How do you 
put the two together to form a sense of your research direction, a sense of the practices 
or enquiries you should be developing to fulfil your ambition, or even a sense of what your 
ambition is? This element of the module develops thorough knowledge of the strategies 
for answering these questions, and for organizing a research project in art and design. 
The project you devise will guide (or at least provide a point of reference – nothing is set 
in stone) for the structure, shape and focus of your remaining postgraduate study, and 
help to determine the contribution(s) you wish to make in your professional or research 
situation.  
 

 
Recommended Reading & Required Reading 
 
Required Reading  
 
Because this module relies upon the subject interests that student bring with them, and 
because the module will be delivered by lecturers from a variety of subjects, it is not 
possible to specify a generic required reading list. However, each year, the module team 
will prepare a list of ‘required’ or ‘highly recommended’ titles in addition to the following. 
 
Recommended Reading 
 
Research methods 
 
Barrett E. and Bolt B. (2007). Practice as Research: Approaches to Creative Arts Inquiry. 
London: I.B. Tauris. 
Biggs, M. and Karlsson, H. (eds), (2011), The Routledge Companion to Research in the 
Arts. Abingdon: Routledge.  
Carter P. (2004). Material Thinking: The Theory and Practice of Creative Research. 
Melbourne: Melbourne University Press. 
Cazeaux, C. (2008). ‘Inherently interdisciplinary: four perspectives on practice-based 
research’, Journal of Visual Arts Practice 7: 107-132. 
Elkins, J. (ed), 2009, Artists with PhDs: On the New Doctoral Degree in Studio Art. 
Washington, DC: New Academia Publishing  
Gray C. and Malins J. (2004). Visualizing Research. Aldershot: Ashgate.   
Hannula M. et al. (2005). Artistic research : theories, methods and practices. Gothenberg: 
University of Gothenberg. 
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Sullivan, G. (2005). Art Practice as Research. Thousand Oaks, California: Sage. 
Wesseling, J. (ed.), (2011), See It Again, Say It Again: The Artist as Researcher. 
Amsterdam: Valiz; Antennae series.  
 
Critical positions 
 
Cazeaux, C. (2009). Locatedness and the objectivity of interpretation in practice-based 
research. Working Papers in Art and Design. [WWW] <URL: http://sitem.herts.ac.uk/ 
artdes_research/papers/wpades/vol5/ccabs.html>. Accessed 11 October 2009. 
Cazeaux, C. (ed.) (2011). The Continental Aesthetics Reader, 2nd edition. Abingdon: 
Routledge. 
Cottrell, S. (2005). Critical Thinking Skills: Developing Effective Analysis and Argument. 
Basingstoke: Palgrave Macmillan. 
Martinich, A.P. (1996). Philosophical Writing: An Introduction. Oxford: Blackwell. 
Metcalfe, M. (2006). Reading Critically at University. London: Sage. 
Wallace, M. and Wray, A. (2006). Critical Reading and Writing for Postgraduates. 
London: Sage. 
 
Project design 
 
Dunleavy, P. (2003). Authoring a PhD: How to Plan, Draft, Write and Finish a Doctoral 
Thesis or Dissertation. Basingstoke: Palgrave Macmillan. 
Murray, R. (2006). How to Write a Thesis. Maidenhead: Open University Press. 2nd 
edition. 
Phillips, E. and Pugh, D.S. (2005). How to Get a PhD: A Handbook for Students and 
Their Supervisors. Maidenhead: Open University Press. 4th edition 
Rugg, G. and Petre, M. (2004) The Unwritten Rules of PhD Research. Maidenhead: 
Open University Press. 
 

 
Access to Specialist Requirements 
 

 The use of university lecture and seminar rooms across two weekends, Friday – 
Saturday 

 Workshop resources specific to the nature of creative practice 
 Library resources. 
 IT facilities. 
 Studio resources  
 Cardiff Metropolitan University virtual learning environment 

 
 

http://sitem.herts.ac.uk/%20artdes_research/papers/wpades/vol5/ccabs.html
http://sitem.herts.ac.uk/%20artdes_research/papers/wpades/vol5/ccabs.html
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14. Presentation checklist for written coursework 
submission 

 
Use the following checklist to ensure you have heeded all the guidelines on manuscript 
presentation in the Handbook’s essay presentation guide. 
 
 Page 1 (front cover) lists: your name, module number, module title, essay title, and 

date of submission. 
 
The manuscript is: 
 Double-space typed in black ink on white A4 paper, on one side only in a clear legible 

font, e.g. Times Roman 12, Arial 11. 
 An additional line has been left blank between each paragraph. 
 There are margins of at least 2.5 cm on both the left- and right-hand sides of the 

paper. 
 All pages are numbered. 
 The assignment or essay title has been included in the header (in a shortened version 

if the title is long). 
 Book titles and artwork titles are in italics. 
 Article or chapter titles are in ‘inverted commas’. 
 Short quotations (three lines or less) run on in the main text, included ‘in inverted 

commas’, and are clearly signalled with phrases such as: According to Smith,… As 
Jones argues,… etc. 

 Long quotations (four lines or over) are separated out from the main text and indented 
without the use of inverted commas. 

 Foreign words, e.g. Weltanschauung, trompe l’oeil, and words of emphasis are in 
italics. 

 
Referencing and illustrations 
 Bibliographic details have been given for all references to specific works by other 

artists, designers and authors. 
 You have adhered to either the Harvard or the Vancouver reference system. 
 For each journal article, you have supplied: author name, article title (in ‘inverted 

commas’), journal title in italics, volume, year, and page numbers. 
 For each book, you have supplied: author name, book title in italics. City: publisher, 

and year. Pages numbers are given for specific references. 
 Illustrations are provided of all visual works central to your discussion. 
 Illustrations are titled: name of artist/designer, title of work in italics (year of 

completion). Medium of the work. The name of the owner or copyright holder. 
 A bibliography of works consulted and a list of illustrations are given. 
 
WARNING: Plagiarism, the intentional or unintentional presentation of another person’s 
work as your own, is unacceptable, and will result in your essay being marked as a ‘fail’. It 
will be detected by Turnitin when you submit your coursework electronically. 
 
WARNING: Wikipedia cannot be cited as a source because it is not peer-reviewed. 
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15. Contact 
 
CRS Staff 
 
Position Name Telephone Email 
 
Programme Director 
 Prof Clive Cazeaux 029 2041 6680 
  csadresdegrees@cardiffmet.ac.uk 
Postgraduate Administrator  
 Debbie Alsop 029 2041 6291 
  csadpostgradstudies@cardiffmet.ac.uk 
  csadresdegrees@cardiffmet.ac.uk 
 
CRS staff members vary each year due to changing circumstances. All tutors who teach on 
CRS are experienced researchers. A selection of relevant staff profiles can be found by 
searching ‘CSAD research supervisor profiles’ online. 
 
 
 
Staff contact 
 
Any matters relating to CRS, please get in touch. Most things can be sorted out relatively 
quickly. However, it is important to bear in mind that all staff have a range of duties, including 
their own research projects, teaching, management and administration, and therefore are not 
always in a position to respond immediately. 
 
 
 
Student contact 
 
It is your responsibility to keep staff informed of their current address and contact details. If at 
any point during the year there is a change in your term-time or home address, you should 
provide Debbie Alsop, Postgraduate Administrator, tel. 029 2041 6291, 
csadresdegrees@cardiffmet.ac.uk, with their new address. 
 
 
 
Notices 
 
Please check Cardiff Met’s VLE and your Cardiff Met email account at least twice a week for 
additional programme information. Changes in time-tables and optional events do occur from 
time to time and are sometimes unavoidable.  
 
 

mailto:csadresdegrees@cardiffmet.ac.uk
mailto:csadpostgradstudies@cardiffmet.ac.uk
mailto:csadresdegrees@cardiffmet.ac.uk
mailto:csadresdegrees@cardiffmet.ac.uk

