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Back in Brazil, where I come from, I hold two positions in
two different universities: I serve as orchestral conductor
at the Federal University of Paraná (UFPR) and hold a
professorship at the State University of Paraná (UNE-
SPAR), teaching conducting and composition. In both
positions – especially in the latter –, there has always
been a sense of unease: a tension between my artistic
formation, field of expertise and interests, on the one
hand, and the formal requirements of an academic insti-
tution on the other. In short: a tension between being an
artist and being an academic. But I am, firstly, a compo-
ser and conductor. My strongest assets are eminently ar-
tistic. Before taking up the first of these positions, I had
already invested almost twenty years in my musical for-
mation, starting well before higher education, as is com-
mon in this field. But the requirements of the academia
tend to be of an altogether different nature. I am not re-
ferring so much to the teaching. Teaching music has, in
fact if not in principle, historically been an integral part of
musicianship. Being an active artistic practitioner is seen
as adding value to the artist also as a teacher (Schwartz
2011, p. xxix). In this capacity there is a historically natu-
ralized convergence between artistic practice and teach -
ing. I am also not referring to the rather mundane de-
mands of management and bureaucracy, which are un -
avoidable aspects of most institutionalized work. The
main point of tension lies in this other pillar of the uni-
versity’s raison d’être: research. Because it is not only a
question of everyday work (as is the case with teaching
and bureaucratic demands), but ultimately a question of
legitimacy of knowledge. More to the point: a question
of the legitimacy of specifically artistic knowledge, and
the place and role of this knowledge in academia, parti-
cularly in relation to its validity as research. 
Writing from the personal perspective of an artistic doc-
toral candidate in a European university in the context of

the Bologna process, in this short essay I argue that ar -
tistic research holds a promising and potent key in trans-
forming institutional deadlocks into productive tension.
Using my Brazilian context as a framing background, but
focusing on the European scene, I discuss the tensions
between academic demands and artistic practices from
institutional and personal perspectives, and how these
play into the reasons, choices, and possibilities available
when seeking a doctoral degree in the arts. Finally, I re-
flect on the practical outcomes of pursuing an artistic-
scientific doctoral qualification, including considerations
on meeting quality standards, employability, funding 
acquisition, and participating in the institutional consoli-
dation of a distinct epistemic frame. Although I engage
with scholarly literature on artistic research, I do so from
my subjective perspective as a participant in the scene.
Therefore, I do not presume to offer an objective theore-
tical chapter. Such a separation would go against the per-
spective adopted, and arguably against the very frame of
knowledge artistic research specifically offers. Instead,
the form of the text continuously alternates between
scholarly argumentation, reflexions on aspects common
to other doctoral students in the arts, and my own perso-
nal context and perspective. The latter repeatedly re-
turns, performing the function of a musical rondo.

1. Tensions and institutional uneasiness 
between art and academia

1.1 The academic drift: shifting institutional relations in
the context of the Bologna process 
The uneasy situation I described is not uncommon, nor
specific to the Brazilian academia. Henk Borgdorff starts
his chapter on “The Production of Knowledge in Artistic
Research” by recognizing this tension and uneasiness in
the relations between arts and the academia (Borgdorff
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2011, p. 44). Whether by consequence of the Bologna
process or by other more local, contextual and older rea-
sons (Kälvemark 2011, p. 8), countries in Europe and UK
have, in the last three decades, experienced a conver-
gence between institutions of artistic education, such as
Kunsthochschulen and conservatoires, and academic in-
stitutions, including universities. In some cases, this
happened by merging a number of smaller art schools;
e.g., in Switzerland (Kälvemark 2011, p. 7). In other
cases, art schools were absorbed by universities, or
creat ed in the context of already established universities
(Kälvemark 2011, p. 20). Certain countries have been
more resistant to the Bologna process by stressing the
autonomy of art schools and specifically artistic forma -
tion. Germany is, perhaps, the strongest example of this
stance (Kälvemark 2011, p. 9). This tendency is not limit -
ed to Europe and the UK. Torsten Kälvemark mentions
similar processes in Australia and in the USA in earlier
decades, and on substantially different terms (Kälvemark
2011, pp. 4-5). The same process applies, I would add,
also to Brazil. In Europe, notwithstanding the different
approaches, the model of organization of education in
three cycles that lies at the heart of the Bologna process
clearly derivates from the academic universities format.
This is the axial paradigm around which the model gravi-
tates (Wissenschaftsrat 2021, p. 56). Frequently “[art
schools] were encouraged to define their activities in
terms of the historical and general academic distinction
between teaching and research,” leading to “an ‘acade-
mic drift’ in the search for a research equivalent” (Kälve-
mark 2011, p. 4). This frequently leads to intensifying
the tension between the artistic and the academic, as it
may be increasingly expected that artists by formation
be required to double as academic researchers. As many
conservatoires and Kunsthochschulen become or coa -
lesce into universities (Kälvemark 2011, pp. 19-20),
many artists are required to become academics as well. 

1.2 Schizophrenic configurations: navigating differing sys -
tems of values and demands in the pursuit of a doctoral
qualification 
This tension plays a vital role when it comes to choosing
and pursuing a doctoral or doctoral-equivalent degree.
In my case, as a conductor and composer, my training
and expertise lay firmly in the field of artistic practice.
Especially as a composer, however, this has always includ -
ed a component of inquiry and discovery, of expansion
of horizons, gravitating around specific interests – even
though this all was rather tacit, lacking a research para-
digm under which to organize it. At the Federal Univer-
sity of Paraná, acting as a conductor, my artistic forma -
tion seemed adequate for my work. But even in this
context I experienced increasing demands that I frame
my activity and the activity of my orchestra in terms of
“research.” This came as a consequence of larger institu-
tional tensions regarding the role and legitimacy of artis -
tic groups inside the university. As a professor in the
State University of Paraná, the demands for research
where clearer, and in line with an academic institution –
even if what counts as research in the context of artistic
programs in Brazilian universities remains very much an
open question. Thus, frequently, the little research I pro-

duced felt as a simulacrum, created only to justify acade-
mically the very existence of my artistic production. As
“it is by no means obvious that whoever is a master in
the creative field, is also a master in the analytical one”
(Kjørup 2011, p. 26), the feeling of falsification was hard
to expunge. 
Given this scenario, a main concern when choosing a
doctoral program to pursue was the relationship be -
tween my artistic production and improvement and the
academic development that the course of study would
require and cultivate, and which would be in turn ex-
pected and harvested by both Brazilian universities
when I returned with a doctoral title. To put it even
more plainly: from an institutional point of view, the
main requirement and expectations of the universities in
acquiring a doctoral title were those linked to a traditio-
nal and scientific PhD. From a personal point of view, I
wished to advance and deepen my artistic practices. This
certainly involved academic engagement with scholarly
literature connected to my artistic interests. But I had no
wish to relegate the artistic components to the appendix
of my dissertation. I had no interest to “stop being an ar-
tist” for three or four years in order to get a title which
would just perpetuate this schizophrenic configuration. 
My own experience is by no means unique, or even an
exception. These tensions appear time and again in con-
versations I have had in the last fifteen years with fellow
musicians turned doctoral students,1 most of which pur-
sued their graduate studies in Europe, some in the USA,
and a few in Brazil.2 The stories repeat themselves, with
small variations. Composers who have felt compelled to
get a PhD in musicology in order to be validated inside
traditional academic institutions, only to later feel like
double impostors: a composer who attempts to do mu-
sicology for the “true academics,” a musicologist who
attempts to compose to the “true artists.” Conductors
dedicating years to writing a dissertation on musical
analysis, while maintaining their true interest – their ar-
tistic practice – “on the side.” Creative artists who want
to advance artistic knowledge in their artistic practice
within the context or universities, only to find that what
is understood as “research” in narrow academic circles
excludes or marginalizes the very artistic practice which
started at centre. Or, on the other hand, performing ar-
tists that kept focused on the artistic practice in doctoral
programs in the model associated with the American
DMA – a substantial concert or portfolio at the centre, a
small written technical commentary on the side – but
later struggled to fit into the academia, feeling the lack
of appropriate research tools or not having their artistic
practice validated as research in the university context. 
It could be tempting to reply to the dilemmas above re-
sorting to established divisions between “artistic prac-
tice” and “academic research”: conservatories and

1 I thank my fellow composers Igor Leão Maia and Felipe de Almeida Ri-
beiro for the recent conversations around this topic. In the same spirit, I
would also like to thank my artistic doctoral colleagues at the KUG for the
many conversations throughout the last three years, which have in one
way or another fed these considerations on the subject of artistic research
from a doctoral candidate perspective. 

2 In the Brazilian academia, the tension I discuss also appears at a Master
level, which tends to be more academical, research-oriented and akin to a
smaller version of a Doctoral program than in the European universities. 
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Kunsthochschulen on one side, universities on the other.
To each their own, as it were. But this response would
be insufficient, if at all possible. From an institutional
point of view, it would ignore the ongoing institutional
convergence between the artistic and the academic fora,
mentioned above. But perhaps more importantly, it
would require ignoring a substantial corpus of discussion
regarding topics such as the nature and types of know-
ledge, trans – and interdisciplinarity, and other related
issues. In short, to resort to this binary division would
require ignoring the burgeoning discussion on artistic re-
search from the last 30 years (Biggs/Karlsson 2011, p.
xiv), if not longer (Kjørup 2011, p. 39). If “no fundamen-
tal separation exists between theory and practice in the
arts” (Borgdorff 2006, p. 7),3 it would mean capitulating
to a division that most likely stems from institutional re-
straints, rather than from the demands of the artistic re-
search itself.  

2. The pursuit of an artistic-scientific doctoral
degree: motivations, profiles, and domains 

2.1 Multiple motives: a personal perspective of gene -
ralizable reasons
My decision to pursue a doctoral degree was nurtured
by at least six factors: (1) a general desire to complete
my formation and progress in knowledge with a third-
cycle education; (2) a specific desire to be able to dedi-
cate time and attention to the development of my com-
positional practice in integration with my roles as con-
ductor and performer in a context which provided ar -
tistic possibilities at the highest level, including perfor-
mer musicians to collaborate with, research resources
such as a specialized library and electronic resources,
and qualified feedback from professors, supervisors and
peers of the highest possible level; (3) an intuition that
the aspects of my creative practice that I intended to re-
search had the potential to advance knowledge that
promised to be of interest to other artists and to a larger
community; (4) the opportunity to live in a cultural con-
text of world-class artistic production; (5) the institutio-
nal expectation, especially from the State University of
Paraná, that I, as a professor, should acquire a doctoral
title to enhance the academic qualification of the facul-
ty; (6) and, last but not least, the financial benefit that
such a progression would entail for me. Points one, two,
and five, point to a proper academic doctoral research
context, even though these expectations could at least
be partially fulfilled by a DMA-style program (regardless
of title granted), either in a university or in a Kunsthoch-
schule or similar institution. But depending on the de-
tails of the program, the risk remained that the criteria
would not be completely adequate to the formal expec-
tations of the institution. 
From my perspective, other colleagues’ motivations to
pursue an artistic research doctoral title can also be de-
scribed as a convergence of different factors. On one
hand, the common profile of the artistic doctoral candi-
date is that of an artist who does not want to stop being
an artist in order to become an academic. The few cases
I know that do not really conform to this profile could
perhaps be described in terms of “transcending”: col -

leagues that no longer want to be limited by their own
artistic practice, but desire to take into their field of re -
search diverse modes of knowledge that are non-discur-
sive, non-conceptual, tacit or embodied, intuition-
ba sed, i.e., modes of knowledge that do not conform to
standards of scientific knowledge. On the other hand,
artistic researchers are not satisfied with only practicing
their art. These artists have questions. Their interest ex-
tends beyond “doing” and “making,” and frequently en-
compass other fields of knowledge, some quite distinct
from common domains of art. Finally, there are the prac-
tical reasons for pursuing this qualification: artists, pro-
fessors and academics that desire to progress towards a
doctoral qualification in order to advance their careers
inside universities, or to be able to secure a position in
this structure. This includes financial advancement, as
well as institutional demands for qualification. And, of
course, the very down-to-earth possibility to secure a
job in a university or other higher education institution.
This may sound rather pedestrian, but is practically rele-
vant. In fact, the concern that graduates from artistic in-
stitutions that do not hold a PhD or equivalent doctoral
title may be in significant competitive disadvantage in
the job market is one of the elements that can and have
pressured educational systems towards change, and spe-
cifically towards offering artistic research doctoral pro-
grammes (Wissenschaftsrat 2021, p. 58; Kälvemark
2011, p. 9). 

2.2 Domains: academic institutions, artistic institutions,
and the art market
The concerns expressed above might not be an issue
when pursuing non-academical artistic jobs, such as a
position in an orchestra. In the European context, hav -
ing an academic qualification in general, and specifically
a doctoral degree, is just one of many paths for artists to
work towards job security. Nevertheless, along some of
these paths, the “academic drift” described by Kävel-
mark has arguably made this requirement increasingly
pressing. In other contexts, however, it is frequently the
case that universities are the only major environment in
which it is possible to pursue specific artistic interests
with a minimum of financial security, both as a means of
living for the artist and as funds for art production and
research. There are lines of artistic production and in-
quiry that, while vital to the art world, simply do not
survive if subject only to the rules of the market. The
case of contemporary concert music is exemplary of this. 
In many contexts in Brazil, it is questionable whether
this “free-market for the arts” exists, or at which level of
maturity and financial self-sustainability. A public-fund -
ed art-practice oriented educational system akin to Eu-
ropean conservatoires and Kunsthochschulen normally
also does not exist or is marginally small. Even proper ar-
tistic institutions, such as orchestras, dance companies
and museums, are frequently rare and constantly strug -
gling financially. In such a context, universities become
the safest option for securing a job as a productive artist,

3 This is still a big “if”: Borgdorff is not stating this as his own conclusion, but
rather using this axiom as an argument for defining “research in the arts”
(Borgdorff 2006, pp. 6-7).
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and even more so as a researching artist. And these in-
stitutions require specific qualifications. This discussion
certainly exceeds the intent and possibility of this essay.
But to ignore these aspects would risk naivete, by disre-
garding some of the fundamental reasons that may lead
an artist to pursue a doctoral title. 
The fact that certain artistic pursuits cannot thrive if left
only to the market should not be read as weakness. To
construe this as a flaw is to accept a certain worldview,
arguably a capitalist, neo-liberal one. But there are other
worldviews, other ways. Deniz Peters points out that
“artistic research can but does not need to care for the
interests of the conventional art market” (Peters 2017, p.
24). To advocate for ontological and institutional legiti-
macy of artistic research amounts to creating a place
where these different and multiple narratives can con-
verge, and be at home. If the diversity of reasons by
which artists pursue a doctoral degree feel somehow
mismatched both in the established domains of scienti-
fic academia and properly artistic circles, including the
art market, new domains must be found and construct -
ed. In taking the path of artistic research into simulta -
neously inhabiting and constructing this growing do-
main, the artistic doctoral candidate can re-signify the
tensions of not-belonging in positive terms. 

3. Positive intrinsic multiplicity in artistic 
research: challenges of quality assurance
with open criteria 

The multiplicity of reasons by which a student pursues
an artistic research doctoral degree is reflected in the
multiplicity of artistic research itself. In “Pleading for
Plurality: Artistic and Other Kinds of Research,” Søren
Kjørup defends that this is a positive aspect of artistic re-
search, and one that should be maintained, explored,
and defended (Kjørup 2011, p. 24). Yet, accepting this
multiplicity does not mean denying that all sorts of ten-
sions persist. Rather, this fundamental openness brings
challenges of its own. The need for quality assurance is a
good example and a critical point in this discussion (No-
wotny 2011, p. xx). “Quality assurance, peer-review pro-
cedures and research funding” are more problematic
than accepting the more theoretical epistemological and
methodological validity of artistic research (Kälvemark
2011, p. 11). That quality standards must be somehow
verified and assured as a requisite for granting a doctoral
title is beyond dispute. But what exactly are these stan-
dards cannot be completely defined a priori, according
to the intrinsic multiplicity that Kjørup defends. The cri-
teria, therefore, must be defined at each level of institu-
tionalization for each research project. What the stan-
dards of artistic research are for each doctoral program,
for each potential supervisor, for the specific demands of
each project, must be, to some extent, always defined
anew. This does not amount at a superficial ad hocism,
for these specifications are based on an already substan-
tial scholarly discussion, particularly regarding the onto-
logies, epistemologies, and methodologies of artistic re-
search. Nevertheless, even if they are built using such
criteria, the standards of quality assurance cannot pre-

viously be defined by closed concepts. As Kjørup argues
(Kjørup 2011, pp. 34-36), the situation is akin to a Witt-
gensteinian “family resemblance”: we cannot definitely
say what artistic research is, but only discuss examples,
and conclude by saying: “These and similar things are
called artistic research.” When Peters states that his six
propositions are “sufficient rather than necessary” (Pe-
ters 2017, 24), he is also setting in motion mobile princi-
ples for evaluation. 
The practice of this fundamental openness can be chal-
lenging. To enter an artistic-scientific doctoral program,
such as the Dr. artium programme I pursue at the Univer-
sität für Musik und darstellende Kunst Graz (KUG), re -
quires meeting certain criteria. Thus, partially, a specific
institution defines, from the multiplicity of possibilities,
what artistic research is in the context of that institution,
setting out specific standards. Still, the program in itself
wishes to preserve the fundamental openness that cha-
racterizes the field. Thus, the same tension between fun-
damental openness, context-specific determination, and
quality evaluation, that applies to the entry process, ap-
plies throughout the program, up until the final rigoro-
sum. In the program at KUG, we have a yearly evalua -
tion, with a special focus on the assessment after the first
year. In these evaluations, the doctoral candidate can fail
or pass, and receives grades. But the qualitative stan-
dards he or she must meet are not clearly defined a prio-
ri. I do not point this out as a critique, but only as a state -
ment of inevitable tensions: if a program, institution, or
field, desire to maintain a fundamental openness as to
what is possible, they cannot at the same time set stan-
dards that are inflexible or too specific. Yet, some sort of
quality control is in order, to maintain the quality of
input, output and indeed formation and, ultimately, to
justify the very existence of the field of artistic research
inside the academy. The positivity of the openness there-
fore does not come without cost. The tension remains –
only now multiplied into multiple axes of tensions.

4. Productive tensions, and how they operate
in my own research

The path of artistic research, however, does bring a sub-
stantial change to the nature of this tension. In the first
scenario I described, one of opposition between acade-
mia and artistic practice, the tension is arguably unpro-
ductive or even counterproductive. At the worst, it sets
the artist in opposition to the academic, leading to a
gridlock, a dead end. At best, the person manages to
“live two lives,” so to speak: to be an outstanding or at
least sufficient artist by artistic standards, and to be an
outstanding or at least sufficient academic by scientific
standards. This is possible, but understandably rare.
None theless, the cost in time and energy demanded by
each distinct path takes a toll on the other, and on the
artist/academic.
What artistic research offers is a route to transforming
the tension into productive tension (Borgdorff apud Käl-
vemark 2011, p. 21). To understand multiplicity as con-
vergences is more productive than to understand multi-
plicity as parallel doublings or opposing cancellations.
This amounts to a change in legitimacy: the tension is no
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longer a symptom that something is wrong or mis -
placed, but an expected and even desired consequence
of the fundamental openness of the field of inquiry. This
change does not come without cost. The insecurity of
dealing with quality evaluations by standards that can-
not be previously set is one of these costs. But it is, from
my experience, a price well worth paying. 
In my own research, this turn towards a legitimate pro-
ductive tension has resulted in openly and unapologeti-
cally placing my artistic practice at the centre of the in-
quiry. I research imperfection in music as a fundamental
performative and compositional dimension. The topic 
of imperfection/perfection is evidently philosophically
fraught. From the beginning of my research, there was a
risk that aesthetics and other highly academical discour-
ses on music could hijack the investigation. This would
bring a further risk of simply explaining away the whole
topic as a historically outdated straw man. Nonetheless,
this approach would not address the fact that perfectio-
nist reminiscences continue to exist and operate strong -
ly in the musical praxis of creation and performance.
Multiple senses of imperfection appear and operate in
the artistic practice. Therefore, this is the forum where
these senses are best discerned and elucidated. By ex-
ploring different senses of imperfection in each compo-
sition, and video-recording the working sessions with
the performers, I generate referable data on which to
base discussion of the topic. These discussions naturally
bring in all sorts of academic discourses. But the fact
that the artistic creation is firmly placed in the centre al-
lows me to navigate the tensions that arise from the re-
lations to multiple other types of knowledge. Further-
more, though anchored and demonstrated in practice,
the gain in knowledge is not limited to my own compo-
sitions, nor has the artistic creation as its final goal. Rath -
er, the deeper and clarified understanding of musical im-
perfection that emerges from my artistic practice is a ge-
neralizable gain in knowledge. It simultaneously engages
in self-reflection and allows for further reflection by
others, beyond my own research. It impacts the practice
of other artists and fosters academic discussion. As legiti-
mate artistic research, it harvests my artistic expertise
and grounds my scholarly inquiries. Tensions converge. 

5. Down to earth: some practical 
consequences of artistic research as a 
doctoral path

5.1 Funding sources
The multiplicity inherent to artistic research may some -
times seem overly theoretical. Philosophical terms re -
gard ing ontological, epistemological and methodological
multiplicity abound in the written discourse on the sub-
ject. Yet, this plurality can have a strong impact on the
ground, in the practical work of a doctoral candidate.
One of these aspects is access to research funds. In a
best-case scenario, artistic research has the potential to
access funds from three different types of sources: scien-
tific-academic funds, artistic grants, and resources ear-
marked specifically for artistic research. These last have
been growing in recent decades, as the discussion on ar-

tistic research matures (Nowotny 2011, p. xxiv; Kälve-
mark 2011, pp. 6, 13, 17). Such growth is, in part, a na-
tural development, but one that should not be taken for
granted: if it is evident that a field that did not exist as
such could not have received direct funding before it was
established, it could be the case that the field developed
despite not receiving any funding. Fortunately, at least in
Europe, this does not seem to have been the case. 
As for the first possibility – scientific-academic funds –
one should be cautious. Clearly, the specific require-
ments of some sources may in fact limit them to scienti-
fic-academic research proper, putting them effectively
out of reach for artistic research. But other funds initially
designed for scientific research may have more flexible
requirements, becoming accessible to artistic research
projects. In this respect the possibility of institutionally
granting a doctoral or doctoral-equivalent degree in ar -
tistic research may be a vital difference, as some projects
require the applicant to have a PhD in order to be able
to receive funds (Nowotny 2011, p. xxiv).
Finally, access to funds earmarked for artistic production
demands little justification, as the main requirements in
this case tend to focus on artistic expertise and artistic
production as a result. Most artistic research will have
these as a matter of formation of the artist and a compo-
nent of the research. As common terms for the field,
such as “practice-based” and “practice-led” research,
make clear, it is easier to demonstrate practice than to
justify its nature as research. However, not all artistic re-
search projects are suited for funds originally planned for
artistic production. As Peters points out, a distinction of
artistic research in relation to artistic practice is that the
former does not necessarily require a work of art (Peters
2017, p. 24) – neither as a definite part of the research
process, nor as a final product. Artistic research projects
with this profile would be evidently less capable of ac-
cessing funds originally dedicated to artistic practice.
Nonetheless, the multiplicity of artistic research opens a
related multiplicity of funding possibilities. As an ex -
ample, the SONify! Festival of Music and Artistic Re -
search organized by my doctoral cohort at the KUG was
funded by a mix of sources from academic institutions,
grants that specifically contemplated artistic research,
and sources aimed at artistic production. Yet, this multi-
plicity of possibilities also requires that each case be
evaluated separately. This same flexibility may lead to a
specific project which, due to its very specificity, has dif-
ficulty in meeting the specific demands of specific funds,
and struggles more to find funding than a project that
fits comfortably inside an established research tradition,
with its respective earmarked source of funding. 

5.2 Professional perspectives in current institutional
state of artistic research
A final practical consequence of the state of artistic re -
search is the professional perspective. To attempt a very
superficial generalization: the discussions of the 1990s
(or earlier) where rather exploratory; those of the 2000s
where systematically speculative, aimed at defining
what artistic research is; the 2010s saw a growing insti-
tutionalization of artistic research. Universities started
offering doctoral titles (not least my own, in 2009), and
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establishing departments dedicated to artistic research.
With unique differences in each case, in Europe this
happened especially in the Scandinavian countries, UK,
the area of Belgium and the Netherlands, and Austria
with Switzerland (the partnership between the KUG and
the ZHdK emphasizes this connection). 
If this generalization is roughly true, the following years
bring two promising aspects. One is that the multiplica-
tion of artistic research doctoral programs, on one side,
and the emergence of a larger number of doctors in ar -
tistic research (student’s that graduated specifically from
an artistic research program) on the other, creates pro-
mising hiring conditions: there are programs wanting to
hire, there are still few but already enough graduates for
the hiring. As a recipient of the SARA (Society for Ar -
tistic Research Announcements) mailing list, I can say
that the frequency with which paid positions aimed at
qualified artistic researchers are offered is noteworthy. 
The second promising aspect arises from the first: at
least two of the biggest “markets” of artistic practice and
education have figured timidly in this discussion, or not
at all: France and Germany. In the case of the latter,
there is evidence pointing to an imminent growing insti-
tutionalization of artistic research in Germany. The re-
cent publication “Empfehlungen zur postgradualen Qua-
lifikationsphase an Kunst- und Musikhochschulen” (Wis-
senschaftsrat 2021) provides evidence pointing in this
direction. Thus, especially for those awarded artistic re-
search doctoral titles in Switzerland and Austria, which
frequently carry the extra advantage of German fluency,
it is a promising moment to be a doctoral candidate in
the field of artistic research. 
My prospect of going back to Brazil is of an altogether
different nature. Even though the discussion about ar -
tistic research in my country has been happening for
many years, it is still not nearly as thought through nor
institutionally structured as in Europe and the UK. The
Federal University of Rio Grande do Norte (UFRN) is part
of a consortium that publishes the English-Portuguese
bilingual “Art Research Journal.” But a perusal of the 
pu blished articles shows that it is still very much an 
assemblage that includes all types of research related to
the arts, including many that would sit comfortably
with in the academic universe of musicology. The few ar-
ticles that directly discuss the subject of artistic research
in a structured way are written by authors that do not
live or teach in Brazil (e.g., Fortin/Gosselin 2014). In a si-
milar fashion, the Journal for Artistic Research (JAR)
entry “Breve História – Artistic Research in Brazil” also
shows no reflection on the specificity of artistic research.
All sorts of art-related research and visual arts graduate
programs are simply collected and listed, bundled to-
gether (Prado et al. 2018). That is not to say there is not
already an intensive production in artistic research de
facto. But a structuring process that traverses theoretical
reflection, the practice of individuals, and the institutio-
nalization of artistic research, is still to be done. Once
undertaken, this promises to lead to a powerful flower -
ing of artistic research in Brazil, if the political situation
in the near future allows for adequate support. 

6. Conclusion: legitimacy, risk, promise and
excitement on the border of a field in 
process of becoming 

Even though enthusiastic of the field of research I have
now grown into, I would not like to paint an excessively
idealistic picture. The tensions that played a role in the
establishment of the field have not, I repeat, ceased to
exist. Neither have the tensions that brought me and
other colleagues into this field. But, in artistic research,
they are converted into potency. They find a newly given
legitimacy, in which the flexibility, ad hoc nature, mul -
tiple paradigms, and different scales of value situation,
becomes a positive aspect: this requires the effort of
constructing the argumentation anew for each project.
But this can, now, be done unapologetically.
One can draw comparisons to the process of es -
tablishing the humanities within the scientific world in
19th and early 20th Century, as does Søren Kjørup
(Kjørup 2011, pp. 28-30). Establishing a different episte-
mic field requires a process of maturation that may take
decades. Even after almost two centuries of this process
in the humanities, there are still ongoing discussions. If
the openness of artistic research is on one hand ontolo-
gical, it is also historical. A decade ago, Kjørup claimed
that “artistic research is still a pre-paradigmatic activity”
(Kjørup 2011, p. 38). The more recent efforts of Peters
to establish, if not closed paradigms, at least exemplary
cases of artistic research, might be aimed at filling that
gap (Peters 2017). It is perhaps a natural ambition that
my own work and that of my colleagues might contri -
bute to the maturation of the field, both by embodying
modes of convergence that are specific to each research
project, and, in doing so, by simultaneously providing
generalizable examples to the field: concurrently con-
structing and refining what artistic research is, and what
it can be.
As a field in process of establishing itself, artistic re -
search can benefit from further inquiries undertaken also
from the perspective of other established disciplines.
The question of artistic research as a doctoral path, or
even my own case as a study, could be examined
through lenses external to artistic research. As an exam-
ple, the tensions I exposed and discussed here could be
examined within the theoretical frame of principal-agent
theories. Yet, one must be cautious in this analysis.
Susan P. Shapiro exposes some of the limits and caveats
of applying principal-agent theory as originally formulat -
ed by, among others, Stephen A. Ross in 1973 (Shapiro
2005, p. 269) to situations other than the original eco-
nomic frame from and for which it was designed (Sha-
piro 2005, pp. 263-284). In the case we have been ex-
amining here, such a strictly economic approach would
be problematic. First, it would be reductive to simply as-
sume that, in my case, the Brazilian universities I work
for are the principal, and I am the agent. The complexity
and self-regulatory nature of a university, in which a
great variety of elements and members (myself included)
define the very interests of the institution as a principal –
and therefore my role as agent – already defies this clear
assignment of roles. Shapiro argues that “looking
beyond the abstract, cloistered dyad […] reveals that ac-
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tors are not just principals or agents, but often both at
the same time” (Shapiro 2005, p. 267). In bureaucratic
institutions such as universities, the agents may “outlast
their principals,” shifting “the balance of power between
principal and agent” (Shapiro 2005, p. 269). The indirect
role of financial incentives in many universities also does
not align with the strict economic understanding which
underlines the original frame of this theory, bringing
challenges to the analysis (Shapiro 2005, p. 272). An ap-
proach both broader in scope and tending towards the
sociological, instead of economical, framework could,
however, prove useful. This approach would need to
contemplate not only the complexity of the principal-
agent relationship in the context of universities, but also
the intentional and intrinsic open multiplicity of artistic
research as a field: while the analysis of any doctoral
context must take into consideration that “indetermi-
nacy [is] intrinsic in highly specialized tasks” (Sharma
1997, p. 771), artistic research is a case in which “the
contract is exceptionally vague by design” (Shapiro
2005, p. 267). Therefore, such an enterprise would re-
quire a complex and nuanced approach, one that would
have to be undertaken by a true sociologist, constituting
a research in its own right. As a musician and artistic re-
searcher, I could be the object of such an inquiry, but am
certainly not qualified to be the examiner. 
Regarding the scope of this paper, I have spoken from
my personal perspective as a participant in the scene at
this specific moment. As such, I frequently feel the inse-
curity, risk, and excitement of inhabiting a type of limi-
nal borderland. Operating in a field that is still open,
multiple by vocation, continuously relating to both ar -
tistic practice and to scientific-academic world in a mul-
tiple and convergent productive tension, brings a new-
found sense of legitimacy to my artistic research. Yet,
despite the productivity of the tension, it remains diffi-
cult. It is hard to navigate a world yet to set its own
standards, even more so when it defines itself as a sea of
shifting sands. But it is exciting. This type of “epistemo-
logical foundation” or “birth of a dimension of know -
ledge” is rare. It is a privilege, a pleasure, and a unique
opportunity to participate in this becoming. 
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