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Abstract	
 

This thesis unites the relevant philosophical foundations of design and pragmatism in 

order to co-design a new model of provision for design residencies in the museum.1   

To achieve this, it considers the transformations in design that have been the focus of 

much academic debate in recent years.  In an attempt to move this vision forward, 

this study employs the concept development of a design residency as a lens through 

which the traditional and emerging frameworks of design can be viewed to foster a 

discussion on the agency of design within a cultural organisation.  

 

This investigation uses an inquiry paradigm defined by pragmatist John Dewey to 

shape this design research endeavour.  Dewey’s pragmatism can be understood as an 

embodiment of inquiry: the objective is not to define the properties of reality, but to 

understand that inquiry is an active and participatory approach, with the purpose of 

gaining understanding of an experience that can be applied to current and future 

contexts.  As a result, this thesis employs Case Study methodology in order to 

examine the concept development phase of innovation delivered by design research.  

This in-depth study examines the role of design research in developing a new model 

for residencies and investigating the potential opportunities offered by a future 

design residency to those stakeholders most affected by it.  Various methods have 

been developed using Dewey’s pragmatism, including experience as method, 

community of inquiry and visual research methods.  In addition, the principles of 

design, specifically that of co-design, have also assisted in bringing the philosophy of 

pragmatism into the design space.  

 

Through this epistemology, this research explores the current practices of residencies 

in the creative and cultural industries in order to examine what is in existence while 

proposing a future conceptualisation of provision.  Initially, a contextual review of the 

limited literature paired with an overview of the existing residency programmes sets 

out the scope of the inquiry.  This is followed by an in-depth heuristic investigation of 
                                                        
1	

This research is sponsored by the V&A Museum of Design Dundee, conducted at Duncan of Jordanstone College of Art and 
Design (University of Dundee) and has been funded by the Economic and Social Research Council capacity building cluster, 
“Capitalising on Creativity” (grant #res 187-24-0014), which is administered by the University of St Andrews. 
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the current Victoria and Albert Museum Residency programme, which contributes to 

this analysis of the existing concept of residency, and provides insight into the 

potential reach of the residency as a concept.  Furthermore, a co-design workshop, 

which brought together residency producers from around the UK, is discussed as a 

means to identify the challenges and opportunities within current practices, and 

uncover possibilities for devising a new model of provision.   

 

The thesis then turns from problem identification to solution articulation as it 

examines two co-design workshops devised to develop a new model of provision, 

with a sample of individuals who would be (or have already) engaged in a design 

residency programme.  As a form of testing and analysis, the concept of a new model 

which is developed throughout the inquiry, is then presented within a design context 

to posit new futures for provision.  The closing chapter then describes a conceptual 

model of research and practice which presents the design residency model as a form 

of design leadership in the changing cultural landscape of design.  

 

This study contributes a new model for the provision of design residencies which can 

attend to future challenges presented to the creative and cultural industries.  

Furthermore, it presents an approach to doctoral design research which offers an 

example of concept development between academia and industry by engaging 

experts and key stakeholders in the front-end design development process.  

Additionally, this study also recognises the implications of the growing interest in 

pragmatism in design, and indicates potential pathways to highlight the relevance of 

this philosophy to design contexts, such as visualisation.  Additionally, this thesis 

contends that within the residency space, the concept of design has far greater 

application than solely as a topic.  Indeed, design is not only the subject of what a 

museum communicates to its audiences or how it communicates that information: 

rather, it is a way to frame the understanding and development of cultural products 

and services, and serves as an act of leadership in the strategic management of a 

cultural institution.   
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Prolegomenon	
 

A transformation is underway in the academic field of design, and this research is 

both reflective and an active part of this change.  As this strong undercurrent is 

shifting the way doctoral research is considered, it is necessary to discuss this context 

and driving principles ab initio.  This thesis is part of a national portfolio of research 

which examines how new knowledge can be created by partnerships with industry 

sponsors.  As this research sits within a wider network of institutions, research 

councils and communities, it is important to map these inter-institutional 

stakeholders, and discuss the intertwining nature of their agendas and goals.  

 

This research was funded by the Economic and Social Research Council’s (ESRC) 

capacity-building cluster, The Institute for Capitalising on Creativity (ICC), located at 

the School of Management at the University of St Andrews.  The ESRC designed the 

capacity-building grant to ‘ensure that the UK maintains a strong supply of skilled 

people to enable the research base, in collaboration with business and civil society to 

respond to unforeseen challenges, identify future opportunities, and increase the 

international competitiveness of UK business and organisations’ (ESRC, 2013:i).  Four 

institutions were awarded capacity-building cluster status in the UK: of these, the ICC 

was the only Scottish hub.  Using the £1.5 million fund, the ICC created a national 

interdisciplinary and inter-institutional consortium with the aim of delivering a 

portfolio of knowledge exchange research projects between higher education 

institutions and the Creative and Cultural Industries (CCIs) (ICC, 2015).2		The ICC 

recognised that it could deliver on a programme to enhance the capacity of research 

in the academic field of management in the CCIs, in addition to enhancing capacity 

within the CCIs of Scotland.  This sits within the ICC’s definition of capacity as 

‘productive links between academic and industry partners and networks to work 

together to create and disperse knowledge in the sector’ (Ibid: 2).   

 

                                                        
2	

The ERSC grant supported 17 Collaborative Awards in Science and Engineering (CASE) or Collaborative Studentship PhDs, as 
well as 2 Knowledge Transfer Partnerships, 22 Business Vouchers, 6 industry placements and an associated programme of 32 
events. See: https://www.st-andrews.ac.uk/icc. 
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The collaborative industry sponsor for this research is V&A Museum of Design 

Dundee (V&A Dundee), a new cultural centre for design in Scotland due to open in 

2018.  It is important to note that the sponsor is not the context for the research, but 

the example which breathes life into the argument.  This doctoral study is one of four 

undertaken with V&A Dundee and in the Design and Craft Programme at the 

partnership institution, Duncan of Jordanstone College of Art and Design, University 

of Dundee.  This relationship between a School of Management and one of Design is 

an interesting pairing in itself, and as such, is of growing interest to institutions across 

the world (e.g. Business & Design Lab, Sweden; Imagination Lancaster; d:school, 

Stanford).  New challenges are revealed in this circumstance: the juxtaposition 

between a creative pursuit like design, which embraces uncertainty and pluralism, 

and that of management academia, which is driven by certain theoretical principles, 

conjures up conflicting ambitions and intentions for any research endeavour.  Add to 

this the conflicting nature of the rigorous long-term planning of PhD research and the 

emergent fluidity of a new museum, which can be defined as the ‘spontaneous 

outcome of ongoing processes’ (Gharajedaghi, 2006:48), thus the complex nature of 

this venture begins to reveal itself.   

 

However, the pursuit of interdisciplinary research as a way to broach a complex 

subject-matter is part of a growing transformation in academic studies, as exemplified 

by capacity-building clusters.  Recently, The Dowling Review (2015) has outlined the 

government’s role in fostering further business-university research collaborations: it 

aims to provide academia with the groundwork to broaden research impact, and 

allow companies to ‘improve business performance through developing new 

techniques or technologies, de-risk investment in research, and extend the 

capabilities and expertise available to the firm’ (2).  Recognising the key objectives of 

the ICC, the ESRC and broader government strategies, this investigation is therefore 

presented as an example for an alternative approach in doctoral design research.  It 

exemplifies the valuable opportunities which are available for the enhancement of 

knowledge, and demonstrates how these can be made manifest on both sides of a 

collaborative studentship.  
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This doctoral research comprises two projects funded through the ICC grant: the first 

is a Collaborative (or CASE) Studentship sponsored by V&A Dundee, an industry-based 

PhD research project ‘which address issues central to the long-term strategy of future 

productivity of the sponsoring organisations’ (ICC, 2015:2).  The second is an Industry 

Placement with the Victoria and Albert Museum (V&A) in London: this six-month work 

experience programme aimed to examine the nature of the Museum’s Residency 

Programme, and was designed to complement and enhance the theme of the 

doctoral research (ICC, 2015).  In both projects, the subject of focus is the provision of 

residency programmes within the context of the CCIs.  The collaborative studentship 

with V&A Dundee was focused on what is lacking in the field of provision in the 

practice of design to discover new frameworks and ways of thinking about a future 

programme.  The placement at the V&A in London offered the opportunity to gather 

knowledge and expertise from an existing and internationally recognised programme, 

and to question how a new organisation like V&A Dundee could build on this to 

create a novel and distinct programme.   

 

Although the two projects complemented each other, philosophically speaking, there 

were difficulties in amalgamating these two pieces of research.  As a result, the most 

fitting inquiry paradigm for this challenge appeared to be Dewey’s pragmatism, with 

its facility for application to both the pursuit of individual and community inquiry as 

well as organisational learning.  As a result, this study will use pragmatism as a lens 

through which to analyse and present its findings.  In addition, the view that 

pragmatic philosophy allows for discussion of Dewey’s critical stance on dualisms 

(such as theory and practice, mind and body, research and practice, or science and 

common sense) provides an opportunity to write a rich case study for this doctoral 

research.  Furthermore, pragmatism’s affinity with pluralism means it is adaptable 

and well-suited to the disparate and complex fields of design.  Specifically, Dewey’s 

philosophies are relevant and applicable to the way in which design (and design 

research) is considered and conducted, the details of which will be addressed in the 

body of the thesis.  
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Over the course of this research endeavour, the sponsor’s requirements became 

clear: for the study to respond mindfully to the opportunities and developments 

which have arisen during its formative years.  To achieve this, Dewey’s pattern of 

inquiry will be united with the theory of design research, and this will be used as a 

strategic tool to gather academic and industry insight into the broader 

transformative, dynamic context of contemporary design and museum practices, and 

their wider economic and sociocultural environments.  This study intends to 

demonstrate possible pathways towards an enriched understanding of the relevance 

of design in current contexts, and illustrate how a strong academic-industrial 

relationship may support organisational innovation in a new museum.  This echoes 

Anderson’s (2004) statement: 

 

Within every institution, a useful dialogue can unfold about where the 
museum currently stands in the continuum between the traditional museum 
and the reinvented museum and where it wishes to be (3). 

 

Indeed, the industry sponsor, V&A Dundee, is positioning itself as a new type of 

cultural agency with a unique business model: in 2010, Design Dundee Limited (DDL) 

formed as a charitable company to deliver the V&A Dundee project, as well as its 

post-opening operations, employment and financial management.  The DDL is, in fact, 

a partnership between the Victoria & Albert Museum (V&A), the University of 

Dundee, the University of Abertay Dundee, Dundee City Council and Scottish 

Enterprise.  All five partners are members of the DDL Board, which also includes two 

independent members (representatives from D.C. Thomson) and the Chair.   Within 

the museum sector, an essential quality for driving institutional or sectoral change is 

strong leadership and a dedication to a new vision (Anderson, 2004), and these 

partners have articulated such a vision for the V&A Dundee project: 

 

V&A Dundee will be an international centre of design for Scotland. It will 
celebrate Scotland’s historic importance in design and host major exhibitions 
of outstanding international design that will appeal to the widest public and 
help develop understanding of our own and others’ cultural heritage.  

 
V&A Dundee will become indispensable to makers, teachers and industry 
nationwide as a place for the cultivation and exchange of knowledge, 



 

	

18 

opportunity and design innovation.  It will develop opportunities for diverse 
communities to engage with, learn from and enjoy design creativity of the 
past, present and future.  

 
V&A Dundee will play a vital role in Dundee’s ambitious plans for 
regeneration, symbolising the city’s high cultural and economic aspirations 
(V&A Dundee website).  

 

The V&A Dundee project is one of great risk, as it does not only see itself as 

establishing a centre for design in Scotland in cultural sense, but it also has wider 

ambitions, including supporting Scotland’s economic growth and business affluence.  

As an objective, this combination of museum and business sector growth might seem 

an odd pairing, similar to the contradictory principles which underpin the creative and 

cultural industries.  However, this is a reflection of museums and their stakeholders’ 

anxieties resulting from the pressure of greater accountability and their desire to 

demonstrate their inclusivity, as well as showing that they value and actively want to 

better their communities (Janes, 2007).  This focus on economic growth indicates a 

growing belief that this collaboration is key to providing learning in a cultural context, 

as this can equip micro-enterprises and SMEs with the requisite skills, knowledge and 

networks to build on business capacities.   

 

Still, museums are often criticised because, while they may be a repository for an 

enormous amount of information, they withhold it, and fail to exploit their prime 

position for leadership in contemporary social institutions (Janes, 2007).  The aims of 

V&A Dundee suggest it is looking to address these criticisms, and solidify its 

commitment to other challenges, such as those set out in Going Further: The National 

Strategy for Scotland’s Museums and Galleries (BOP, 2012).  Indeed, this strategic 

document acknowledges that residencies can provide greater benefits in the areas of 

community and well-being.  However, the analysis herein will question how a new 

design residency programme can deliver other key aims set out by the sector in the 

national strategy for museums, such as harnessing digital and emerging technologies; 

empowering a diverse workforce; cultivating a culture of enterprise; and promoting a 

culture of ambition, innovation and collaboration (Ibid.).  

 



 

	

19 

As part of this project, the residency will prove to be a critical component in the 

success of V&A Dundee, and will play a key role in the development of the new, 

pioneering Design-Led Business Innovation (DLBI) programme.  One of the aims of 

DLBI at V&A Dundee is to work with the creative industries to showcase their work on 

an international stage, thereby enabling new networks and innovation opportunities 

to be explored and demonstrate success within the creative industries in Scotland.  

V&A Dundee’s residency programme will also encourage creative professionals to be 

strategic, as well as to have a better understanding of their own skills and how these 

can best be employed to work collaboratively with businesses to engage them in the 

design process.  Ultimately, the programme aims to communicate the value of this 

method of creative research and development to industry, particularly in terms of its 

impact on organisational innovation and on building an international reputation for 

being a pioneer in critical inquiry in design.  

 

The Design Residency programme at V&A Dundee is also part of a wider professional 

and advanced learning remit.  This research explores how the residency bridges the 

gap in understanding the interconnection between heritage and innovation, which 

inform and transform each other through development and time.  The programme 

will also provide support to creative practitioners through its association with the 

V&A brand, exposure to an international network of important contacts, and the 

development of professional standards by showcasing residents’ practice at high-

profile events.  It will also improve its residents’ ability to communicate their practice 

by providing public engagement opportunities with other creative practitioners, 

communities, young people and schools.  

 

However, with many existing residency programmes and frameworks to draw from, 

why is doctoral research on this specific subject required?  Prior to a collaborative 

studentship being agreed through this inter-institutional partnership, and even before 

a design museum in Dundee was conceived, the Arts and Humanities Research 

Council (AHRC) funded the research project ‘Past, Present and Future Craft Practice’ 

(2005-10), which was conducted to examine the landscape of design and craft within 

Scotland.  Its specific remit was to investigate aspects of heritage and capacity to 
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nurture innovation, and promote cultural and economic growth.  The new knowledge 

resulting from this project supported the wider argument promoting a need for an 

innovative advocacy organisation (Follett & Valentine, 2010; Valentine & Follett, 

2010) which would later become V&A Dundee.  The same project further identified a 

number of needs for product and services innovation, including some in design and 

craft residency programmes (Valentine, Fillis & Follett, 2013).  A partnership was 

negotiated between those institutions responsible for uncovering this need (Duncan 

of Jordanstone College of Art and Design, the University of Dundee, and the emerging 

organisation, V&A Dundee, along with the ICC) which provided an opportunity for 

further research into the subject in the form of doctoral studies.  

 

It was my professional and academic background that led to my invitation by the ICC 

principal and co-investigators to undertake this study, having graduated from 

Glasgow School of Art with a Bachelors with Honours in Fine Art Photography, and 

with a continuing professional practice in this field.  After my undergraduate degree, I 

worked internationally in the CCIs in New York City as a curatorial intern at Exit Art 

and as a studio assistant for Ultra Violet (an ex-muse of Andy Warhol).  On my return 

to Scotland, I worked in the reputable Glasgow-based cultural institutions Tramway, 

Trongate 103 and Street Level Photoworks.  In addition, I was a committee member 

of an artist-led gallery and event space, Market Gallery, where I produced events for 

Glasgow International Festival of Visual Art and Glasgow Film Festival.  This 

professional and creative experience and knowledge was then paired with an M.Litt in 

Managing the Creative Industries at the ICC at the University of St. Andrews.  These 

previous experiences allow me to view the research through three diverse lenses: 

creative practice, industry experience and strong academic knowledge, all three of 

which have been in constant use in positioning, questioning and analysing this 

research.  Each of these perspectives has performed a critical role in the research 

process and in the presentation of this thesis, and as such, will be explored in more 

detail in further chapters.  This multifaceted perspective is also the embodiment of an 

interdisciplinary approach, and demonstrates how openness to knowledge 

interchange and understanding of different skills and experiences can result in 

interesting and innovative outcomes.   
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One of the driving forces which powers this research is the notion of knowledge 

exchange (KE).  The concept of KE has been well received by many research councils, 

and significant investment has gone into KE projects over the past decade, yet 

definitions of what KE means remain two-dimensional.  The ESRC describes KE as ‘a 

two-way process where social scientists and individuals or organisations share 

learning, ideas and experiences’ (ESRC website).  However, this collaborative research 

project subscribes to a more dynamic and design-led view of KE, which is: 

 

[a] multi-dimensional exchange of skilled people, knowledge and expertise 
between the design community and those who use and wish to use design.  It 
covers the processes by which knowledge, expertise and skills are exchanged 
between the design sector, its users and potential communities to contribute 
to economic competitiveness, effectiveness of design policy, and quality of life 
(Valentine, Bletcher & Coulson, 2014:731).  

 

It is the belief of many that design research has the ability to address the complexity 

inherent to interdisciplinary studies, and that doctoral research capitalises on the KE 

potential between university faculties (Davis, 2008) and external partnerships.  Design 

research thrives on diversity and alternative viewpoints to propel the discipline 

forward (Buchanan, 2010), but also tackles novel problems drawn from a real-world 

context, creating new forms of learning and knowledge to meet the unfamiliar 

(Buchanan, 1998).  This examination into the real-world practices of design also 

addresses the necessity for the field to understand design activity at a deeper level, 

incorporating the full ‘design context’: that is to say, the collection of meta-activities 

in the dynamics of design (Dorst, 2007).  This includes the environment, 

methodology, various roles taken on by the designer, and the relationships developed 

throughout the project (Ibid.).  By encompassing the whole human experience, this 

approach extends the intellectual horizons of design research, and contributes to a 

landscape of new connections and theories (Doordan, 1998). 

 

Designers are primarily concerned with what is possible, which forever drives the field 

towards finding better solutions to the problems of everyday life (Buchanan, 1998).  

This research aims to demonstrate how design research might be employed in the 
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concept-development phase for new products and services for an emerging museum.  

As Manzini (2016) asserts, ‘[b]efore being a technique, design is a capacity for critical 

analysis and reflection, with which design experts produce knowledge, visions, and 

quality criteria that can be made concrete in feasible proposals’ (54). This research 

intends to identify the strategies involved in structuring a residency programme 

which supports the development of innovation in practice, both at an individual and 

organisational level.  As an interdisciplinary project, this research exploits the strength 

of design research: specifically, for its ability to adapt methods and methodologies 

from other fields to develop discipline-specific research paradigms (Chow, 2008), 

supported by the belief that design is projective and powered by its ability to create 

new possible futures (Jonas, 2001; Krippendorff, 2006).  It is this philosophy which has 

been applied to this research in order to determine the role of doctoral research in 

the context of innovating interdisciplinary models for a design residency.  
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Chapter	1.	Introduction	
 

It is an incontrovertible truth that the way in which people view the world is 

drastically different now than in times past.  As the world changes, so do perceptions, 

and in turn, this impacts the ways in which individuals engage with each other, their 

environment and their experiences.  However, the fast-paced changes in 

conceptualisations of individuality and society are only slowly beginning to be 

reflected in the fabric of organisational systems.  One need only consider the 

standard practices of museums to see this stasis at work.  Within this sector, this 

reluctance to change is demonstrated in the transmission model of information, 

which is more commonly found than one of participatory engagement.  However, as 

society becomes more familiar with the growing experience economy and bespoke 

offerings pioneered by the commercial industry, so the status quo of cultural 

provision faces an increasing challenge.  Museums in particular now have to take into 

consideration what value the institution provides to its primary stakeholders.  This 

new position affects not only the way museums consider their offering to visitors and 

the public, but also requires them to rethink their long-standing and mutually 

beneficial relationship with those working in the CCIs.  

 

For those creative professionals, the museum has always represented an important 

source of inspiration.  As someone from the creative industries, I can certainly attest 

to this.  At a very young age, I remember my father taking me to see the various 

exhibitions on offer in the rich cultural scene of Washington D.C.  We would enter 

each gallery space, often filled with paintings by the great Impressionist painters from 

history, and he would ask me to select which piece in the room I felt particularly 

drawn to, and why.  As a child, my reasoning must have been uninformed and jejune: 

however, this is an exercise I continue to carry out to this day.  This routine, and my 

relationship with the museum space as a student, has been vital to the formation my 

own professional practice as a visual artist and photographer, as it has been for a host 

of young creative professionals going through higher-level education.   
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This desire to engage with historical and contemporary works in order to be inspired 

in one’s own practice does not subside after formal education: perhaps it is even 

heightened, as the museum replaces the source of stimulation after leaving the acute 

creative incubator space of Art and Design college.  Often, the relationship between 

creative professionals and the museum is an unspoken one, and the institution is 

complacent in its belief that creative professionals will always seek out these 

organisations as a source of inspiration.  However, with the momentous swell in the 

creative industries, museums now have to reconsider methods of engagement with 

this key audience group.  Moreover, in an attempt to re-establish their value to this 

sector, museums are positioning themselves not solely as a source of inspiration, but 

as a site for research, development and production.  This is exemplified by the rise of 

experimental spaces in internationally renowned museums, such as; New Inc at the 

New Museum in New York City, The Pavillon at Palais de Tokyo in Paris, and the 

Sackler Centre at the V&A.  Furthermore, the V&A’s Strategic Plan 2011-2015 states 

that an objective of the Museum’s learning programme is ‘[to] promote, support and 

develop the UK creative economy by inspiring designers and makers, and by 

stimulating enjoyment and appreciation of design’ (V&A, 2011:12).  

 

This shift in strategic objectives has led to a proliferation and accelerated 

development in the provision of public programmes which engage with creative 

professionals.  Specifically, the notion and provision of residency programmes have 

gained increasing attention over the past decade, as this method of involvement is 

perceived as critical to achieving the wider aims of the institution, and more 

significantly, meeting government objectives of supporting the creative industries for 

economic growth.3  

 

I have worked in the CCIs providing residencies to visual artists at various levels in 

their career, and conducted research prior to this doctoral study on the relationship 

between the cultural agency body, Creative Scotland, and the visual art sector of the 

                                                        
3
 This research contends that ‘residency’ denotes the provision of time and resources to innovate in practice, subsequently 

resulting in new knowledge and/or objects, events or services from which the resident, participating individual and host 
organization can benefit.  For further discussion on the etymology and models of residency provision see Chapter 3, Part 1 (pp. 
77-99). 
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nation.4	 As a result, I came to this research project with some awareness of the 

methods of residency provision.  As a design researcher embarking on doctoral 

research, it was the notion of a design residency that engaged my initial curiosity.  It 

was an unusual pairing, one that I had not come across during my time researching 

and working in the cultural landscape of Scotland.  Despite my relative newness to the 

field of design, there was an instinctive feeling that amalgamating these two entities 

would be a complicated undertaking.   

 

After some initial desk-based research and further consideration, it became clear that 

the principal motivation for this study stems from my concern that residencies had 

primarily been developed through the field of visual art (and more recently, on the 

basis of some element of social inclusion): as such, they did not seem adequate for 

design, especially not for a museum entirely dedicated to the subject!  This presents 

an immediate problem, as design as a concept has been growing in stature and 

application, and as a result, design has been deemed a complex subject in and of 

itself.   What is an ‘adequate’ design residency, when design can mean so much to so 

many diverse individuals and businesses?  To articulate in more detail the finer 

nuances of design and residencies which will substantiate the logic of this study, it is 

imperative to present the complications in grasping design in this introductory 

section, as these complex issues will lay the foundations for understanding this thesis.  

 

Grasping	Design’s	Transformations	
 

Attempts to capture and define design in its transformative state have presented a 

long standing challenge, both for academia and the industry.  Some view design as 

generative, whether that be the creation of new ideas (Bolland & Collopy, 2004), a 

process of thinking which results in an outcome or product (von Stamm, 2003), the 

creation of meaningful objects (Verganti, 2009; Krippendorff, 1995; 2006), or a 

method for identifying and solving complex problems in the provision of services 

                                                        
4	

Henceforth, this thesis will make use of the term ‘nation’ to signify Scotland (not the UK, which, when referenced, will be 
differentiated accordingly).  
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(Kimbell, 2009).  Whatever the case, it is apparent that design is no longer strictly 

limited to the designing of graphics and objects, and the notion of design has been 

expanded to include product lifecycles, process, services and even systems.  Scholars 

and those working in the industry insist on the notion of design as being perpetually 

in flux and constantly evolving, while pointing to extended applications of design in 

new areas and proposing its future trajectory (Brown, 2009; Buchanan et al., 2010; 

Liedtka & Ogilvie, 2011; Stickerdorn & Schneider, 2011; Cooper et al., 2011; Yee et al., 

2013). 

 

A leading advocate for this enlarged view of design, Buchanan (1990), asserts that: 

 

The subject matter of design is potentially universal in scope, because design 
thinking may be applied to any area of human experience.  But in the process 
of application, the designer must discover or invent a particular subject out of 
the problems and issues of specific circumstances (Buchanan, 1992:16, 
original emphasis).  

 

This broad-brush approach to design can lead to uncertainty in understanding or 

applying the concept.  Buchanan (2010) also agrees that design is in a constant state 

of limbo, and proposes that designers can play their part in finding new approaches to 

complex problems by applying their skills not simply to a theory of new ideas, but also 

to real-world production and realisation of novel concepts.  To meet these new 

demands from design, Buchanan (Ibid.) declares that design should be at the heart of 

human culture, and advocates that designers be brought into the concept 

development phase of product and service development (the stage during which 

critical decisions are made).   

 

However, Buchanan (Ibid.) does not argue for the abandonment of traditional design 

disciplines, but rather for a holistic approach to production based on the 

understanding that design is concerned with creating systems of context as well as 

the symbols and objects within them.  Buchanan contends that despite changing 

notions of design, human beings remain at the core of the discipline, using the phrase 

‘human-centred design’ (2001) to describe a new approach which takes into account 
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the various circumstances in which design is applied (e.g. social, economic, political 

and cultural).  He identifies four broad areas in which design is explored by designers 

and non-designers alike: symbolic and visual communications; material objects; 

activities and organised services; and complex systems or environments for living, 

working, playing and learning (Buchanan, 1992).  This perspective has allowed a wide 

range of users to turn to design as an approach to tackle challenges presented by new 

scenarios.  This has led to numerous new applications of design, and these have 

irrevocably shifted the power dynamic between consumers and producers, revealing 

a notable change in the way designers design for others.   

 

Indeed, these developments have had a significant impact on the way design is being 

considered as a practice.  Kimbell (2011a) suggests that sociology and anthropology 

have also played an increasingly important role in the conception of design practice, 

allowing for a more collaborative dynamic which sees design as neither entirely user 

nor object-orientated.  However, Kimbell (2011b) is also sceptical about the user-

centred approach, and suggests that the designer’s role as the interpreter of 

experience is paradoxical, since the designer does not have sufficient understanding 

of personal assumptions or others’ motivations in the design context.  Instead, 

Kimbell (Ibid.) suggests a more culture-orientated framing of the design process, in 

which practice is informed by the contextualised use of a product or service, with the 

belief that this could advance the theoretical understanding of the design discipline.  

This perspective is arguably similar to Buchanan’s holistic approach, as both aim to 

develop a broader understanding than merely the process and outcome of design.   

 

This new model of design requires new design competencies, not only from the 

designer, but also from those who are active in all facets of design.  Historically, 

design has undergone a shift from its origins in scientific rationality, through cognitive 

thinking to the process method, and finally, to its current configuration as a ‘frame of 

mind’ or attitude.  Indeed, the phrase ‘design attitude’ has arisen and been proposed 

in several design studies of note to describe how designers not only have the capacity 

to define and choose between alternatives, but also create novel concepts and 

implement them (Bolland & Collopy, 2004).  More specifically, Michlewski (2008) 
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considers ‘design attitude’ to be comprised of five theoretical categories: 

‘consolidating multidimensional meanings’; ‘creating, bringing to life’; ‘embracing 

discontinuity and open-endedness’; ‘embracing personal and commercial empathy’; 

and ‘engaging polysensorial aesthetics’.  

 

Positioning these transformations at the forefront of this thesis is crucial in order to 

recognise the fundamental shifts taking place in the discipline, yet it is not the 

primary intention of this thesis to argue for these (or other) new perspectives in 

design.  Indeed, there has been a proliferation of doctoral theses which have focused 

on developing the argument for this expanded notion of design.  While these 

contributions to new knowledge are certainly helpful in pushing the discipline 

forward, this thesis takes a different approach.  Instead, the intent of this study is to 

apply this new understanding of design and examine its impact on doctoral design 

research and the academic formation of concept development for a new design 

residency model.  It explores design through Buchanan’s enlarged view of design 

(1992; 2001; 2010) drawing on the works of other noted designer thinkers to apply 

design as subject, process, research approach and theoretical construct in forming 

new products and services for an future design museum.  This can be considered as 

the context for this thesis.  

 

Aims	and	Objectives	of	this	Research		
 

This overview of the central concepts underpinning the transforming and 

transformative understanding of design has been presented at the outset, as these 

are considered core theories for this research.  In design, human experience is 

becoming central to the development of solutions to critical challenges faced by 

designers.  It is through collective engagement with those who matter most that 

appropriate courses of actions, environments and artefacts can be created to reach 

solutions to our increasingly complex problems.  In this context, those of importance 

can range from individuals to communities, and are the primary actors in the 

initiation, development, delivery and receiving end of the residency programme.  
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Namely, these individuals and groups are: the creative professional community (e.g. 

designers); those acting on behalf of the organisation providing the research (e.g. 

museum staff); audiences and target communities which engage with the residency 

programme; and third parties who also have a significant part in residency 

programme development and provision.  This ethos is applied to this study, and this 

investigation as a whole, uses design research to engage those at the forefront of 

inquiry in order to gain insight from their considerable experience to identify and 

refine the research problem, and determine the focus of inquiry into the solution.   

 

These driving principles provide the starting point from which this research began its 

search for a new model of residency provision.  In order to achieve this, this study 

presents a case for pragmatism in the design-led concept development of a new 

design residency.  The application of pragmatism supports the overarching aim of this 

research, which is to assert that the design residency is form of design as leadership, 

which is both a reflective and resulting factor of the cultural change in design.  

Subsequently, the following objectives have been developed to support the 

overarching aim of the research:  

 

• To understand and analyse what exists in terms of existing residency provision 

and existing theory on the subject. 

• To develop a theoretical understanding of the concept of a design residency, 

and critically evaluate the development of a model for future provision. 

• To identify the demand for a new model and develop an approach for the 

testing and analysis of the design residency in a future context.  

 

These aims and objectives make clear that this research is not strictly limited to the 

capture and analysis of present practice, but is instead driven by the process of 

applying human-centred design research in order to develop a conceptualisation of a 

new residency model which can be positioned into future contexts.  To achieve such a 

complex undertaking, this researcher sought out a robust philosophical framework 

upon which her understanding and application of design research could be built.  This 

pursuit, and its impact on this thesis, is explored in more detail the following section.  
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Structure	of	the	Thesis	
 

Even though design offers a contemporary and holistic theoretical foundation, for this 

research, it still felt necessary to provide a philosophical grounding which attends to 

the pluralistic nature of design.  In researching various theories of knowledge, it 

became clear that pragmatism, specifically the doctrine of John Dewey, is most 

aligned to epistemology of this researcher.  Aside from an initial connection drawn 

between pragmatism and this research endeavour, further understanding of Dewey’s 

philosophies exposed some profound similarities between pragmatism and design.  

However, it was the discovery of Dewey’s (1938) ‘pattern of inquiry’ in his most cited 

book, Logic: The Theory of Inquiry, which shone a light on the strong connection 

between Dewey’s understanding of inquiry and the way design thinking has been 

positioned in current design rhetoric.  It allowed for this researcher to construct a 

bridge between their understandings of inquiry, which is considered in this context as 

design research to be paired with these current notions of design thinking.  

Understanding the process which occurs throughout both these notions of design, 

and thus understanding the interrelation between the two.  Further contemplation 

confirmed that if the aim of the research was to employ design research (and, by 

default, design thinking) as the means to build a theoretical framework for a design 

residency, then Dewey’s pattern of inquiry, rooted in philosophical traditions and with 

its affiliation to the design thinking process, could provide a structure within which to 

position the research.   

 

Therefore, Dewey’s pattern of inquiry has been absorbed and re-formed as the 

framework underpinning the development of this research and in the presentation of 

the discussion to follow.  Since Dewey’s (1938) pattern of inquiry is a process to 

facilitate evolution from an indeterminate situation to that of warranted certainty, its 

use provides a way in which the argument for a new model of residency can be 

corroborated and evaluated.  Dewey’s (1938) five stages of inquiry consist of the 

following: an indeterminate situation; the institution of the problem; determination 

of problem-solution; reasoning; and operational character of facts-meaning.  To assist 

in the methodological framing of the research, case study methodology has also been 
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applied, as it serves as a useful tool to frame the quest for new knowledge and 

concept development.  Dewey’s stages provide a strong framework upon which to 

build a rich case study for this study, and because of this, the structure of this thesis 

reflects these stages in its chapter presentation.  To elucidate the logic of this format 

further, below is a summary of each chapter with a brief explanation of the equivalent 

stage in Dewey’s pattern of inquiry, together with the associated field research and 

findings.  

 

Chapter 2. Inquiry Paradigm:  This chapter presents and builds on the existing 

arguments in design research and highlights the relevance of Dewey’s philosophies in 

design theory to these approaches.  This is achieved by an examination of current 

discourses in design research, with emphasis given to the growing portfolio of design 

researchers who have been turning to Dewey for philosophical guidance in the 

pursuit of new knowledge, at both theoretical and methodological levels.  To advance 

these existing discussions, and to test whether further methodological unification can 

be achieved, this chapter presents a new theoretical parallel between Dewey’s 

pattern of inquiry with the Design Council’s Double Diamond design thinking process, 

conceived by this researcher.  This pairing of two processes at a theoretical level is 

not only a new contribution to the field, but also provides the basis upon which the 

methodological framework for this research will be built.  Therefore, subsequent 

discussion in this chapter is given to an exploration of how case study methodology is 

employed as the approach used to conduct this research.  The chapter closes with a 

discussion on the methods that have been developed through the consideration of 

Dewey’s philosophies in the context of design research.  Equally, this section provides 

detail on the way in which these methods have been employed throughout the field 

research, and to develop the argument in this thesis.   

 

Chapter 3. An Indeterminate Situation:  This chapter presents the initial stage of 

engagement with the notion of what a future design residency could look like.  For 

Dewey, the initial engagement with the process of inquiry begins with a sense that 

‘something is wrong’ (Hildebrand, 2008:54).  The indeterminate situation is pre-

empted by an exploration into what Dewey (1938) refers to as the ‘antecedent 
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conditions of inquiry’: the situation in which doubt occurs.  While the discussion at 

the start of this chapter has already begun to unpack some of the tensions initially 

uncovered at the beginning of this research, Chapter 3 illustrates this initial stage of 

the inquiry further by presenting a contextual review of the limited literature on 

residencies, and a comparative analysis of past and present residency provision.  This 

section explains the historical and current developments which inform the rationale 

of requirement for research on residencies.  Since studying the subject of residencies 

using a design-led approach is not merely concerned with the outcome or process, it 

is crucial to consider the system and culture within which residencies operate to form 

a holistic view of the subject.  This increasingly requires reference to other disciplines 

to construct more comprehensive portrayal of the subject at hand.  

 

As a result, three models of residency practices were conceptualised by this 

researcher as a means to represent the scope of engagement between agency, 

designer, audience and industry.  Prior to this research being conducted and the 

development of this method of categorisation, there were no existing approaches to 

examine the differences between residency provisions, or to understand how models 

had developed in recent years.  These new models, entitled the Intramural model, 

Interpreter model and Industry model, are presented for the first time in this 

chapter.5  

 

The contextual review is followed by an examination of a six-month research 

placement at the V&A undertaken concurrently with three active residencies.  Using 

heuristic research (Moustakas, 1990), an approach concerned with the phenomenon 

of experience, the residency process was documented from the perspective of this 

researcher, the residents and staff from the Learning Department and Collections at 

the V&A.  This section uses the research placement as a means to explore in more 

                                                        
5	

Throughout this research endeavour, these models have provided a framework for testing and analyses of existing and 
conceptual prototypes of a new residency.  They have formed an integral part of the argument in this research, as the models 
are repeatedly returned to in order to examine emerging residency programmes, and when considering the future of provision 
for new models.  These models have also been employed as a means to communicate the fundamental principles and variables 
of residency practices, and have provided the basis for many insightful conversations on future residency provision.  Engagement 
with those operating in the CCIs has confirmed that the articulation and visualisation of these models has made an important 
contribution to new knowledge in the field, and has provided a valuable communication tool for collective inquiry throughout 
this research. 
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detail the practicalities of operating the Interpreter Model; specifically, the 

organisational management issues of this model of residency.  Using findings from the 

contextual review and the research placement, this chapter closes by considering the 

need for a new model to be conceived for a future context: one which would respond 

to the transformations in the design landscape.  

 

Chapter 4. The Institution of the Problem:  For Dewey (1938), establishing the 

problem must be articulated with great care within the boundaries of the 

indeterminate situation.  As a means to further validate the knowledge acquired in 

the period of initial inquiry, and to hone and define the research question the future 

of residency provision, a workshop comprised of professionals working with residency 

programmes was employed as a means of testing and analysing this researcher’s 

assumptions on the future of residency provision.  This chapter starts by proposing a 

new way of thinking about residencies, then presents a co-design workshop, 

Residencies with Resonance, which bought together CCI professionals from across the 

UK to whom the research would be presented.  As this section details, this workshop 

was devised by this researcher to facilitate the sharing of these professionals’ 

understanding of residency provision, and to collectively discuss the future of 

residency provision.  Five invited speakers presented on a diverse range of residencies 

(Cove Park, Design Museum, Space, The Watershed and the V&A), which reflected the 

scale of contemporary residency models in the field of design, craft and technology.  

This chapter explores how the information gathered from engaging with these key 

individuals provided an invaluable research opportunity to evaluate some of the initial 

findings from the context review and research placement at the V&A.  Furthermore, it 

allowed for the problem to be formed, honed, summarised and posed as a question:  

‘In a transformative context, how can a future design museum provide a residency 

that supports its residents and adds value to the museum, its audiences and the wider 

industry?’   

 

Chapter 5. Determination of Problem-Solution:  This chapter offers an advanced 

conceptualisation of what a new residency model could look like.  Through reflecting 

on the development of the conception, the discussion then turns to an exploration of 
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what co-design can offer in conceiving possible solutions to the research problem.  

Philosophically, during this phase, ideas are considered to be the subjects of testing:  

they are in ‘existence’, and then placed into ‘observation’ (Dewey, 1938:109).  This 

stage exploits the strength of design research and the belief that design is projective 

and powered by its ability to create new possible futures (Jonas, 2001; Krippendorff, 

2006).  In accordance with the ethos of this research, in order to generate a ‘problem-

solution’, it was once again necessary to inquire into the problem with those who 

have the knowledge and experience to understand the test-subject placed in a future 

context, since they will be the ones most impacted by the result.   

 

As a result, this chapter details two co-design workshops devised to engage with 

people who would be most affected by a new residency model: one was held with 

past residents and members of the Learning Team and Collections Department at the 

Design Museum in London; the other was held as an open and exploratory workshop 

with a diverse group of designers from or based in Scotland, together with members 

of staff from V&A Dundee.  Each co-design workshop took a different form, and was 

designed specifically for the group of participants and respective hosting organisation.  

For both, the overall aim was the same: that the groups would use human-centred 

design methods to ideate collective solutions to a future residency.  By combining the 

propositions from these co-design workshops with other data gathered during this 

research, possible solutions (i.e. concept development) were then further developed 

over the course of this doctoral project.   

 

Chapter 6. Reasoning:  The possible solutions gathered from those who would be 

most affected by a new residency model are assessed in this chapter, by considering 

the possible consequences of their real-world application.  This is a critical step: 

evaluating and selecting those solutions most capable of resolving the problematic 

situation is set out in the reasoning stage of Dewey’s inquiry (Hildebrand, 2008).  This 

chapter therefore details the evaluation and analysis of the research gathered, and 

presents the concept development by examining the possible solutions developed 

collectively and testing them by way of a presentation to the V&A Dundee 

directorship.  As a result, the concept was then subjected to questioning, and finally, 
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considered in terms of its impact on future design museum.  The result is a theoretical 

framework for the design residency which is based on Borja de Mozota’s (2003; 2006) 

powers of design in organisational management.  This framework is used to articulate 

the potential value propositions of a future design residency for all the key 

stakeholders of the residency programme.  

 

Chapter 7. Concluding Thoughts: Contribution, Implications and Further Research:  

This chapter discusses how this research contributes to new knowledge in the field of 

design residency.  Furthermore, it considers some of the limitations of the research 

offered in this study, as well as the potential implications of this research for 

academia and the industry, and presents a case for further research.  This final 

proposal is arguably what Dewey would refer to as the phase of operational character 

of facts-meaning, which is the testing of concepts in the real-world.  

 

Methods	
 

As this research endeavour and associated thesis do not follow the classic archetype 

of doctoral research, consistency in attending to the aims and objectives was built 

into the applied methods of the research.  The four methods, which run across this 

doctoral research, are developed from both design and pragmatism to provide 

balance and cohesion.  These methods are: co-design, experience as method, 

community of inquiry and visualisation.  These methods have been adopted from 

Dewey’s (1925; 1934; 1938) pragmatist philosophy (including experience as method, 

community of inquiry and aesthetics), which have been paired with emerging 

principles of design (including co-design, social design and visual making).  This 

project interweaves processes using threads from the philosophically rich skein of 

pragmatism as well as the contemporary and action-orientated fabric of design: as 

such, the methods used herein are critical to supporting the tensions in this research 

project while it critically engages with the dualism between theory and practice.  
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Co-design:  The evolving landscapes of design, specifically the principles of co-design, 

proposes combining the creative efforts of designers with those inexperienced in 

design, seeing them work collectively as a means of developing a design or resolving a 

design-specific challenge (Sanders & Stappers, 2008).  A critical component in its 

application to this research, co-design provides a theoretical understanding of the 

value of co-created knowledge and concept development for a future design 

residency. 

 

Experience as method:  Experience is fundamental to the development of new 

knowledge and practice, and is considered the core of this research.  In pragmatism, 

‘experience’ is viewed as the basic unit of analysis and as the starting point for any 

scientific pursuit which might be able to contribute to knowledge of that situation 

(Brandom, 2011).  Experience denotes the boundaries of understanding, and it is 

experience to which the mind returns when looking for an answer to question or 

doubt.  In this research, ‘experience as method’ is the a priori knowledge and 

understanding that this researcher (and all the research participants) bring to the 

process of inquiry.  It is a reference tool in the critical and generative design spaces 

devised as part of the field research, and is used to question existing practices and 

propose future residency structures.  

 

Community of Inquiry:  A human-centred approach, this research places people at the 

heart of the inquiry process and as the primary creators of knowledge.  This research 

is built on collaborative inquiry in order to identify the research problem and to find a 

resolution.  This method is closely linked to Dewey’s (1938) philosophy and notion of 

‘community of inquiry’, which represents the facility to exchange information and 

investigate problems collaboratively through the comparison and evaluation of 

shared goals and values (Hildebrand, 2008).  

 

Visualisation:  Visualisation is both a generative and reflective practice: it describes 

the way this researcher employs visual making to engage in an inner dialogue 

concerning the development of knowledge on residencies.  Visualisation is critical to 

the capturing and communication of ideas, as well as the development of concepts 
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throughout the research.  In fact, visual constructs from the field of research (such as 

photographs, films, illustrations, diagrams and workshop/prototyping tools) have 

proven invaluable in the communication of concepts to research participants, the 

research project stakeholders and external parties.  Equally, they have been essential 

to building the argument towards the concept development of a new model of 

residency provision as presented in this thesis.  
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Chapter	2.	The	Inquiry	Paradigm	
 

This research demands an inquiry paradigm that is adaptive to, and can explore, all 

facets of this diverse project.  The theoretical framework selected for this challenge is 

pragmatism, largely due to its ability to be applied both to the pursuit of individual 

inquiry and to the paradigm of organisational learning.  Furthermore, a pragmatic 

philosophy allows for discussions on prospective futures, which is paramount in the 

context of considering a new residency model.   

 

This chapter describes some of the philosophical principles of design research in 

order to examine some of the driving principles underpinning this inquiry.  As design 

research is a relatively new discipline, this research determined that the philosophies 

of pragmatism provide a strong foundation upon which to build design theory and 

methods.  As a result, following an overview on design research, discussion will turn 

to an introduction to pragmatism, specifically the works of John Dewey, with a focus 

on his theory of inquiry, experience, community of inquiry and aesthetics.  Building on 

this framework, this section will go on to illustrate the threads that tie together 

pragmatism and design, before examining the way in which the pairing of these fields 

establishes the foundations for the inquiry paradigm of the thesis.  This pairing will 

then be discussed in relation to the design of the research, using case study 

methodology to guide and structure the analysis.   

 

Furthermore, this chapter elucidates the relevance of applying case study 

methodology to this research project.  Specifically, this section will illustrate how case 

study methodology is used as a strategic tool in the evolution of research findings and 

concept development of the new residency model.  The chapter closes by describing 

the selection of methods used for data collection and analysis, discussing the 

theoretical grounding on which they are based, and examining how they support the 

development of the argument in this thesis.  
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Design	Research	
 

This research project exploits the potential for interdisciplinary KE between research 

fields, and explores the integration of theory and practice through meaningful 

collaboration between academia and organisations based in industry.  Due to the 

transformation in the field of design documented above over the past half-century, 

design has expanded both conceptually and in practice, taking on many new forms 

and applications.  This revolution in the understanding and applications of design has 

meant that modern research in this field must understand, embrace and employ this 

multifaceted expression of design.  Due to the multiple access points at which design 

enters this research, it is imperative that design, in its many forms, be employed at all 

levels of inquiry.  In doing so, this research intends to both identify and demonstrate 

the agency of design, as well as its capacity to respond to complexity and pluralism.  

The ‘Introduction’ chapter expanded on this assertion by presenting the case for an 

enlarged view of design, demonstrating some of the areas in which others have 

sought to build bridges between design and other disparate subjects.  This review 

opens the doors to a deeper appreciation of how and why these various conceptions 

and applications of design are relevant to this doctoral research and its findings.   

 

The various design practices which exist in the literature are acknowledged in this 

thesis in order to open up the discussion between design and pluralism, as well as 

explore the overlap between the two concepts.  Pluralism is embedded in design 

disciplines in various theoretical, practical and philosophical traditions (Kimbell, 

2011a).  Likewise, techniques of design are uniquely placed to tackle diversity, 

pluralism and complexity (Alben, 2002; Margolin, 2002; Buchanan, 2010).  After all, 

design is philosophically pluralistic in nature, and pluralism is founded on the tenet of 

accepting diversity in its entirety rather than separating out the elements that exist in 

design.  It is for this reason that pluralism is employed herein as a tool to reveal and 

articulate the use of design.  This perspective allows this study to embrace the 

principles of design, irrespective of their form, culture or context.  
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Having ascertained the importance of recognising the pluralistic nature of design and 

its implications in this context, the following is a discussion on the relationship 

between these ideas and design research.  There have been many significant 

contributions made to the field of design research, but two researchers stand out as 

pioneers in the development of field.  The first, Herbert Simon, believed that design 

is, at its core, a rational approach to problem-solving, and that ‘[e]veryone designs 

who devises courses of action aimed at changing existing situations into preferred 

ones’ (1984 [1969]:129).  The second, Donald Schön, argues that design is a reflective 

practice (1983).  The difference between the two is that Simon (1969) posits design as 

a form of artificial intelligence from a positivist epistemology, while Schön’s (1983) 

constructivist approach focuses on the reflective practice of a designer.  While these 

perspectives may ostensibly seem contradictory, they are both aimed at liberating 

design from the intellectual constraints of mere artefact production in order to 

pursue a more transcendental approach (Krippendorff, 1998).   

 

This is the aim of many contemporary design researchers.  However, the validity of 

design knowledge is still being challenged, a fact which merits serious academic 

attention (Buchanan, 2001).  The first challenge comes from within the field of design: 

indeed, some designers and design educators question the necessity for doctoral 

education in design, and doubt its contribution to solving the practical day-to-day 

problems of design (Buchanan, 1998).  In response to such criticism, design 

researchers point to design’s natural positioning between science and the humanities, 

arguing that these perspectives can be integrated to create a full spectrum of 

understanding in the analysis of design (Dorst, 1997).  The second challenge comes 

from outside the field: some academics working in established fields of social and 

behavioural sciences (as well as the humanities) question whether there is such a 

thing as design knowledge, and whether this justifies scholarly inquiry in ways which 

are different or similar to their own (Buchanan, 1998).  This extradisciplinary 

challenge is of critical importance because design research borrows much from other 

disciplines: as a result, this can generate questions of whether design research really 

exists, or whether it is simply another form of research in the subject area from which 

it has been drawn (Buchanan, 1998).  Indeed, there are others still who believe that 
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design should be autonomous, a separate methodological subsector in its own right 

(Jonas, 2010).  

 

Buchanan (1998), for example, references the works of Dewey (1960) to evidence the 

scientific knowledge which lends a sense of ‘rationality’ to design.  Nevertheless, 

contemporary design researchers question the relevance of scientific knowledge as 

the sole means of understanding the full spectrum of design and the complex 

challenges which design research seeks to investigate (Buchanan, 1998; Dorst, 2007).  

As the field of design expands, and the contexts in which design practice is found are 

re-assessed, design is increasingly associated with social aspects of human endeavour 

(Dorst, 2007; Krippendorff, 1998).  Exploring this facet of design research, Margolin 

(2010) states that:  

 

Given the fact that design is not fixed but is continually developing, we need 
to distinguish between how it is constituted as a subject for design researchers 
and those who educate them and how subject matter is constituted for 
scientists and scholars in the humanities. When we study design, we study a 
form of human action that arises from a social situation.  Design is thus part of 
the study of society rather than nature.  According to the social constructivists, 
society itself is a contingent phenomenon whose structure and organisation, 
like design products, is human made rather than decreed by nature.  Like 
design research, social research may be concerned with what has been done, 
what currently is, and what might be (71). 

 

Buchanan (1998) calls for a more holistic approach to understanding design 

knowledge which integrates relevant scientific knowledge and human values, and 

advocates making this knowledge explicit through three fields of design research: 

design history (gathering evidence on the practice of design); design criticism (an 

assessment of current products); and empirical speculative inquiry (a formation of 

theories to understand design in human culture and its use in the future, often using 

concepts and methods taken from other disciplines, such as psychology, business and 

anthropology).   

 

In contrast, Nigel Cross (1999) understands design research as based on the core 

elements of design: people, processes, and products.  From this perspective, he has 
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developed three fields of design research: design epistemology (people – 

investigating the human ability to design); design praxeology (process – strategy, 

design methodology and the application of techniques); and design phenomenology 

(products – form and the creation of artefacts).  According to Cross (1984:vii), design 

methodology is ‘the study of principles, practices and procedures of design’: it 

describes the way designers work and think, the ways in which the design process is 

structured, the development of new methods, and the reflective process of designing 

that leads to problem-solving. 

 

According to Dorst (2007), a paradigm shift is required to evolve the field of design 

research.  The main purpose of this shift should be discover methods of elucidation of 

that which cannot currently be explored or explained through traditional design 

research disciplines (Dorst, 2007).  There are four elements of design, yet three of 

these are often ignored by design research:  

 

• Object of activity (the problem and resulting solution, i.e. ‘the content’).  

• Actor (the designer, group or organisation engaged in designing).  

• Context in which designing takes place.  

• Design process (the framework and connections within the complex process 

of the activity under investigation).  

 

The latter is the sole focus of too many studies which fall short of holistic 

understanding because their blinkered approach results in findings that only reveal an 

extract of the whole (Dorst, 2007).  Such dated design research has turned debates 

on design into something which is process-orientated and prescriptive (Dorst, 2007).  

What is clear from all these theoretical suggestions on design research, echoed by the 

design philosophy described at the beginning of this chapter, is that there is a much 

greater scope for the application and understanding of design in research.   

 

However, as the field of design research is a relatively recent endeavour, and this 

study is positioned between design, management and the humanities, this research 

presented an ongoing demand to develop an understanding of design epistemology 
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supported by a philosophy which would reflect and substantiate the aims of the 

research.  It became clear that the philosophy best able to articulate these aims is 

pragmatism, which is discussed in detail in the following section before being fully 

integrated into a pragmatic design framework.  

 

Pragmatism	and	the	Philosophy	of	John	Dewey	
 

Dewey’s pragmatism can be understood as an embodiment of inquiry: the objective is 

not to define the properties of reality, but to understand that inquiry is an active and 

participatory method of gaining an understanding of an experience that can be 

applied to current and future contexts.  Originating in America, traditional 

pragmatism sought to expound connections between theory and praxis, arguing 

against other restrictive dualisms, such as subject and object (Rumens & Kelemen, 

2013:3).  Charles Peirce (1839-1914), the founder of pragmatism, noted that 

theorising alone was fallible, and that concepts should be tested in the real world.6	 

Pragmatists recognised that the inquirer operates in a social world, and thus a 

research endeavour must embrace complexity and pluralism, acknowledging that 

there are multiple interpretations, perspectives and methodologies which can be 

applied to situations.  Pragmatists are also of the opinion that practical experience 

and critical dialogue can uncover the best courses of action to situations of 

indeterminacy.  

 

However, many others from various philosophical and scientific fields do not share 

these tenets, and there has been a significant amount of debate around pragmatism: 

this is largely due to the fact that some interpretations (originating as much from its 

followers as opponents) have distorted and simplified the philosophy (Crotty, 2009).  

A common trap is the confusion arising from what defines the pragmatic, and how 

this differs from pragmatism.  Exploring this complication, Baert (2013:27) proposes a 

clarification of the difference between a pragmatic stance (‘pragmatic’) – a choice of 

                                                        
6	

In later life, however, Charles Peirce disliked the way that pragmatism had evolved from the philosophies of his 
contemporaries, William James and John Dewey, and he denounced himself as a pragmatist. 
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concepts and methods taken to suit a situation at hand – and a pragmatic attitude 

(‘pragmatism’) – which questions the appropriateness of a philosophical outlook on a 

social research endeavour.  However, other interpretations of the pragmatic debate 

propose that the crux of the issue lies in the understanding of both the rational and 

creative process of thinking (Holder, 1995).  Holder proposes the term ‘naturalistic 

emergentism’ as a way to express Dewey’s (1933; 1938) understanding of a common 

ground between the disparate notions of cognitivism and noncognitive experience, 

where thinking and knowledge are embodied in the process of inquiry.  

 

John Dewey is possibly the most recognised pragmatist philosopher, and his works 

still hold meaning today.  Contemporary interpretations of his thoughts manifest 

themselves in diverse fields, such as education, organisational theory, management 

and art, to name a few.  During his lifetime, Dewey responded directly to the existing 

debates on science, and his view of the evolution of physical sciences, as explained in 

Experience and Nature (1925), is that science is rooted in the arts and nature, and 

that further development has led to a separation from its foundation through a 

process of simplification and manipulation.  As Dewey explains: 

 

Even when science had come to include a method of experimental search and 
finding, it was still defined as insight into, grasp of, real being as such, in 
comparison with which other modes of experience are imperfect, confused 
and perverted.  Hence a serious problem.  If the proper object of science is a 
mathematico-mechanical world (as the achievements of science have proved 
to be the case) and if the object of science defines the true and perfect reality 
(as the permutation of the classic tradition asserted), then how can the 
objects of love, appreciation – whether sensory or ideal – and devotion be 
included within true reality? (1925:135). 

 

For Dewey, the world and nature are one.  His metaphysical point of view - ‘empirical 

naturalism’ – includes a complexity and plurality of existences which interact with one 

another: his belief is that the role of metaphysics is to explore and illustrate this 

dynamic, not to describe the origin of the world or base it on one or two things from 

which it might have emerged (Dewey, 1977).  Pluralism and complexity are critical to 

his philosophy, and these core tenets lead him to conclude that the world is in flux, 
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and that indeterminacy and contingency are constants in the process of inquiry 

(Dewey, 1977; Koopman, 2009).   

 

Dewey’s framework for pragmatism is ‘instrumentalism’, which he proposes is 

comprised of concepts and theories which are not valued on the basis of 

epistemological principles, but on their ability to attend to real-life situations or 

problems (Rumens & Kelemen, 2013).  Instrumentalism defines his theory of 

‘knowing’, and this is used to reject what he terms ‘spectator’ theories, because these 

opposing philosophies do not agree with his view of the knower as participatory and 

obtaining knowledge as a practical activity (Dewey, 1977).  ‘Knowing’ is not concerned 

with determining the properties of an antecedent reality: rather, the goal of inquiry is 

‘objects of knowledge’ (Dewey, 1925; Dewey, 1977).  According to Dewey, these 

‘objects of knowledge’ are ‘[e]mpirically individualized objects, unique affairs, [which] 

exist. But they are evanescent, unstable. They tremble on the verge of disappearance 

as soon as they appear’ (1925:148). 

 

Knowledge is experimental: it starts with an indeterminate situation and ends with 

resolution (Dewey, 1916; in Dewey, 1977).  It is also considered a guide for action, 

since any experimental knowing will involve a physical ‘doing’ (Baert, 2013).  It is 

intended that inquiry, where the aim is to gain ‘objects of knowledge’, also serves as a 

driver for change, which can be measured through assessing the gaps between these 

changes and the outcome or ‘resolution’ (Dewey, 1930; in Dewey, 1977).  As a result, 

the value of knowledge can be understood in its application to a concrete situation, or 

evaluated for its usefulness as a guide for action - in particular, as a solution of 

indeterminate situations which affect individuals and communities (Rumens & 

Kelemen, 2013:9). 

 

More recently, ‘neo-pragmatism’ and ‘New Pragmatism’ has attempted to take centre 

stage and evolve the philosophy for modern times.  Still, many refuse to accept this 

transformation due to a lack of conceptual clarity, and it has never been well-received 

in academic domains (Ibid:8-9).  However, the value of neo-pragmatism is that it does 

attempt to break free from some of the previous generation’s obsession with 
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scientific conjectures and emphases, which overlooked the importance of considering 

how these pragmatist philosophies might be applied to individuals and communities.  

Instead, neo-pragmatism proposes the adoption of a different stance: being open to 

uncomfortable experiences, which may lead to new knowledge being embedded into 

practice (Baert, 2013).   

 

This is crucial, as this doctoral study draws on similar concepts within the field of 

design research, and proposes that pragmatism can offer design research the 

philosophical foundations it demands [Table 1].  Furthermore, this research evidences 

that design can offer pragmatism a pathway for contemporary understanding and 

use.  The following section explores this idea further by examining the amalgamation 

of existing and contested ideological systems from the discipline of design, which will 

be discussed in the context of pragmatism.   

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 



 

	

47 

 

Pragmatist	Theory	 Meaning		 Relation	to	Thesis	 References	
	
Instrumentalism	

 
Concepts and theories 
not valued on basis of 
epistemological 
principles, but on their 
ability to attend to real-
life situations or 
problems. 
 

 
Concepts and theories 
are considered in the 
context of residency 
practices, and how to 
develop a future design 
residency programme. 

 
Rumens & Kelemen 
(2013) 
 
Dewey (1977) 

	
Empirical	naturalism	

 
Complexity and 
plurality of existences 
interact with each 
other – world is in flux 
and indeterminacy and 
contingency are 
constants in inquiry. 
 

 
Complexity and 
pluralism are key 
tenants of the inquiry, 
using case study 
methodology to 
explore concept 
development for the 
future of design 
residencies. 
 

 
Dewey (1977) 
 
Koopman (2009) 

	
Naturalistic	
Emergentism	

 
Overlap between 
cognitive and 
noncongnitive 
experience.  
 

 
Thinking and 
knowledge are 
embodied in the 
process of inquiry.  

 
Dewey (1933; 1938) 
 
Holder (1995) 

	
Objects	of	Knowledge	

 
Empirical events or 
objects that posses and 
demonstrate 
knowledge but are 
short-lived in the 
dimension of time and 
complexity. 
 

 
Objects of knowledge 
are used to explore 
existing notions of 
residency and consider 
future propositions 

 
Dewey (1925) 
 
Dewey (1977) 

Table 1: ‘Pragmatist Theories in relation to the inquiry’  

 

Application	of	Pragmatism	in	Design	
 

Dewey saw a need for the continuous development of pragmatist philosophy, and 

called on future researchers to advance his theories for the benefit of mankind, and 

as a means to generate ideas for scientific work (Dewey, 1977).  As outlined above, 

this movement continues beyond Dewey, and many have attempted to make 

pragmatism relevant to contemporary experience: of these, Rorty is defined as the 

philosopher who reinvigorated pragmatism (Melles, 2008; Rumens & Keleman, 2013).  
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However, there has also been a proliferation of pragmatism in other fields of research 

(including education, politics and organisational studies).  

 

Certainly, there has been a steadily growing appreciation for pragmatism in academic 

design research, and some researchers directly reference the works of Dewey in the 

development of their own ideas.  Buchanan’s (1992) seminal piece, Wicked Problems 

in Design Thinking, builds on Dewey’s theory of the sciences as art to substantiate his 

argument that design (being located between the two fields) holds ever-increasing 

meaning and relevance in contemporary culture.  In their exploration of human 

interaction with technology, McCarthy & Wright (2004) use Dewey’s argument of 

experience as method to illustrate the alliance between prosaic and aesthetic 

engagement.  Steen (2013) uses Dewey’s philosophy and his pattern of inquiry to 

examine the process of co-designing technological innovations advanced by industry 

and academic partnerships.   

 

Several doctoral theses aiming to examine design from a subject or research 

perspective also draw on pragmatist philosophy to form the theoretical framework 

for analysis.  Gedenryd (1998) describes the way in which pragmatist philosophy can 

be applied to control principles, and uses the notion of constraints as ‘instruments’ of 

inquiry in the designer’s ‘process’ (that is to say, the investigative framework created 

by a designer to facilitate a purposeful means to an end).  Lengkong Wakkary (2009) 

contributes to the theory of interaction design by exploring the experience shaped by 

the process of pragmatic inquiry in design.  In a study of an architectural design firm 

engaged in building new social housing in Scotland, Berthold (2013) adapts Dewey’s 

pragmatism to illustrate the construction of knowledge within communities of 

inquiry.  Other studies have naturally brought pragmatism into the discussion: Wright, 

Wallace & McCarthy (2008), for example, further elaborate the pragmatic philosophy 

of McCarthy & Wright (2004), using Wallace’s design-led jewellery practice to develop 

a framework incorporating aesthetics into user-centred design.   

 

In other cases, pragmatism is alluded to, or elements are present but not explicitly 

stated, yet connections can be made.  In the previous chapter, Dorst’s (2007) 
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argument for a more holistic approach to design research was explored, in which the 

content, the actors, the context and the process are all under investigation.  Dewey 

presents a very similar argument for the development for studies in psychology, 

stating that attempting to explain complex social situations becomes ‘hazy and 

forced’ when explanations rely on specific direct references, and remarked that ‘till 

[sic] we know the specific environing conditions under which selection took place we 

really know nothing’ (Dewey, 1983:66). 	In addition, Dewey remarked that reflection is 

not the human ability to understand experience and transform it to something ‘really 

real’, but is connected to ‘the contextual situation in which thinking occurs’ (Dewey, 

1981:61).	 

 

Melles (2008) accurately points out that there is an inherently pragmatic quality to 

design.  Be that as it may, Melles (Ibid.) argues that since academic design research is 

still in its infancy, a more explicit inclusion of pragmatism would increase rigour in 

both theory and practice.  He also adds that pragmatism’s connection to 

methodological pluralism means it is adaptable and has relevance in the disparate 

fields of design.  Indeed, the pragmatic nature of design was previously noted by 

Romme (2003), who exposes the links between the fields of science and design, and 

argues for a broader approach to organisational studies which would also incorporate 

design theory.  

 

Within design research, Lengkong Wakkary (2009) employs existing design theories 

from Schön (1983) and Rittel & Webber (1973) to argue for a correlation between 

design and Dewey’s pragmatism: he states that Schön recognises ‘design as a 

conversation’, and Rittel & Webber view ‘design as argumentation’.  Lengkong 

Wakkary then goes on to say: 

 

In either case, each analogy explicitly describes an activity in which the actions 
of speaking/listening, and the nature of what is being said/understood are 
intertwined and dynamically inform each other for further prospective actions. 
We can view design in pragmatist terms as the interactions between an 
inquirer or designer, subject-matters or possibilities within the lived world, 
and actions (Ibid:91).  
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Dewey (1991 [1910]) defined thinking for the purpose of inquiry as an ‘operation in 

which present facts suggest other facts (or truths) in such a way as to induce belief in 

the latter upon the ground or warrant of the former’ (8-9).  A critical component of 

this intellectual thinking, also described by Dewey as ‘reflective thought’, is this 

process of using one idea to substantiate another in order to validate one’s beliefs 

(Dewey, 1991 [1910]).  It was Dewey’s work on reflective thinking that inspired Schön 

to develop his theories of reflective practice (Schön, 1992).  Indeed, Schön uses the 

philosophy of Dewey to substantiate his argument on the epistemology of designing: 

 

Designing, in the narrower sense proper to the design professions, offers a 
vivid way of understanding what Dewey meant by transactional inquiry 
shaping and then shaped by a problematic situation, “institut[ing] new 
environing conditions that occasion new problems” (1992:127). 

 

Furthermore, Schön embedded Dewey’s philosophy in his other works on the wider 

applications of design.  In earlier works, Schön (1971) proposes that that the core 

elements of our identity (such as occupation, disciplines, family backgrounds, and so 

on) provide the grounds for what he terms the ‘stable state’: this is the ‘belief in the 

unchangeability, the constancy of central aspects of our lives, or belief that we can 

attain such a constancy’ (9).  However, he observes that rapidly changing society 

caused a fragmentation of identity and the loss of the ‘stable state’, a phenomenon 

which not only affects the individual, but also institutions, since they too are forced to 

change in response to new challenges (Ibid.).  In light of this, Schön (Ibid.) proposed 

new assumptions built around the understanding of ‘transformation’ and ‘learning’, 

suggesting that society and institutions were in a perpetual state of change, and that 

individuals should be responsible for facilitating these transformations.  According to 

Schön (1983), this is achieved through honing the skills of continuous learning and 

mirroring these competencies in the structures of institutions.   

 

In developing these theories of learning and transformation in his pivotal publication, 

The Reflective Practitioner, Schön (1983) advances his empirical theories of the 

changing environment, and notes that this has also caused a crisis of professional 

practice.  He states that ‘[w]e are bound to an epistemology of practice which leaves 
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us at a loss to explain, or even describe, the competences to which we now give 

overriding importance’ (Ibid:20).  Furthermore, he states that an over-reliance on 

professional autonomy has proven unreliable in many cases, and systematically 

interrogates the legitimacy of professional knowledge, morality, and judgement 

(Ibid.).  Working with this notion of a crisis in professional practice, Schön developed a 

new epistemology of practice - one which reflected his constructivist view of the 

world.  

 

Indeed, pragmatist philosophy resonates throughout Schön’s philosophy.  Schön 

(Ibid.) cites Dewey as an inspiration in defining the characteristics of problematic 

situations: namely, that they are uncertain, disorderly and indeterminate.  To 

overcome difficulty, Schön states that the practitioner should employ reflective 

practice as a corrective method to over-learning, as a critical examination of one’s 

own tacit knowledge, and as a means to understand challenging and uncertain 

situations (Ibid.).  Similarly, we note that Dewey (1991 [1910]) proposed the notion of 

‘reflective thinking’, which is initiated when doubting a certain issue in order to 

uncover pathways to resolution: he deemed this a process of investigation, which can 

shed light upon facts and overturn certain beliefs.  His view was that reflective 

thought is an ‘active, persistent, and careful consideration of any belief or supposed 

form of knowledge in the light of the grounds that support it, and the further 

conclusion to which it tends’ (Ibid:6).   

 

For Dewey (1991 [1910]), the central tenet in reflective thought is allowing the 

knower to consider if their belief is warranted.  Similarly, Schön’s ‘reflective 

practitioner’ shapes the situation: his practitioner is an experimenter attempting to 

comprehend the situation, and a creator developing a solution (Adams et al., 2003).  

As part of this process, the notion of ‘framing’ a problem is developed, which sees the 

practitioner examine a complex situation and develop a set of possible actions.  

Likewise, Dewey (1991 [1910]) proposes that ‘[t]hinking, for the purposes of inquiry, 

is defined accordingly as that operation in which present facts suggest other facts (or 

truths) in such a way as to induce belief in the latter upon the ground of warrant of 

the former’ (8-9, original emphasis).  There is therefore a connection between Dewey 
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and Schön’s articulation of thinking as a process which is dictated and developed over 

time.  

 

Dewey understood reflective thinking to be the period of inertia between the 

confusion arising at the outset and the resolution at the end; yet inquiry is always 

intended as a practical endeavour, because thinking aims to solve a problem arising 

from interaction with one’s environment (Dewey, 1977).  Perhaps it could be posited 

that Schön actually takes Dewey’s notion of reflective thought a step closer to what 

true pragmatism demands: a combined process of inquiry and action.  From Dewey’s 

point of view, thinking allows for the reorganisation of an environment, creating new 

courses of action and considering the future consequences of these actions (Dewey, 

1977).  This sentiment is echoed by several design academics, who believe the 

designer engages in a reflective conversation about the different pathways in an 

inquiry in order to shape a feasible and suitable outcome (Schön, 1983; 1987; Adams 

et al., 2003; Thorton, 2005; Paton & Dorst, 2011).  This is the key element of 

‘reflection-in-action’, triggering ‘back-talk’ - the reflective conversation between 

practitioner and the results of their inquiry to develop a deeper understanding of 

troubleshooting within design ( Schön, 1983; 1987; Adams et al., 2003).  The 

reflective practice model captures the complex, cyclic and narrative process of design 

(Adams et al., 2003) which has been noted as a key component of design thinking 

(Paton & Dorst, 2011).   

 

These crucial links between pragmatism and design thinking need to be explored 

further.  Buchanan (1992) contends that design thinking can be applied to disciplines 

in which ‘wicked problems’ meet creative human endeavour.  As design is 

characterised by its inherent indeterminacy, this can explain the complexity and 

distinctive challenges of design, and their concomitant wicked problems (Buchanan, 

1990; Hobday et al., 2012).  Rittel & Webber (1973) identified wicked problems as 

social issues which have developed in a context wherein a wide range of individuals 

and institutions hold varying beliefs and aims, which in turn form an intricate web of 

challenges that cannot be tackled through mechanistic scientific approaches.  The 

notion of wicked problems was later appropriated by the discipline of design in an 
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attempt to explain similar complexities emerging in the expanding field of design.  

According to Kolko (2012), a wicked problem can be defined as: 

 

'[A] social or cultural problem that is difficult or impossible to solve for as 
many as four reasons: incomplete or contradictory knowledge, the number of 
people and opinions involved, the large economic burden, and the 
interconnected nature of these problems with other problems’ (unpaginated).  

 

These ‘wicked’ characteristics are comparable to the complexities and 

indeterminacies that Dewey acknowledges in situations of inquiry.  Indeed, Dewey 

defines inquiry as ‘the controlled or directed transformation of an indeterminate 

situation into one that is so determinate in its constituent distinctions and relation as 

to convert the elements of the original situation into a unified whole’ (1938:104-105).  

Having identified some of the correlations between Dewey’s philosophies and the 

theoretical underpinning of design research, the next section of this chapter will 

examine the relationship between patterns of inquiry in pragmatism and design 

thinking, with the intention of further solidifying the connection between these two 

fields.   

 

Dewey’s	Pattern	of	Inquiry	and	the	Design	Council’s	Double	Diamond	Model	
of	the	Design	Thinking	Process	
 

Using the visualisation to examine in greater detail whether Dewey’s philosophies 

have relevance within contemporary design theory, this study merges theories of 

Dewey’s pattern of inquiry and the Design Council’s ‘Double Diamond’ design thinking 

process.  The resulting diagram utilises the five stages of Dewey’s pattern of inquiry: 

the indeterminate situation; institution of the problem; determination of problem-

solution; reasoning; and operational character of facts-meanings (1938:105-117).  

The Design Council’s Double Diamond has been selected in this instance because of 

its wide recognisability, malleability and proliferation in the field of design.  

Furthermore, the Double Diamond was selected over other models in design because 

it has been appropriated by many in design to describe the design thinking process, 
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rather than its original intention of a means to describe the process for design 

innovation in product development.7  The Comparative Diagram [Figure 1] illustrates 

the overlap between the Design Council’s Double Diamond design thinking process 

and John Dewey’s pattern of inquiry, and is presented as evidence that there is more 

to the existing connections of the Dewey’s metaphysical philosophies and design than 

described in the literature of the section above, and demonstrates that Dewey’s 

pattern of inquiry is significantly similar to the way design thinking is currently being 

communicated.  Using visualisation in this instance is critical, as it offers a way to layer 

two complex and seemingly disparate processes together.  To this end, the diagram 

below [Figure 1] is used to illustrate how each stage, as described by Dewey and the 

Design Council, share common characteristics. 

 

However, it is important to note that this diagram is not meant to confer perfection in 

the Double Diamond’s ability to describe the design thinking process: after all, no 

design process models are perfect, nor is it believed that the comparison between the 

two is seamless.  Instead, the aim of this exercise is to unpack and initiate discussion 

on the connections between the design process and Dewey’s pattern of inquiry.  

Therefore, each phase of the diagram will be accompanied by a short discussion.  

These summaries give an overview of each stage as understood by the Design Council 

and Dewey, as well as discuss each model in relation to the other.  

                                                        
7
 Other models considered were IDEO’s Design Thinking Process model and Darden’s Design Innovation model.  Design Council’s 

Double Diamond was selected due to its popularity within industry and academia in the British context, and due to the fact that 
in recent years, design researchers have adapted and adjusted it as a means to discuss theoretical hypotheses and a tool for 
pushing notions on design thinking further within the field (c.f. www.thoughtworks.com; www.hyperisland.com; 
www.dstudio.ubc.ca).    
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Figure 1. Comparative diagram between Design Council’s Double Diamond design process and John 
Dewey’s pattern of inquiry.   

Adapted from The Design Council (2007) by this author, this diagram is evidence that there is still much 
to learn from Dewey’s philosophies in design theory, and is therefore a contribution to knowledge in 
the field of design research.  Furthermore, this diagram is a visualisation of this doctoral research 
endeavour, as it defines the stages of the research that have been undertaken in the concept 
development phase of a new design residency model.  Furthermore, these phases are considered the 
the stages of what can be considered ‘the case’ in defining the boundaries of the case study, a process 
which is further explored in the sub-chapter on research methodology below.  
 

	

Discover	–	The	Indeterminate	Situation	
 

The ‘discover’ phase in the Double Diamond is viewed as the beginning of the process 

during which the initial idea or inspiration is identified.  It is considered a period of 

‘divergent thought’, which allows for a wide range of influences and propositions to 

be considered in relation to the subject at hand (Design Council, 2007).  The Design 

Council contends that this is the point at which the need to create a new product or 

service is recognised, or indeed, that an existing product or service within a company 

needs refinement.   
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Similarly, the ‘indeterminate situation’ is defined by Dewey as the initial phase of 

inquiry, which is prompted by the sense that something is wrong, or as Dewey (1938) 

puts it: ‘[w]e are doubtful because the situation is inherently doubtful’ (105-106).  

This doubt does not simply reflect a personal feeling, but serves as an indicator of an 

‘entire situation which is doubtful’ (Hildebrand, 2008:54, original emphasis).  To some 

extent, inquiry and questioning are synonymous: when something is questioned, it 

necessitates inquiry, and ‘[t]hus it is the very nature of the indeterminate situation 

which evokes inquiry to be questionable; or, in terms of actuality instead of 

potentiality, to be uncertain, unsettled, disturbed' (Dewey, 1938:105).  In this context, 

this feeling of doubtfulness is the unique criterion of this phase, acting as a guide to 

lead the doubter into subsequent phases of inquiry (Hildebrand, 2008). 

 

In both the ‘discover’ and ‘indeterminate situation’ phases, the initial stage of the 

process is led by an underlying need for change; either by conceiving a new idea to fill 

a gap in the market, or updating an existing product or service by identifying a feeling 

of uncertainness in a situation.  Both describe a phase of divergent thinking and 

openness to assessing the environment in order to identify the problem.   

 

Define	–	Institution	of	the	Problem	
 

In both the Double Diamond model and Dewey’s pattern of inquiry, the primary 

outcome of the second phase is to reach a definition of the problem, yet each 

describes it in a different way.  Dewey (1938:107) draws on the well-known 

expression to remark that a ‘problem well put is half-solved’, or as Hildebrand (2008) 

puts it, ‘[i]n addition to judging that it is a problem, we judge how it is – we define it’ 

(54, original emphasis).  This stage is crucial, as the success of further phases of 

inquiry hinges on the correct articulation of the problem at this stage (Hildebrand, 

2008).   

 

In pragmatism, this is a phase of locating and identifying the problem.  This process 

represents ‘the partial transformation by inquiry of a problematic situation into a 
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determinate situation’ (Dewey, 1938:108).  Likewise, the ‘define’ stage is the second 

quarter of the Double Diamond, representing the phase in which the ideas from the 

‘discover’ phase are subjected to evaluation, selection and rejection (Design Council, 

2007).  Their interpretation and refinement allow for the problem to be defined and 

articulated, from which embryonic ideas for solutions begin to emerge (Ibid.).   

 

In both cases, the problem definition is formulated at this stage: however, it may be 

that this definition is subject to further iterations and refinement at a later point 

(Hildebrand, 2008).  It should be noted that this definition should be constructed with 

great care, as the way the problem is articulated is of great importance.  According to 

Dewey, ‘[t]he way in which the problem is conceived decides what specific 

suggestions are entertained and which are dismissed; what data are selected and 

which rejected; it is the criterion for relevance and irrelevancy of hypotheses and 

conceptual structures’ (1938:108). 

 

 

Problem	Definition/Design	Brief	–	The	Determination	of	Problem–Solution	
 

In the Double Diamond model, the ‘define’ stage concludes when the problem has 

been delineated and a clear plan set out for a new design-led product or service that 

attends to the problem at hand (Design Council, 2007).  This is the time for conceiving 

possible solutions to the problem identified in the previous stage, and is often 

articulated in the design brief.  By the same token, ‘determination of problem-

solution’ succeeds the ‘institution of the problem’ stage by identifying the factors in 

‘existence’ (that is, as they exist in their current form) and placing them in 

‘observation’ (Dewey, 1938:109).  In other words, ‘the possible solution presents 

itself, therefore, as an idea, just as the terms of the problem (which are facts) are 

instituted by observation.  Ideas are anticipated consequences (forecasts) or what will 

happen when certain operations are executed under and with respect to observed 

conditions.’ (Dewey, 1938:109).   
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This possible solution is also referred to as a hypothesis.  A hypothesis ‘utilizes both 

the perceptual facts and theoretical ideas making up the situation by putting them 

into conceptual play with one another’ (Hildebrand, 2008).  Hypotheses are 

formulated by the ‘imaginative process [in which] past facts are used to make 

forecasts about the consequences of executing various operations under observed 

conditions’ (Dewey, LW 12; cited in Hildebrand, 2008:55).  As Figure 1 illustrates, the 

pairing of these two processes proposes that a connection can be made between the 

point in the design process in which the brief is devised, and what is understood as a 

Deweyan hypothesis for a possible solution: a proposition which advances a potential 

means to transform an indeterminate situation into a determinate one.  The pivotal 

point during both of these processes is the moment the indeterminate becomes 

determinate because possible solutions are formed as a result of understanding the 

problem. 

 

 

Develop	–	Reasoning	
 

This phase, which is called ‘reasoning’ by Dewey and ‘develop’ by the Design Council, 

is about moving forward with ideas.  For Dewey, reasoning is a process in which:  

 

[T]hrough a series of intermediate meanings, a meaning is finally reached 
which is more clearly relevant to the problem in hand than the originally 
suggested idea.  It indicates operations which can be performed to test its 
applicability, whereas the original idea is usually too vague to determine 
crucial operations.  In other words, the idea or meaning when developed in 
discourse directs the activities which, when executed, provide needed 
evidential material (Dewey, 1938:111-112, original emphasis). 

 

Correspondingly, the ‘develop’ phase is regarded as a period of testing and reviewing 

of ideas formed during the process of defining the problem and the design brief.  It 

signifies the support and progress of development of one or more ideas which are 

thought to address the original problem (Design Council, 2007).  Within the design 

process, this is executed by design methods such as visualisation, service blueprint-

mapping and early-stage prototyping.  Often, in this phase, similar methods to those 
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used in the ‘define’ stage are employed: however, these are applied with the aim of 

realising a product or service (Ibid.).   

 

For Dewey, this is the stage in which the hypothesis is tested by proposing the 

possible consequences which could be produced, a selection process which leaves 

only those solutions most capable of resolving the problematic situation (Hildebrand, 

2008).  In the design process, the aim of this phase is to iterate and prototype so that 

the product or service is as advanced as possible (Design Council, 2007).  In both 

models, the intended aim is to consider various consequences of the ideas put 

forward as solutions to the identified problem.  This phase ends with a clearer 

understanding of the consequences of the idea’s application. 

 

 

Deliver	–	The	Operational	Character	of	Facts-Meaning	
 

Dewey’s development of a fully justified conclusion of inquiry is drawn from Peirce’s 

argument that meanings must be ‘tested in action’ (Hildebrand, 2008:56).  This tenet 

is perhaps most apparent in the final phase of inquiry, wherein ‘[i]deas are 

operational in that they instigate and direct further operations of observation; they 

are proposals and plans for acting upon existing conditions to bring new facts to light 

and to organise all the selected facts into a coherent whole’ (Dewey, 1938:112-113).   

 

Similarly, this is the phase in the design process in which the final concept (e.g. an 

advanced prototype or service blueprint) is committed to production and delivery 

(Design Council, 2007).   This final stage attends to the details, pinpointing any final 

issues or limitations in the product or service before it is launched (Ibid.). The intent is 

to create a product or service which resolves the original need identified in the 

‘discover’ phase, an act of reflection similar to that demonstrated in Dewey’s notion 

of inquiry.  
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This comparative analysis of process could also be executed using other similar 

design-thinking process diagrams, such as the d.school Design Thinking Process 

(Hasso Plattner Institute of Design at Stanford website) and the IDEO Design Process 

models (IDEO website).  When considering theoretical constructs that inform by 

Dewey’s pattern of inquiry in design, such as Schön’s (1983) ‘reflective practitioner’, a 

critical limitation of this diagram is that it presents the process of inquiry and design 

as a linear progression of sequential events: however, the nature of both pragmatist 

inquiry and the design process is, as has been well-argued, not as straightforward.  

However, the analysis above has achieved two objectives: first, to examine explicit 

areas of overlap between these two processes; and second, to present and explore 

Dewey’s pattern of inquiry as a framework for this doctoral research.  In order to 

continue establishing this research framework, discussion will now turn to an 

examination of the application of case study methodology employed herein.  

 

Case	Study	Methodology	
 

This section examines how case study methodology exists within the inquiry 

paradigm.  Kuhn (1970) describes a paradigm as ‘a universally recognized scientific 

achievements that for a time provide model problems and solutions to a community 

of practitioners’ (viii).  Denzin & Lincoln (2011) build on Kuhn’s definition by proposing 

a paradigm as ‘a basic set of beliefs that guide action’ (91).  With these definitions in 

mind, and having explored this researcher’s principle understanding of inquiry, this 

chapter further explores these notions of ‘paradigm’ as it pertains to the applied 

research methodology.   

 

Forming a methodology for this research without other studies in a similar vein to 

refer to as a guide is a peculiar endeavour, as several suitable methodologies 

presented themselves as potentially applicable to the research.  However, this study 

demands the development of an innovative approach to the execution of its research.  

As a result, given that this process of inquiry is underpinned by pragmatist philosophy, 

case study methodology is the most appropriate for the research endeavour at hand.  
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Furthermore, employing case study as a methodology does not imply use of a 

particular type of method within the research process (Ragin, 1992), which suits the 

mixed-method approach derived from pragmatism employed herein.    

 

Stake (1998) holds the opinion that the case study format is selected not for 

methodological preference but as the object of focus: what is being studied takes 

precedence.  He states: ‘a case study is both the process of learning about the case 

and the product of our learning’ (Stake, 1998:87).  Therefore, it is proposed that case 

study methodology in this context is a way of creating a strategic research process, 

one which is able to define and achieve the aim of this study: namely, the 

presentation of new knowledge in design-led concept development of a future design 

residency model.  Furthermore, case study methodology serves as the boundary in 

exploring the extent to which pragmatism can be applied, and as a guide in the 

evolution and postulation of the argument which is developed throughout this thesis.   

 

The issue of demarcation in a case study is always the cause of much debate, and 

many noted thinkers on the subject have provided their own terminology to help 

define the perimeter of ‘a case’.  Stake (1995) uses the term ‘bounded system’, while 

Ragin (1992) uses the neologism ‘casing’ to denote a specifically defined process, and 

David and Sutton (2012) understand case study as an in-depth study of a specific 

‘unit’.  Flyvbjerg (2013) states that if a case study is selected as the research 

approach, what defines the case is the subject of what is being investigated, not how 

the methodology is used to conduct the case.  Ragin (1992) believes that a case may 

also emerge gradually, perhaps only forming during the final stages of research when 

considering the evidence and findings.  Building on Stake (1995), Creswell (1998) 

delineates a case study as:  

 

[A]n exploration of a “bounded system” or a case (or multiple cases) over time 
through detailed, in-depth data collection involving multiple sources of 
information rich in context.  This bounded system is bounded by time and 
place, and it is the case being studied – a program, an event, an activity, or 
individuals (Creswell, 1998:61). 
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Parallels can be drawn between these definitions of the boundaries of a case study 

and the characteristics of Dewey’s ‘situation’.  As Dewey explains, a situation is ‘actual 

experience, there is never any such isolated singular object or event; an object or 

event is always a special part, phase, or aspect of an environing or experienced world’ 

(Dewey, 1938:67, original emphasis).  However, he also remarks that there is often a 

fixation on the singular object, and argues for interconnectedness between object 

and context, as understanding the object relies on ‘its especially focal and crucial 

position at a given time in determination of some problem of use or enjoyment which 

the total complex environment presents’ (Ibid.).   

 

This premise is echoed in case study methodology, which requires disclosure of the 

entire situation in order to contemplate a specific single event or object within it. 

Furthermore, for Dewey (1938), reaching a warranted belief is what bounds a 

situation into what he refers to as an ‘ordered whole’.  This is when ‘the particular 

facts and kind of facts that will link up with one another in the definite ways that are 

required to produce a definite end.  Those not found to connect with other in 

furtherance of this end are dropped and others are sought for.  Being functional, they 

are necessarily operational.  Their function is to serve as capacity to form an ordered 

whole in response to operations prescribed by the ideas they occasion and support’ 

(Dewey, 1938:113).  Dewey dwells on the importance of facts being understood as 

part of a complex whole and in interaction with one another, not only in isolation 

(Dewey, 1938).  Dewey’s understanding of the ‘ordered whole’ could be the first 

attempt at articulating of what was later described by the upholders of case study 

methodology as the ‘bounded system’ (Stake, 1995; Creswell, 1998), ‘unit’ (David & 

Sutton, 2012), or ‘casing’ (Ragin, 1992).  

 

Advocates of case study methodology are also concerned by these core elements 

described by Dewey.  As Flyvbjerg (2013) notes, the crucial factor is not the 

methodological approach implemented for a case study, but the application of the 

three principle characteristics of case study: these emphasise that the case should be 

‘intensive’, highlight ‘developmental factors’, and focus on the context or ‘relation to 

environment’ (Ibid:170).  Stake (1995) believes that case studies are founded on 
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understanding the actors and the perspectives of individuals in a study, including the 

multiple and often variable experiences of the individuals being studied.  Echoing 

Flyvbjerg’s case study principles, Stake (Ibid.) remarks, a ‘good case study is patient, 

reflective, willing to see another view of the case. [...] We want to appreciate the 

uniqueness and complexity of the case, its embeddedness and interaction with its 

contexts’ (12-16).  Crucial to this research is the notion that only case study can 

adequately attend to the complexities of undertaking research in design, in that it 

enables a holistic view of its constituent parts - i.e. object, actor, context and design 

process (Dorst, 2007) - and allows the interlaced relationships between them to be 

captured and analysed.  

 

Equally critical to understanding case study methodology principles is understanding 

the subject of the case study under investigation (Ragin, 1992).  However, the 

complexity and ambiguity of reality challenges any attempt to articulate the 

boundaries of a case study (Flyvbjerg, 2001).  Nonetheless, research must use 

contrived boundaries, often using procedures and events to help create the casing of 

the study (Creswell, 1998).  After all, a case is the object of study (Stake, 1995), and 

within it, the researcher should make most effective use of nuanced understanding, 

instead of aiming at generalisation beyond the study (Stake, 1998).  It is for this 

reason that: 

 

[d]ata collection is extensive, drawing on multiple sources of information 
such as observation, interviews, documents, and audio-visual material, and 
documents and reports.  The context of the case involves situating the case 
within its setting, which may be a physical setting or the social, historical, 
and/or economic setting for the case (Creswell, 1998:61-62).   

 

Sometimes the boundaries of a case will emerge during the study itself, being 

revealed only through the researcher’s reflection on the concepts driving the study 

and its findings (Ragin, 1992).  Understanding the relationship between theory and 

case study is an important consideration.  Indeed, ‘[a] case may be theoretical or 

empirical or both; it may be a relatively bounded object of a process; and it may be 

generic and universal or specific in some way’ (Ibid:3).  Qualitative case studies are 
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simultaneously led by theory, and developed with the intent to create theory 

(Creswell, 1998).  ‘Cases come wrapped in theories. They are cases because they 

embody casual processes operating in microcosm.  At bottom the logic of the case 

study is to demonstrate a casual argument about how general social forces take 

shape and produce results in specific settings’ (Walton, 1992:122).   

 

In referring to what has now been established in previous discussion as the ‘case’, this 

section will examine how the research boundaries are drawn.  In order to articulate 

the boundaries of this doctoral research, Dewey’s pattern of inquiry is applied as an 

attempt to ‘case’ the study.  Echoing some of the complexities with which case study 

advocates grapple, Dewey’s understanding of a ‘situation’ provides a defining point in 

the process of inquiry, which Dewey (1938) interprets as: ‘the controlled or directed 

transformation of an indeterminate situation into one that is so determinate in its 

constituent distinctions and relations as to convert the elements of the original 

situation into a unified whole’ (104-105).  In other words, the situation can be viewed 

as the case study which is bounded by the process of transforming a feeling of doubt 

into concept development: in this context, for a new design residency.  

 

In addition, the object is understood as something which can be identified within the 

complex environment because it is recognised to be of great importance when the 

specific problem is defined in the context.  As Dewey (1938) puts it, ‘there is always a 

field in which the observation of this and that object or event occurs’ (67, original 

emphasis).  Understanding the notion of context is highly significant, as was 

demonstrated in earlier chapters.  However, methodology is concerned with the 

systematic procedure for conducting an inquiry.  As such, Dewey’s pattern of inquiry 

serves as a guide in the structure of this process while embracing the complexity and 

pluralistic nature of this endeavour.  

 

Given these parameters, this research employs a case study methodology to narrate 

the development of a new concept, a design residency programme, and intends to 

provide detailed and in-depth account of accumulated knowledge through a single 

exemplification (Robson, 1993; Yin, 2009).  Table 1 below is an outline of the case as it 
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concerns the concept for a new design residency model and the wider thesis: its 

specific components have been separated into distinct categories so the reader can 

understand the constituent parts of the whole case within this research.  This case 

study adheres to Schön’s (1992) notion of an ‘activity’, in which a designer:  

 

[M]ight learn to see more deeply into what some design instructors call “the 
problem of this problem” – the nature of the set of conflicting requirements 
whose interplay, within a given design world, sets the terms for a design 
solution.  Initial designing may serve in this way as a source of learning 
preparatory to later designing: having learning, through early probes and 
experiments, something about the nature of the problems, the designer may 
go on to make final design commitments of a very different kind that he or she 
had tried up to that point.  Indeed, an entire design project may sometimes 
function as preparation for the execution of future projects.  When a designer 
reflects on the strategies and assumptions that underlie her choices, daring to 
disrupt them, she may learn critically important things about herself (131-132, 
original emphasis). 

 

The description above neatly captures what can be considered as the crux of design-

led concept development in this research.  Namely, it is the accurate understanding 

of the problem, and the nature of this problem within the complex context of the real 

world.  In this sense, concept development is concerned with putting this problem 

into context to devise an approach which can be further developed into a resolution.  

Furthermore, it is the period of intense critical reflection on assumptions and insights 

gathered which is required to reach the warranted belief necessary for the 

development of a conceptual solution.  Table 2 below unpacks this further by 

demonstrating the phases of inquiry according to Dewey’s philosophy and the pattern 

of inquiry, and summarises the constituent parts of this case study, with the 

associated details of the research objectives, methods and techniques of each.  
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Dewey’s	
pattern	of	
inquiry	

	
The	
indeterminate	
situation	

	
The	
institution	of	
the	problem	

	
The	
determination	
of	problem-
solution	

	
Reasoning	

	
The	
operational	
character	of	
facts-
meaning		
	

	
Components	
of	the	Case	
	

	
Literature,	
contextual	review	
&	placement	at	
the	V&A		

 

	
Residencies	with	
Resonance 

	
Co-design	
workshops	with	
V&A	Dundee	&	
the	Design	
Museum	 

	
Fourth	model	
development 

	
Future	
prototyping	of	
the	Incorporated	
Model 

	
Aim	of	
component	
compared	
with	the	
pattern	of	
inquiry	
(Dewey,	
1938)	

	
Provisional	
definition	of	the	
problem	is	
devised		

 

	
Definition	of	the	
problem	is	tested,	
transformation	of	
‘problematic	
situation	into	a	
determinate	
situation’	(108)		

 

	
Components	of	
problem	situation	
are	identified,	
possible	relevant	
solutions	are	
devised 

	
The	hypothesis	
created	is	
considered	in	
relation	to	the	
context	until	it	is	
developed	to	a	
point	where	it	can	
either	be	accepted	
or	rejected	

 

	
Proposals	and	
plans	are	
instigated	to	
bring	new	details	
to	light,	and	
knowledge	is	
expanded	on	
concept	as	whole 

	
Research	
objectives	
 

	
Understand	the	
problematic	
situation,	through	
an	extensive	
overview	of	the	
various	
frameworks	of	
residency	
provision.	
Explore	multiple	
perspectives	on	
the	notion	of	
residency	by	
conducting	an	
experience-led	
investigation	

 

	
Test	initial	
definition	or	
understanding	of	
the	‘problem’	of	
the	residency	with	
others	who	
understand	and	
are	engaged	with	
residency	
programmes 

	
To	ideate	
possibilities	of	
concept	models	
for	design	
residencies	with	
those	who	have	
experience	or	
invested	interest	
in	the	future	of	
provision 

	
To	test	concept	
development	for	
future	provision	
with	those	
delivering	a	future	
programme.	
To	develop	a	
theoretical	
framework	for	a	
new	model	of	
provision 

	
Theoretical	
framework	for	
residency	model	
is	tested:	a	
proposal	for	post-
doctoral	research 

	
Approach	
 

	
Contextual	
review,	critical	
conversations,	
site	visits	
	
Heuristic	research	
(Moustakas,	
1990)	conducted	
during	placement	
at	the	V&A		

 

	
Workshop:		
	
‘Residencies	with	
Resonance’	
delivered	at	the	
V&A	 

	
Workshops:	
	
‘Design(ing)	
Residencies	for	
the	Future’	
workshop	
delivered	at	
Design	Museum	
	
Residency	
Workshop	with	
V&A	Dundee 

	
KE	sessions	with	
critical	staff	
members	at	V&A	
Dundee,	external	
experts	invited	
	
Reflection	
interview	
conducted	on	
Game	Design	
Residency	(at	the	
V&A)	
	
Concept	
development	
conducted	by	
researcher	

 

	
Delivery	of	
experimental	
residency	
programmes	led	
by	museum,	with	
possible	support	
from	this	
researcher	or	
next	generation	
of	design	
researcher(s).	 

	
Methods	
	

	
Experience	as	
method	
Community	of	

	
Co-Design	
Experience	as	
method	

	
Co-Design	
Experience	as	
method	

	
Experience	as		
method	
Community	of	

	
Next	phase	of	
research 
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Inquiry	
Visualisation	

Community	of	
Inquiry	
Visualisation	

Community	of	
Inquiry	
Visualisation	

Inquiry	
Visualisation	

	
Techniques	
	
	
	
	
	
	
	
	
	
	
	
 

	
Document	
analysis	
Participant-
observer	
documentation	
(text	and	
photography)		
Reflective	journal	
writing	
10	unstructured	
interviews	

	
Presentation	as	
provocation	
Facilitated	
discussions	
Residency	
Framework	tool	
Take-Away	tool	
Video	
documentation	

	
Drivers	of	change	
activity	
Residency	
proposition	tool	
Open	Space	
workshop	
facilitation	
Residency	
Framework	tool	
Take-Away	tool	
Video	
documentation	

 

	
Presentations	
Reflective	
conversations	
Facilitated	
discussions	
Reflective	practice 

	
Next	phase	of	
research 

	
Analysis	

	
Interviews	
transcribed;	data	
including	
transcriptions,	
photographs	
reflective	writing	
and	field	notes	
inputted	into	
NVivo	for	coding	
and	thematic	
discovery	

	
Evaluation	of	
presentations;	
document	
analysis	of	
completed	
workshop	tools;	
Collation	and	
theming	of	Take	
Away	responses;	
evaluation	and	
analysis	of	
workshop	film	

	
Documentation	
analysis	of	
completed	
workshop	tools	
and	activities;	
Collation	and	
theming	of	Take	
Away	responses;	
evaluation	and	
analysis	of	
workshop	film	

	
Synthesis	of	
findings	from	
previous	stages	of	
inquiry	combined	
with	researchers	
tacit	knowledge	
and	desk-based	
research	on	
residency	

	
Next	phase	of	
research	

Table 2: ‘The case’: an inquiry into the concept development for a design residency  

 

Table 2 demonstrates that throughout this inquiry, three methods are predominantly 

used: experience as method, community of inquiry, visualisation and co-design (see 

Methods discussion below).  As discussed in previous sections, Dewey’s philosophy of 

pragmatism is increasingly relevant to the way in which design is considered and 

design research is conducted today.  As a result, the theoretical framework for this 

thesis has been developed on these foundational principles.  Moreover, the methods 

used to conduct this research serve to strengthen the theoretical bond between 

design and pragmatism in this context.  The remainder of this chapter will be given 

over to further explanation of the methods used herein, and how they support this 

research. 
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Methods	
 

This pursuit for new knowledge around the subject of design residency and concept 

development at the vanguard of programme provision requires methods that are 

adaptable to such diverse research objectives.  Method is at the heart of Dewey’s 

instrumentalist view of knowledge (Dewey, 1977), and it is uncertainty that is the 

basis of the methodological process (Rumens & Kelemen, 2013).  Both Peirce and 

Dewey note that only the application of a scientific attitude to critical intellectual 

enterprise can yield a resolution (Malachowski, 2010; Rumens & Kelemen, 2013).  It is 

understood that ‘while the universal quest for certainty is impossible and indeed 

destructive, the scientific method allows one to reach relatively settled mini-truths 

that speak to particular situations’ (Rumens & Kelemen, 2013:10).   

 

As such, this research has constructed four methods which meet these demands, 

while remaining aligned with the philosophical underpinnings of the research: these 

are co-design; experience as method; community of inquiry; and visualisation, all of 

which are adapted and formed from amalgamated concepts from pragmatism and 

design.  These methodological research principles act as the thread running between 

each phase of inquiry, supporting the developing fabric of the argument throughout 

the thesis.  Even though these methods are discussed separately below, they do not 

stand alone in their application: there is significant crossover between them, and 

each informs and is informed by the others, as will be empirically evidenced over the 

course of this thesis.  

 

Co-Design	
 

Human-centred design research has become a way of thinking about the connection 

between individuals and the designed world.  As an approach, human-centred design 

takes a multitude of forms depending on the process and objectives of its use.  Early 

incarnations of human-centred design aimed to understand the user better, and how 
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things could be designed with the consumer in mind.   This way of thinking is 

becoming redundant in the face of the transformations currently underway in design. 

 

In human-centred design itself, there has been a shift in the power dynamic between  

designer and intended user, which is often described as ‘participatory design 

research’.  Within this field, Scandinavian Participatory Design (c.1970) was founded 

upon the understanding that those who must live with the outcome of a design 

process should be allowed to contribute to its development process (Bjögvinsson, Ehn 

& Hillgren, 2012).  More recently, participatory design research has developed more 

progressive and collaborative practices, which are design-led and aim to employ 

generative design research approaches (Sanders, 2002).  ‘Co-design’ has been 

described as an outcome-based approach, where those from diverse backgrounds 

exchange knowledge about the design process and its content to form a shared 

understanding, but ultimately, to design a new product (Kleinsmann, 2006; cited in 

Kleinsmann & Valkenburg, 2008).  On the other hand, Sanders & Stappers (2008) 

contend that ‘co-design’ is ‘collective creativity as it is applied across the whole span 

of the design process’ and is a specific case of ‘co-creation’, which describes more 

broadly ‘any act of collective creativity’ (6).  This draws to attention the nature of the 

collective creativity which occurs at the ‘fuzzy front-end’ or ‘pre-design phase’ of the 

design process to enlighten and cannot be anticipated (Ibid:6-7).  

 

Increased interest has been noted in this front-end of the design process in recent 

years (Sanders, 2010).   Although this is a space of high uncertainty and undetermined 

objectives, there is appeal to using co-design here to resolve what course of action 

should be taken in the design and development process.  Moreover, it gives insight 

into what, if any, course of action should be taken (Sanders & Stappers, 2008).  To 

elicit this information, co-design relies on the sharing of experiences to discover and 

determine opportunities for the future (Sanders, 2010).  Furthermore, co-design 

recognises that each participant has a unique and important contribution to the 

creation of knowledge and concepts for future situations and for the use of others 

(Ibid.).  Therefore, those actively engaged in co-design are considered ‘experts on 

their experience domains’ (Sleeswijk Visser et al., 2005:127).  This position empowers 
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participants during the co-design process (Sleeswijk Visser et al., 2005).  Equally, it 

promotes shared ownership of outcome, which many consider to be of high value 

(Sanders, 2010).  More importantly, it may engender compromise, and therefore 

offer a less conflicting process in the manifestation of designs (Norman & Stappers, 

2016).   

 

However, this distribution of decision-making has implications for the roles and 

grouping of those engaged with co-design.  As the scope of who is brought into the 

design process widens, the notion of the ‘heroic designer’ is subverted in favour of a 

multitude of voices (Fry, 2009).  The ramifications of this see designers transformed 

into facilitators and translators, building the ‘scaffolds’ (Sanders, 2002) and carrying 

the tools for people to convey their experiences and co-create meanings and new 

ideas (Kolko 2012; Sanders & Stappers 2008).  This change in duties has meant that 

there has been a rise in those trained in social sciences taking on the role of designer 

or facilitator within the design space (Sanders, 2002). 

 

Furthermore, this shift in who engages with design has also transformed the concept 

of the ‘design space’.  Heape (2007) proposes the design space as an alternative to 

the design process, where ‘construction, exploration and expansion’ are in a 

reciprocal relationship with one another (6, original emphasis).  As such, the design 

space is described as ‘a fluid, dynamic, emergent and systemic whole of 

interweavings, traced by trajectories of exploration, experiment and change’ (Ibid.).  

Adding to this, Sanders (2002) posits that we are entering new design spaces filled 

with the diversity that comes with co-designing with those who bring a multitude of 

experiences, and although these spaces may be somewhat disorderly, they are 

thriving.  In these new design spaces, prototyping (or working on a ‘preliminary model 

of something’) can facilitate collaborative discovery and examination of propositions 

for the future (Sanders, 2013:61-63).               
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Experience	as	Method	
 
Indeed, this emphasis on the value of experience in the creative process is also found 

in the works of Dewey (1925), who distinguishes the broader definition of 

‘experience’ from his understanding of the term by reframing it as a method.  He 

states that the value of ‘experience as method’ is ‘that it compels us to note that 

denotation comes first and last, so that to settle any discussion, to still any doubt, to 

answer any question, we must go to some thing pointed to, denoted, and find our 

answer in that thing’ (10).  Scrutinising his understanding of ‘experience’ further, he 

states:  

 

An experience has a unity that gives it its name, that meal, that storm, that 
rupture of friendship.  The existence of this unity is constituted by a single 
quality of that pervades the entire experience in spite of the variation of its 
constitute parts.  This unity is neither emotional, practical, nor intellectual, for 
these terms name distinctions that reflection can make within it.  In 
discourse about an experience, we must make use of these adjectives of 
interpretation.  In going over an experience in mind after its occurrence, we 
may find that one property rather than another was sufficiently dominant so 
that it characterizes the experience as a whole.  There are absorbing inquiries 
and speculations which a scientific man and philosopher will recall as 
"experiences" in the emphatic sense.  In final import they are intellectual.  But 
in actual occurrence they were emotional as well; they were purposive and 
volitional (Dewey, 1934:37). 
 

In pragmatism, experience is viewed as the basic unit of analysis, and serves as the 

starting point for any scientific pursuit able to contribute to knowledge of that 

situation (Brandom, 2011).  It is more than an event which occurs: it is the 

‘experimental scientific method seen as just the explicit, principled distillation of the 

selectional learning process that is the practical for common to intelligent creatures 

at all stages of development’ (Brandom, 2011:6).   

 

However, Dewey’s thoughts on experience are not expressive of all pragmatists’ 

views: his instructor and fellow pragmatist, William James (1842-1910), understood 

experience to be progressive, a process which allows for the evaluation of one’s 

responses, whereas Dewey viewed experience as active, offering the possibility of 

enacting prospective futures (Rumens & Kelemen, 2013).  This notion is paramount in 
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the application of Dewey’s understanding of experience as method as it relates to co-

design, and indeed, its use in this research, as it also allows for experience to be used 

as a forecasting tool in the concept development of a design residency.   

 

Indeed, Dewey (1925) considers ‘experience as method’ as a key mechanism for 

inquiry: its significance is realised through recognition of the importance of increased 

understanding or knowledge.  The significance of this mechanism is communicated by 

Dewey’s emphasis on its criticality to the process.  The application of experience as 

method in this research has several applications.  Foremost, it is proposed that 

experience as method be considered vis-à-vis the notion of residency.  In this case, 

the residency signifies the experience: it is an embodiment of the process of inquiry, 

an expressive act which communicates learned knowledge through an experience.  

The research placement at the V&A (detailed in Chapter 3: The Indeterminate 

Situation) demonstrates use of experience as method through heuristic research, 

which is concerned primarily with the understanding the phenomena of experience, 

and forms the methodological basis for an in-depth examination of a museum 

residency programme.  

 

Furthermore, in pragmatism (and more recently, in design), the expressive act of the 

experience is key, since this expression is a method of displaying knowledge, feelings 

and desires which can point towards new futures.  This focus on the experiential has 

been growing in popularity in the sphere of design, since many have taken an interest 

in the fuzzy front-end of the process, and have sought to understand the experiences 

of others in order to identify and illustrate opportunities for the future (Sanders, 

2010).  Dewey (1972) contends that experience is not just an internal endeavour, but 

that it entails an active engagement which changes the way experiences are 

perceived, meaning that each experience prepares the individual to undergo deeper 

and more meaningful subsequent experiences.  As Schön (1992) states, ‘[t]he inquirer 

does not stand outside the problematic situation like a spectator; his is in and in 

transaction with it’ (122, original emphasis).  Indeed, according to Sanders (2013), in 

some ways, generative design methods aim to create personal exploratory 

experiences so as to produce an expressive artefact which can convey a deeper 
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meaning and contribute to developing new futures.  Sleeswijk Visser et al. (2005) 

suggest that experience can be understood in an empirical methodological sense as a 

means to investigate a problem more extensively:   

 

A context has components of time and space, whereas experience always 
occurs in the context of time.  An experience is a subjective event, felt only by 
the person who has the experience.  An experience can be ephemeral, i.e., 
lasting only for the moment.  It is the point where memory and imagination 
meet.  A basic mechanism in generative techniques is to let people construct a 
view on the context, by calling up their memories of the past and by eliciting 
their dreams of the future (Sleeswijk Visser et al., 2005:121). 

 

As Dewey, Sanders and Sleeswjik Visser et al. demonstrate, experience as method is a 

valuable means of inquiry into a problem through personal reference in order to 

propose a solution which reflects how they would prefer the problem be resolved.  

This thesis evidences this use of experience as method in Chapter 4 and Chapter 5, 

both as an expressive means of communicating ideas, and as a way to discuss 

preferable futures, as the participants consulted during the course of this study draw 

on their experiences to understand and discuss the notion of residency.  This 

interpretation of experience as method is used as the pivotal element of ‘co-design’, 

which is described in more detail below.  

 

 

Community	of	Inquiry	
 

Dewey championed the process of collective inquiry for people to discover, define, 

develop and assess the possible solutions, and believed that in this ‘process of inquiry, 

the aim is not to develop universal knowledge that represents some external reality, 

but to bring people together so that they can jointly explore, try out, learn, and bring 

about change in a desired direction’ (Steen, 2013:20).  It is this reasoning that 

underpins the workshops in this research.  By employing a community of inquiry 

methodology, this allows future challenges identified by this researcher to be verified, 

as well as honing and developing ‘the problem’ of the research, as is the case with co-

design workshop at the V&A.  This approach also allows for ideas for a new model in 
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design residency provision to be developed collectively, as evidenced by the co-design 

workshops with the Design Museum and V&A Dundee.   

 

To this end, this thesis employs a community of inquiry method using co-design to 

glean insight into the notion of residency by observing and sharing the experiences of 

the research participants, and supporting those participants in devising new 

approaches.  Using a combination of pragmatism and generative design methods, 

these events were specifically designed to extract experience and to identify the 

fittest and most feasible solutions for the future, with the intent that this research 

would create a concept framework for the new residency programme. 

 

Although the technique of workshop is the primary context in which co-design occurs, 

and while this study employs workshop as a central approach in the application of co-

design, this researcher considers community of inquiry as the method by which she 

analyses the active engagement of her experience, and others, during her research 

placement at the V&A.  This is due to the application of Moustakas’ (1990) notion of 

‘co-researchers’, who, over the course of the study, all took and active and 

participatory roles in the investigation.  Specifically, in the context of the V&A 

placement, these were the residents and the museum staff involved with the 

residency programme.  Using this method, new collective knowledge was gathered, 

and is further analysed and its multifaceted and diverse findings presented herein.  

 

It is important to underline how fitting this method is as a means to combine the 

philosophical robustness of Dewey with the theories of design research.  Dewey 

understands inquiry to be a social process: for him, the result of the pursuit of solving 

an indeterminate situation is valued by the community of inquirers, and that what 

this community creates is their resolution (Argyris & Schön, 1996).  To this end, 

Dewey views language not as an expressive tool to exchange views on events which 

had passed, but to establish collective activities which were devised, modified and 

regulated by those involved in the collaboration (Dewey, 1925).  It is this notion which 

has led those in co-design practice to believe that Dewey promotes a process of 

shared critical reflection on experience, practice and collective action to enhance 
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their situation (Steen, 2013).  Likewise, a key tenet of co-design is the notion that ‘[i]t 

is only through collective thinking and acting that we will be able to use design to help 

address the social and cultural issues we face today’ (Sanders, 2013:59), which 

reflects Dewey’s philosophy.  Indeed, it is the combined principles of community of 

inquiry from both pragmatism and co-design that are embedded in this research.  This 

is reflected in the way in which the sharing of knowledge and experience help to 

inform, shape and validate the research data and the concept development of a 

design residency model.  

 

Visualisation	
 

Visualisation is an essential method for the documentation, analysis and 

communication of this research.  It is used to question and consider the experiences 

observed and felt by this researcher, and means to synthesise and communicate 

extremely complex ideas that have arisen over the course of this research.  

Comprising of photography, filmmaking and visual making, the techniques of the 

visualisation method capture and reframe the research in unique ways that suit the 

requirements of different and specific situations.  It was Dewey who added that other 

types of experimental knowing, such as common sense and art, are also valid 

experiences for obtaining knowledge (Rumens & Kelemen, 2013).  Therefore, the 

method of visualisation is an argument for visual making in design practice which 

echoes Dewey’s notion of aesthetic expression of experience.   

 

The use of photography herein evidences the notion of experience through the 

camera lens; capturing moments in time, the development and progress of ideas, and 

precious human interaction.  Inspiration is drawn from Fulton Suri’s (2005), 

Thoughtless Acts, which communicates human behaviours in what appears to be an 

oddly-designed world.  For this research project, photography was central to the 

expression of experience during the six-month research placement.  Furthermore, the 

photographs serve as a means to explore ideas and capture the experiences of the 

various research participants as they unfold.  These photographs are primary data, as 
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their meanings reflect the field research and communicate a level of experience 

which is possibly unachievable through written analysis.  This is an echo of the act of 

expression of experience as method, about which Dewey states:   

 

It means that the expression of the self in and through a medium, constituting 
the work of art, is itself a prolonged interaction of something issuing from the 
self with objective conditions, a process in which both of them acquire a form 
and order they did not at first possess (1925:65). 

 

Philosophically, these photographs can be understood as representative of Dewey’s 

‘objects of knowledge’: they are captured in a moment in time and carry with them 

the ideas of that moment, yet these images still hold the embodied knowledge of 

their transitory nature when they are reviewed for reflection with research partners 

and external individuals.  The photographs and films are invaluable in communicating 

research findings to project stakeholders and external parties: when called upon to 

present the research on many occasions where the presentation style required a 

large amount of information to be communicated quickly, these visual aids were able 

to communicate a rich depth of stories in a matter of moments.  

 

The moving image is also an important tool for the visual research method.  Two of 

the three events which this researcher devised, co-ordinated and facilitated were 

filmed.  These events were: Residencies with Resonance, held at the V&A in July 2014; 

and V&A Museum of Design, Dundee: Residency workshop held at the University of 

Abertay (Dundee) in October 2014.8	 These films not only capture critical information 

on the discussion itself and how participants interacted and shared their subject-

specific knowledge and experiences, they also capture a sense of context, which is 

arguably critical in the formation of design research.  These films give a sense of place 

and mood which would otherwise be impossible to capture.  Again, this allows the 

researcher and reader to reflect on these critical, but often overlooked, elements of 

field research.  

 

                                                        
8	

The film on the Residencies with Resonance workshop is presented and discussed in this thesis as primary data in ‘Chapter 4: 
The Institution of the Problem’.  The film of the V&A Museum of Design Dundee: Residency Workshop is included as secondary 
data.  
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Furthermore, visualisation is a form of reflective practice: it offers a way to think 

critically about the field research through an inner dialogue about the documentation 

and creative expressions created to describe the construction and development of 

knowledge within the project over time.  In addition, it serves a means to consider 

theory and layer concepts from other disciplines in order to examine them in relation 

to design.  As exemplified above in Figure 19 the thesis adapts existing models from 

the field of design to develop and illustrate a new theory using visual representations 

of design principles.  While appropriating existing symbols can be a double-edged 

sword, as these images often carry with them existing semantic ‘baggage’, they also 

contain theoretical principles that can be built upon to convey interesting insights 

that are relevant to this research and the wider field of design.   

 

Chapter	Close	
 

This chapter has presented the inquiry paradigm employed in this study.  It has done 

so by positioning this investigation in the context of the current debates in design 

research, and teasing out some of the long-standing challenges to the field.  With 

these challenges in mind, this discussion reinvigorates Dewey’s philosophy of 

pragmatism and presents a case for embedding pragmatism into the doctoral design 

study.  It does this by examining existing design studies which use and argue for the 

use of pragmatism.  Furthermore, this chapter has demonstrated the overlap 

between the notion of the design thinking process with Dewey’s pattern of inquiry.  

This is further demonstrated through a visualisation which adapts the Design 

Council’s Double Diamond diagram and overlays the pattern of inquiry to examine the 

similarities between the two theories.  

 

Having formed this philosophical foundation, this chapter then considers the 

implications of this framework on the methodology and methods of this investigation.  

It proposes that case study methodology is the only approach which is suitable to this 

study, primarily due to its ability to adapt to mix-method approaches and its inherent 
                                                        
9
 See p. 52. 
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ability to capture all the diverse and complex entities that exist in robust design 

research.  The discussion then goes on to present the methods which weave the 

threads of the investigation together: these are co-design; experience as method; 

community of inquiry; and visualisation.  These methods are not only the tools used 

to conduct this study, but also strengthen the theoretical bond between design and 

pragmatism.   

 

Having explored the inquiry paradigm at the forefront of the thesis, these notions 

form the backbone of the thesis and the discussion on the design residency to follow.  

It is these principles and methods which form the framework for the delivery and 

analysis of this research, and are returned to throughout this thesis to present and 

discuss the case for design-led concept development of a design residency from its 

very inception. 
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Chapter	3.	The	Indeterminate	Situation:	Antecedent	Conditions	
of	Inquiry	
 

 

From the start of this doctoral studentship, doubtfulness arose when considering the 

non-traditional pairing of design and residencies.  It was this feeling of doubt which 

instilled the desire to examine the landscape of current residency provision in more 

depth as a means to investigate the antecedent conditions of inquiry: simply put, this 

called for an exploration of a situation which this researcher found to be doubtful 

(Dewey, 1938).  Therefore, this chapter initially presents an examination of the 

academic literature as well as existing provision of residences.  This exploration of 

academic knowledge and industry practice reveals a method of categorisation 

(devised by this researcher) of three categories of residency provision: namely, the 

Intramural Model, Interpreter Model and Industry Model.  This method of delineation 

of provision is revealed in the first part of this chapter, and is used towards the end of 

the chapter to explore the feeling of doubtfulness in the context of this research.  

 

In order to fully explain the uncertainty that came to light during this initial 

engagement with the subject, this chapter uses a six-month research placement at 

the V&A to a means to discuss a residency in its live form, and to draw out the 

doubtfulness that was instilled from the experience of the programme from the 

perspective of this researcher, the residents and the Museum staff.  It develops a 

further understanding of what is understood by this researcher as the Interpreter 

Model of provision, offers the opportunity to discuss this model in depth, and 

presents the co-creation of new knowledge developed during the research 

placement. 

 

The second part of this chapter is given over to exploring the indeterminate situation 

in greater detail.  Having discussed the landscape of provision and an example of a 

‘real-life’ residency in action, this section then moves on to explore how this paradigm 

becomes problematic within the context of a new design residency.  This is achieved 

through this researcher’s reflective exploration into the notion of a design residency, 
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which is realised by superimposing what exists in the field onto the transforming 

landscapes of design and analysing the result.  This examination also a product of the 

collaborative and self-reflective questioning process that occurred during the 

research placement.   

 

Part	1.	Antecedent	Conditions	of	Inquiry:	A	Panorama	of	Residency		
 

This section provides an overview of what exists in terms of critical debate and 

industry provision for residencies in the creative and cultural industries.  While the 

existing research is presented in this study, it is argued that, due to the limited 

existing discourses in this field, there is a demand for more extensive research to be 

conducted in this field, specifically with regard to the design and management of 

residency provision.  This examination of the key features of residencies has been 

conducted by evaluating existing organisational and web-based literature, as well as 

empirical evidence gathered during this doctoral research tenure.  This contextual 

review reveals that there is a lack of shared ideology surrounding the definition of the 

term ‘residency’, which is primarily caused by three factors: idiosyncratic 

understanding of the notion of the term; semantic changes in project titles; and the 

variety of frameworks employed in practice, which are derived from disparate aims 

and objectives of the respective host organisations.  

 

Due to the heterogeneous nature of residency practices, this research examines past 

and present practices in order to build a deeper understanding of the notion of 

residency than has ever existed previously.  This is achieved by a twofold process: the 

first presents a review of literatures and the development of the term within the 

creative and cultural sectors.  This is followed by a contextual review of provision and 

a new system of categorisation (developed as part of the research) to examine the 

scale of engagement between agency, resident, audience and, in some cases, 

industry.  This framework is illustrated by the agency of three categorical models: the 

Intramural Model, the Interpreter Model and the Industry Model.  These models aim 

to expose more thoroughly some of the intricacies in residency provision.  
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Existing	Research	on	Residency	Provision		
 

The combined literature and contextual review has revealed that there is disparity 

between the plethora of residencies being provided in industry compared to the very 

limited number of studies conducted on the subject.  Residencies are now part of the 

core practice of many creative professionals,10 which has led to a wider conversation 

on the best methods of supporting creative development and the collaboration 

between curators, organisations and those in residence (Ptak, 2011).  Be that as it 

may, there is currently a gap in the critical debate surrounding residency provision, as 

well as in knowledge as it relates to the ways in which designers engage with cultural 

organisations to inspire their own creative practice (Rust et al., 2007).11	 In addition, a 

recent international survey conducted by the International Federation of Arts 

Councils and Cultural Agencies revealed that, of the eighteen Arts Councils and 

Ministries of Culture from all continents, 89% reported that they provided support for 

residencies.  It was also noted that less than half (38%) of the respondent 

organisations had recently conducted an evaluation of these residency programmes 

(Gardner, 2013).  The limited resources assigned to appraisal and development by the 

host organisations reveals a significant tension between the intent and delivery of 

residency programmes.  Furthermore, what little discussion does exist in current 

industry journals tends to criticise programmes for their lack of forethought in the 

preparation and provision of residencies (Gray, 2009).  

 

There exist only a handful of reports on residency case studies, and these have often 

been undertaken as part of a larger initiative to deliver similarly structured 

residencies to various organisations (Hercombe, 1986; Museumaker, 2011; Hammer 

Museum, 2011; Chatfield, 2012).  These provide insights from the organisation about 

the residencies, as well as their beneficial value to employees or visitors.  There also 

                                                        
10

 It is often the case that the term ‘artist’ is employed in the literatures to represent those working in all creative disciplines.  
However, due to the subject of this research, ‘creative professional’ will be employed as the umbrella term for anyone working in 
the creative industries, while ‘designer’ or ‘artist’ will only be used in the case of necessity or for accuracy of job description. 
11	

The subject of designers gaining inspiration from cultural organisations is addressed in Young Sohn’s (2009) doctoral thesis, 
which discusses the process of meaning-making in the design profession, as evidenced by a study of Design Museum audiences 
who also doubled as design professionals.  
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exist a limited number of national studies on the provision of residencies, which are 

aimed at gauging the importance of state-wide residency campaigns (Stephens, 2001; 

Hutton & Fenn, 2002; EKOS, 2009).  Such quantitative research documents report on 

the number of activities provided and participants included, and tend to focus on the 

economic and social benefits offered by residencies to communities or geographic 

areas.  In social science, the literature on residencies examines the impact of 

globalised mobility on artists’ residence schemes (Lipphardt, 2012); the role of 

residencies in the future of professional craft practice (Valentine, Follett & Fillis, 

2013); and the implications of residency programmes for business (Strhye & Eriksson, 

2008; Bethoin Antal, 2012).  Within design research, Duncan and Whittingham (2011) 

have provided an account of the way in which Northumbria University’s Designer in 

Residence Scheme contributed to the regeneration of the area, both in cultural and 

economic terms.  Finally, there are only a few internal evaluation reports in existence, 

and these have often been commissioned by the organisation providing the 

programme, and are only made available to those working in the institution.  

Therefore, access to these documents is often restricted and the institutions, that are 

known to this researcher, who have commissioned this type of research include Arts 

Council England, Dundee Contemporary Arts, Creative Scotland, the Tate, the V&A, 

and Visiting Arts all based in the UK, and Banff in Canada.  As a result, due to the 

nature of these documents, this literature analysis has been conducted on the 

assumption that evidence of this kind can often provide an unduly favourable account 

of residency provision, and often lacks the necessary critical perspective.  

 

Unfortunately, this means that what does exist contributes to an incomplete and 

insufficient critical debate on the subject.  Yet the increasing numbers of residency 

programmes being incorporated into institutional activity attest to the great value 

placed on this type of creative support.  Within national funding bodies situated in the 

United Kingdom, this perceived value can be seen in the creation of such programmes 

as; Year of the Artists (Arts Council England), Partners (Scottish Arts Council) and 

Creative Futures (Creative Scotland).  There has also been support for further 

research in forming a critical dialogue on the subject of residency provision, as recent 

symposiums attempt to explore residencies in their many guises.  In June 2012, the 
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British Museum and the Arts Council England delivered two conferences in 

Manchester and London entitled Engaging the Artist’s Voice, which was specifically 

aimed at examining the relationship between contemporary creative professionals 

and museums.  Res Artis, an organisation for the visual art residency host community, 

holds biannual general meetings on the subject of residencies for institutions from 

around the world so they can meet, share knowledge and experiences and hold 

discussions on residency provision.  Between 2009 and 2011, the research project Re-

Tooling Residencies12	 was initiated to examine the notion of relocation in a residency 

and what effect that had on the knowledge development of its residents.  The 

project’s findings revealed that the value of residencies for the creative professional 

lay less in the geographical location and more in the symbiotic relationship between 

the host or supporting organisation and the individual in residence (Ptak, 2011). 

	

The	Etymology	of	‘Residency’		
 

It should also be noted that the term ‘residency’ is found in a diverse range of 

disciplines, and within each of these areas, the definition of this term varies.  For the 

purposes of this research, the term ‘residency’ is considered solely in the context of 

the cultural (specifically, museums and galleries) and creative industries.  In this 

sense, ‘residency’ traditionally implies the idea of an individual rooted in a physical 

location or community (EKOS, 2009), in which the organisation providing the 

residency supplies the resources to the creative professional-in-residence to create 

new work or resolve an existing problem in their practice.13	 This simplified definition 

provides the basis upon which a debate on residency practices can be developed.   

However, constructing a universal understanding of residency in this context is a 

complicated process, as the field lacks a shared conception of the term.  In addition, 

the notion of the residency proper has been altered by the recent rash of semantic 

changes in project ‘labels’: for example, ‘incubator’, ‘placement’, or even 

                                                        
12

 The outcomes of the Re-tooling Residencies research project were published as an online resource (see http://www.re-
tooling-residencies.org/), and form one of the only books written purely on the subject of residencies. 
13	

The traditional notion of the term ‘residency’ of an individual immersed in a physical location can be traced back to the 
Renaissance, when artists were commissioned to reside within a wealthy patron’s property and create a piece of work at a 
specified location (see Lydiate, 2009).  
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‘Incongruous’, are just a few of the plethora of terms and titles which denote a 

residency.  

 

One of the definitions of residencies in circulation articulates the concept as ‘schemes 

in which artists of all kinds – poets, composers, dancers, painters, craftspeople, 

photographers, filmmakers, and so on – work outside their “normal” working 

circumstances and in contact with people who may not be considered to be an “arts 

audience” in any conventional sense’ (Stephens, 2009:43-44).  However, this 

definition is more limited to residencies which tend towards learning and 

engagement strategies.14  It excludes those residency models which consider the 

programme as a means for developing the business capacities of the practitioner-in-

residence, as well as models which shield the practitioner from social and economic 

distractions in order to develop new creative outputs or an exhibition.  Res Artis, a 

website and an international community for the provision of artist-in-residence 

schemes, offers a more robust overview of the concept behind residency 

programmes and the organisations which provide them: 

 
Residency centres exist to invite artists, academicians, curators, and all 
manner of creative people for a time and space away from their usual 
environment. They provide a time of reflection, research, presentation and/or 
production. They also allow individuals to explore his/her practice within 
another community; meeting new people, using new materials, experiencing 
life in a new location.  Art residencies emphasize the importance of 
meaningful and multi-layered cultural exchange and immersion into another 
culture. 
 
Some residency programs are incorporated within larger institutions.  Other 
organisations exist solely to support residential exchange programs.  
Residencies can be a part of museums, universities, galleries, studio spaces, 
theaters, artist-run spaces, municipalities, governmental offices, and even 
festivals.  They can be seasonal, ongoing, or tied to a particular one-time 
event.  They exist in urban spaces, rural villages, and deep in nature.  
Hundreds of such opportunities and organisations exist throughout the world. 

 

                                                        
14	

These types of residencies stemmed from the emergence of cultural policy (c.1970s) and a government-initiated campaign to 
provide creative activities aimed at tackling some of the existing socio-cultural issues with the UK (Hesmondhalgh, 2007).  At the 
time, cultural agencies appropriated the term ‘residency’ to describe the activity of providing an artist the time, space and 
resources to work with target groups (i.e. prisons, schools, deprived communities) in developing the creative practice of non-
artists (see Lydiate, 2009).  
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There is no single model, and the expectations and requirements vary greatly. 
The relationship between the resident and the host is often an important 
aspect of a residency program.  Sometimes residents become quite involved in 
a community – giving presentations, workshops, or collaborating with local 
residents.  At other times, they are quite secluded, with ample time to focus 
and investigate their own practice. 
 
Residency programs utilize a wide range of financial models.  In some 
situations, residents must finance their own stay, finding funding and support 
from their own countries and networks.  There are also residency programs 
that provide part or all of the required finances to the invited guest.  
 
The application processes also vary widely; not all programs organise an open 
call for applications.  Some opportunities are by invitation only, or are offered 
through special partnerships with other institutions, funding bodies, or 
organisations.  
 
Many times a residency experience is only the beginning of a longer 
relationship.  Residents often return to complete a project they started, to 
begin a new collaboration, or participate in an exhibition, panel or 
workshop (Res Artis, 2014). 

 

Although comprehensive, Res Artis is an organisation concerned primarily with artistic 

disciplines and processes: it is not within their organisational remit to consider some 

of the more industry-based residency programmes.  However, there are an increasing 

number of residencies proliferating across the globe which explore the connection 

between creativity and business, and these are also critical to the development of the 

notion of residency.   

 

Indeed, having conducted a study in the artist residency programme provided by the 

technological company Xerox, Harris (1999) describes his experience of what 

constitutes a residency:  

 

Some artist-in-residence programs provide artists with secluded work 
environments and uninterrupted time to create new work.  Others provide 
opportunities to reside in an educational environment to intersect with 
students.  Still others facilitate access to resources not ordinarily available – 
either human resources for those who require live performances or technical 
assistance of technological resources for artists working with expensive or new 
media. This last paradigm has been prevalent in the media domain, especially 
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when the technology remained located predominantly in major research and 
development facilities. (Harris, 1999:7) 

 

Here, Harris begins to discuss a new wave of residency – in which the programme is 

embedded in industry – while examining some of the mutual benefits of cultural and 

technological exchange.  Through his study of the Palo Alto Research Centre artist-in-

residence programme at Xerox, Harris (Ibid.) explores the notion of innovation in the 

development of concepts and objects through the pairing of artists with scientists.  

Residencies which interrogate the merger between art and technology can also be 

implemented for other motives, such as the communication of these two fluid and 

ever-transforming disciplines to cultural audiences.  One of the most recognised 

residency programmes for this type of interdisciplinary activity is held at Eyebeam in 

New York City, an organisation which provides residencies and fellowships in the 

intersection between art and technology.  This type of residency has since been 

explored beyond the realms of new media, and new interdisciplinary programmes 

have appeared in other fields of technology and business.   

 

This panoply of definitions at work illustrates that there is currently no one simplified 

understanding of the term ‘residency’.  However, it can be argued that the malleable 

interpretation of ‘residency’ in this context works to the advantage of institutions, as 

it does not require a static framework for its application.  Instead, it offers a non-

specific umbrella under which to bring in a creative professional or group into the 

institution, and allows for a flexible framework wherein the inherently uncertain 

seeds of creativity can flourish.  Yet the process of reviewing the landscape of 

residency provision highlighted noticeable similarities, and these comparable 

characteristics were the basis for the formation and articulation a new method of 

categorisation.  This process and the resulting framework is discussed in further detail 

below. 
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A	method	of	categorisation		
 

Given the lack of academic discussion on the subject, and in order to understand the 

role of residency within the current practice of institutions in the CCIs, it became 

necessary to conduct a further review of the multitude of residencies that currently 

exist.  This was not a straightforward task by any means: some organisations build 

their programmes for the primary purpose of delivering residencies, while some only 

host residencies sporadically, and it can be difficult to capture the necessary 

information during these fleeting projects, or indeed, locate these programme details 

as a non-affiliated outsider.  This contextual review uncovered a need from an 

industry perspective to introduce the idea that residency practice can be categorised 

into three conceptual models which represent the scale of engagement between 

agency, individual, audience and industry.  The models also represent the 

development of the concept of residency, and the way in which institutions have 

adapted their programmes to keep pace with transformations in other industries.  In 

accordance with their fundamental characteristics, the three categories have been 

titled the Intramural Model, the Interpreter Model and the Industry Model. This new 

method of framing and understanding some of the key elements found in residency 

programmes is explored further below.  

 

Intramural	Model	
 

The Intramural Model is formed on the basis that residents are given the time and 

resources to distance themselves from social and economic distractions, thereby 

allowing them to develop new creative outputs, an exhibition of new work, or 

granting them the freedom to explore a specific research subject.  This model is 

inspired by residency provision in the visual arts, which attest to a history of 

prominent artists creating work inspired by their environments (Lydiate, 2009).  In its 

traditional form (which can be traced back to the Renaissance), artists were 

commissioned to reside within a wealthy patron’s property and create a piece of work 

at a specified location (Hercombe, 1996; Lydiate, 2009).  This model of residency 

provision is founded on the notion that innovation is stimulated by the creative 
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practitioner working purely from their own ideas, relatively free from the external 

factors that could impede the creative process.  

 

Speaking on the concept of what is termed here as the Intramural Model of artist-in-

residence programmes, Pousette (2011) claims that this foundational framework has 

transformed in line with fluctuations in the wider artistic landscape, resulting as two 

separate strands.15  The first is what he terms the process-orientated residency, 

founded on the premise of giving the artist time to undertake creative research, 

receive exposure, and grow his or her network in the wider artistic community.  This 

class of residency provision is driven by prioritising the conceptual element of an 

artist’s practice.  The other, the production residency, is based on the creation of a 

new work of art or exhibition, and can support production with a degree of risk-taking 

that otherwise would not be possible in certain institutions (Pousette, 2011:45-47).  

Exploring this notion further, Pousette (2011) states that: 

 

[r]esidencies supporting production can engage in facilitating open-ended 
processes that allow ‘happy failure’ – an unexpected result that can be 
regarded as the successful outcome of an artistic process even if this may not 
yield a physical result until years later.  Rather than acting as an instrument for 
the ordering of new artworks, the aim of production residencies could be to 
combine artistic research, innovation and production.  The opportunity for 
innovation arises when the core business remains the artist’s own 
development, freedom and experimentation.  When a residency centre 
succeeds to facilitate open-ended processes and – where needed – allow 
them to stretch out in time, this can, at best, lead to an innovative advance in 
contemporary art that few other kinds of institution can bring out. (47)  

 

Although residency is only being considered above in terms of visual art practice, 

Pousette (Ibid.) has correctly identified some of the most fundamental of differences 

between different types of residency provision.  The first is the notion of process 

versus production, examples of which are explored below.  Another similarity that 

may be applied beyond the practice of visual art is the principle aim of a residency 

programme being the promotion of creative freedom, and that this explorative 

process leads to the production of novel outputs, a method of support which may 
                                                        
15

 While Pousette’s (2011) study is limited to a discussion of ‘artists’ in residency, for the purposes of this research, it is argued 
that these theories can be broadened for application to all creative practitioners in residence.    
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only come from a programme like a residency.   Moreover, Pousette (Ibid.) has also 

correctly indicated that the outcomes of a residency may not come to fruition until 

years after the project has taken place: this makes the identification and evaluation of 

the impact of a residency a difficult endeavour.  

 

To understand the Intramural Model further, it is necessary to trace provision back to 

the beginning of DAAD in Berlin, which is noted as the longest running residency to 

date (Lydiate, 2009), and is the practical model that has become a blueprint for 

successive practices.  DAAD provides the space and resources for artists to remove 

themselves from the encumbrance of political and economic factors and to focus 

purely on creative and aesthetic endeavours.  Other such similar residencies include 

the London-based Gasworks programme, which provides non-UK artists the 

opportunity to live and work in the city.  Residencies Unlimited16	 in New York City 

aims to move beyond the traditional studio-based model by exploring a more tailored 

approach which creates customised projects with local and international artists and 

curators.  They do so by acting as a broker in the residency process, mediating as an 

agent, as well as touching base with other individuals or institutions to develop 

partnerships for creative production.  This bespoke approach exemplifies a key 

consideration in the delivery of a residency programme, which is to be flexible and 

aligned to the diversity of creative processes (Pousette, 2011).  

 

Some organisations are more concerned with mediating international residency 

programmes rather than providing them.  The Goethe Institut-supported residency 

programmes provide 'space for new perspectives', wherein creative professionals are 

offered the opportunity to live and work in another country and culture for an 

extended period of time in partnership with a host institution.17  The Delfina 

Foundation provides similar opportunities with a global network of creative and 

cultural organisations.18   

 

                                                        
16	

A meeting with the Director, Nathalie Angles, of Residencies Unlimited took place on the 15th of July 2012.  Further 
information was accessed on the organisation’s website (see www.residencyunlimited.org/). 
17

  The Goethe Institute [Online]. Available at: www.goethe.de/ [Accessed 18 February 2013]. 
18

 The Delfina Foundation [Online]. Available at: www.delfinafoundation.com [Accessed 2 March 2013]. 
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There are also several internationally recognised residency programmes which take 

the notion of ‘removal’ a step further by basing centres in remote and visually 

pleasing locations across the world.  In Canada, there exist two of the most highly 

esteemed residency organisations; the Banff Centre in Alberta and Fogo Island Arts 

residency programmes bring contemporary artists and researchers from around the 

world to live and work on Fogo Island and Change Islands.  These programmes 

welcome the participation of artists and thinkers working in a wide range of 

disciplines, including but not limited to; visual arts, new media, design, music, dance 

writing and film.  A new residency programme that has emerged from similar 

principles is the Scotland-based Bothy Project,19	an initiative that has begun to build 

several small bothies across the country and allows creative professionals to hire the 

spaces out short-term.  The structures have all been designed through collaboration 

between the founding director and a selected creative professional (in most cases, an 

architect).  These bothies can house a small number of people and provide very basic 

living quarters: there is no internet or phone access, and each is located in extremely 

remote areas of the countryside.  More often than not, these residency organisations 

strive to provide a space for creative thinking, attending to process-oriented 

provision. That is not to say that a creative practitioner might not undertake a 

residency with an intended output, but the production element is often negotiated in 

relation with another organisation.  

 

Other noteworthy examples in the UK include the current Maker-in-Residence 

programme at the Barony Centre in East Kilbride (the self-proclaimed ‘Craft Town of 

Scotland’); or Architecture in the Forest, which provided a platform for sixteen 

makers to create an exhibition inspired by the Kielder Forest in Northumbria.  

Hospitalfield Arts20 in Angus offers an interdisciplinary residency programme, seeking 

to draw in residents from various creative disciplines, including craft and design. 

Similarly, the Craft Creative Development Bursary residency at Duncan of Jordanstone 

College of Art and Design in Dundee used the rich resources of the college to offer 

their makers-in-residence the opportunity to use the facilities and receive a mentor of 

                                                        
19	

A meeting with The Bothy Project’s founding director took place on 13 March, 2014.  
20	

A site visit to Hospitalfield Arts was undertaken on 15 August, 2014.  
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their choice to provide guidance in the development of their practice.  Similarly, the 

Design Residency at the Fashion Space Gallery is another example of a residency 

based within an educational institution, situated as it is in the London College of 

Fashion building at the University of the Arts London.  This is a new annual residency 

scheme which seeks to encourage fashion designers to collaborate with other 

disciplines (such as science) to create an innovative collection which is displayed in 

the centre’s gallery and online. 

 

Success within this model can be traced through the careers of those who have 

partaken in this process, and organisations promote the fact that past residency 

holders have gone on to receive larger commissions, awards or notoriety in their 

respective industries.  This renown reflects back on the host organisations, as the 

reputation of a residency programme is built on its history of hosting previous 

reputable participants.  For instance, the Florence Trust provides the opportunity to a 

small group of artists to work in a Victorian church for one year, pushing the 

boundaries of their work and exploring new ideas.  The Trust offers additional 

benefits, such as access to organisational networks and individual career support.  

The Trust maintains that for many artists, this residency experience has served as a 

turning point in their professional careers (www.florencetrust.org).   

 

All these programmes provide space for the resident to work on a project, allowing 

the creative practitioner to experiment, fail, and have the time and resources to 

develop innovative ideas.  These principles are fundamental to any residency, and can 

be considered to be at the core of subsequent models. 

 

Interpreter	Model	
 

In the current museum dynamic, the audience is the crux of the institutional 

enterprise (Schubert, 2000), a notion which will be further uncovered and reflected 

upon in a later section (entitled ‘Museums in the Evolving Landscape’).  However, it is 

necessary to briefly present some of the ideas that exist in the literature review on 
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museum practice, since the Interpreter Model is firmly situated in this area of 

provision.  

 

In this model, the resident is viewed as the intermediary through whom the audience 

interprets creativity.  This model is founded on the assumption that the resident can 

foster innovative audience engagement approaches within museums and galleries 

(Gray, 2009; Kendall, 2011; Morris, 2005) by reinvigorating the collection and adding 

a critical dimension to works or curatorial methods (Morris, 2005).  The Museumaker 

project of 2011/12, for example, brought craft-makers into museums around England 

in order to ‘unlock the creative potential of museum collections’ and to provide a 

contemporary perspective to the display of objects (Museumaker, 2011:3).  This use 

of a residency as a catalyst for audience engagement has been developed in response 

to shifts in focus in museums and galleries, since interest in these organisations has 

forced a change from a traditional static arrangement to open, participatory and 

accessible process-driven displays (Morris, 2005).  This is a sentiment echoed by 

Bishop (2004), as she explains that: 

 

[v]enues such as the Baltic in Gateshead, the Kunstverein Munich, and the 
Palais de Tokyo have used metaphors like ‘laboratory,’ ‘construction site’, and 
‘art factory’ to differentiate themselves from bureaucracy-encumbered 
collection-based museums; their dedicated project spaces create a buzz of 
creativity and the aura of being at the vanguard of contemporary production.  
One could argue that in this context, project-based works-in-progress and 
artists-in-residence begin to dovetail with an ‘experience economy,’ the 
marketing strategy that seeks to replace goods and services with scripted and 
staged personal experiences.  Yet what the viewer is supposed to garner from 
such an ‘experience’ of creativity, which is essentially institutionalised studio 
activity, is often unclear (52). 

 

Despite such criticisms, interest in this method of audience engagement has grown 

over the past decade as institutions have increased their awareness of the value of 

collaboration between creative professionals and the museum, and the benefits that 

this can bring to audiences (Murch & Porter, 2013).  A leading example of this type of 

engagement-driven project, the V&A Museum Residency Programme, will be 

discussed at length throughout this thesis.  However, the following gives an overview 
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of other programmes that can be considered as following this model, together with a 

discussion focused on the overarching aims and objectives of these programmes.  

 

Having participated in the Museumaker project, The Geffrye Museum has also 

experimented with other methods of residency.  Inviting the pupils from Autistic Base 

and Horizon School to spend a week at the museum as ‘artists-in-residence’, these 

students learned about the museum collection and were taught skills in printmaking 

by a visiting artist, using the period rooms and collections to inspire their work.  They 

created artworks for the Geffrye's front garden, where the work was exhibited for the 

rest of the year.  MAK in Vienna have also hosted a single programme entitled 

Designer-in-Residence, in which the design collective Chmara.Rosinke were invited to 

create designs on site.  This was followed by an exhibition of what the collective had 

created, under the title ‘Mobile Hospitality’.   By the same token, across the road from 

the V&A, the Science Museum residency programme invites artists in to work with 

the collection to produce new pieces, sometimes with accompanying performances.  

On one specific project, the V&A and Science Museum collaborated (with the Royal 

College of Art) to deliver Supersonix, which brought together art and science, with the 

intention of exchanging audiences between the project collaborators and bringing 

attention to the Exhibition Road Estate project.21	 

 

Similarly, the Rootstein Hopkins Foundation’s Associate Artist Scheme22 enables 

leading contemporary artists to engage with the National Gallery Collection for a 

period of two years, working with a collection of paintings completed before 1900. 

The appointment is by invitation, and the artist is given a studio in which to make new 

work that in some way connects to the National Gallery Collection.  The Scheme is 

designed to demonstrate the continuing inspiration of traditional techniques on 

contemporary artists, and to reinforce the idea that works are created, and are 

constantly being made.  It is also a way to give life back to the collection and to attract 

a younger audience demographic.  To this end, many other museum programmes are 

                                                        
21	

Exhibition Road (located in South Kensington, London) is home to 18 internationally recognised cultural, scientific and 
academic institutions (e.g. the V&A Museum, Science Museum, Royal Albert Hall and Imperial College). 
22	

A meeting with the Associate Artist Scheme Manager at The National Gallery, Colin Wiggins, took place on the 5 February, 
2014.  
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not classified as ‘residencies’ proper: rather, they are engagement projects which see 

creative professionals invited to use a collection and work within the museum (Murch 

& Porter, 2013). 

 

In a similar fashion, the Museum of Art and Design (MAD)23 	provides a programme 

entitled Open Studio, which invites artists and designers to reside in the glass-fronted 

studio space on the top floor of the Museum, accessible to the public during museum 

opening hours.  It is intended as an educational space which fosters dialogue between 

artists, designers and visitors by hosting creative professionals to produce their work 

in a public environment.  For Open Studio, the Museum always has a creative 

professional occupy the space by running a rotation with about three or four different 

groups each year.  The studios are equipped with various facilities: kilns, looms, 

woodworking and any other specific requirements requested by the artist or 

designer.  This space also supports the development of original works through special 

projects and residencies, and is made available to future exhibiting creative 

professionals to create their works on site.  For these special projects, creative 

professionals are allowed to work with either an open or closed-door policy to 

museum visitors.  This is one of two ways that MAD provides support for creative 

professionals: the other programme, Incongruous, will be discussed in further detail 

in the section to follow.  

 

The remit of the Interpreter Model also extends to some of the community-based 

residencies which exist on an individual and national level.  For instance, from June 

2000 to May 2001, the Arts Council England (ACE) supported the collaboration of ten 

Regional Arts Boards to coordinate Year of the Artists, a programme to commission 

1,000 artists to work in residence in 1,000 locations (Hutton & Fenn, 2002).  Another 

programme running between 2004 and 2008 called Partners was supported by the 

Scottish Arts Council,24 funding over seventy residency projects which saw artists 

work within communities stricken with hardship (EKOS, 2009).  The Partners project 

required the artists to spend fifty percent of their time working with a community 

                                                        
23	

A site visit to MAD and a conversation with the Adult Programme Manager took place on the 16 August, 2012.  
24	

In 2011, the Scottish Arts Council merged with Scottish Screen to form Creative Scotland.  
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group, and the rest of their time making work that responded to their experience.  

Later, Creative Scotland delivered a talent development project entitled Creative 

Futures, which comprised a portfolio of fellowships, residencies, knowledge and skills 

exchange, and cross-sectorial projects across Scotland and with some international 

partners.25  As part of the Creative Futures initiative, Museum Galleries Scotland ran 

the Artists in Iconic Buildings programme, which offered artists the opportunity of 

undertaking a two-year residency to take inspiration from Scotland’s museum 

collections and heritage locations to create work commemorating Scottish icons.  

These national projects demonstrate a method of creative advocacy for those 

working in the CCIs.  

 

It is not only national initiatives that provide this model of support: North Lights Arts 

(Dunbar) is an artist-led organisation delivering innovative public arts projects and 

educational initiatives in and around Dunbar which connects organisations, artists and 

communities across generations.  Similarly, both Lab Craft in association with Craft 

Town Scotland and the Visual Arts in Rural Communities in Northumbria take a similar 

approach.  The Stove in Dumfries has appointed a Herald-in-Residence, with the aim 

of communicating the activities of the organisation to the wider public. 

 

An example of an application of a design-specific residency is the Design Residencies, 

a core strand of the project at Helsinki International Artist Programme (HIAP) which 

explores the complexities of design practice.  The processes and contents of the 

programme are disseminated to the public via talks, lectures and other events 

organised in collaboration with various partners of HIAP, such as the British Council 

and Helsinki Design Week.  HIAP presents different critical perspectives and creative 

approaches through a series of insightful events as part of the core programme of 

Helsinki Design Week.  This provides insights into creative practices, and furthers its 

participants’ engagement with, and understanding of, innovation in design.  

 

 

                                                        
25

 Creative Futures HQ [Online]. Available at: www.creativefutureshq.com [Accessed 16 May 2013]. 
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Industry	Model	
 

It has been noted that those working in the creative industries form part of what has 

been dubbed the ‘super-creative core’ within the ‘creative class’, a social division 

which develops the economy through the advancement of ideas, technology and the 

production of creative innovation (Florida, 2002).  However, actors in the creative 

class find their practice defined by the opposing rationales of the economic versus the 

artistic logics of practice, and there is an understanding that an individual working as 

a creative professional must compromise between the two (Menger, 1999; Caves, 

2000; Eikhof & Haunschild, 2007).  Within the creative industries, it is often assumed 

that the creative lifestyle and personal satisfaction found in artistic endeavour will 

take precedence over financial gain (Chaston, 2008). 

 

However, the Industry Model views the creative professional from a business-

orientated perspective.  These programmes explore the notion of a residency as a 

catalyst for innovation and enterprise within the individual’s practice and within the 

practice of an organisation.  This is the point at which the vocabulary used to describe 

the residency begins to draw on management terminology: indeed, while the concept 

is based on a period of research and development for the creative professional, this 

form of residency provision is strongly linked to the model of start-up investments. As 

such, titles of programmes are often devised from business nomenclature, and 

participants are more inclined to be working in the fields of design and technology.  

Examples of provision often include a studio from which to work, mentoring schemes, 

marketing and networking advice, and an amount of capital investment which is 

occasionally traded for business shares or repaid. 

 

These programmes are predicated on the assumption that the environment in which 

creativity is developed has a direct influence on the frequency and level of creative 

output (Amabile, 1997).  By providing support directly related to the business side of 

practice, these residencies develop the professional practice of creative professionals.  
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Residency programmes such as the Cultural Enterprise Office’s Fashion Foundry,26 	the 

Incubator scheme at Cockpit Arts and the Craft Council’s Hothouse and Injection 

projects, have noted this tension and devised programmes which directly support 

new businesses in design and craft.  Fashion Foundry is a programme promoting 

advancement in the professional capacity of fashion designers working in Scotland, 

and is delivered through a partnership between CEO, Creative Scotland, Skills 

Development Scotland and Wasps Studios.  It was devised as a way of teaching people 

at any stage of their career (and who are employed in a variety of positions, from 

manufacturing to design marketing) about working in the fashion industry.  

 

There are also new models of residency provision emerging which see companies 

bringing creative professionals in-house for a specific purpose, with the mutual 

understanding that the residency will improve practice.  This model is illustrated in 

the Research Designer in Residence programme at the EMERGE recycling centre (in 

which the resident examines new forms of re-using materials).  In addition, 

Happenstance was a pilot technologist-in-residence programme that ran in 2012 as 

part of the Digital R&D Fund for the Arts funded by NESTA, Arts Council England and 

the AHRC.  Happenstance included six residencies located in three arts organisations 

(Site Gallery in Sheffield, Lighthouse in Brighton, and Spike Island in Bristol) and 

placed technologists on 12-week residencies to encourage collaborative work and co-

creation.  Similarly, the two-year programme provided by Sync is also aimed at 

helping cultural organisations develop relationships with technology and 

technologists. This programme, entitled Geeks-In-Residence, sees developers and 

designers placed with forward-looking cultural organisations and allocated £6,000 of 

funding for their time.  Together, they work to identify a project which best matches 

the host’s interest and the ‘geek’s’ skillset.  As well as the making of the project, the 

secondary aim of this residency is that the ‘geek’ exposes as much of their process as 

possible to generate KE between the technologist and host.  This model has also been 

appropriated by Timespan (in Helmsdale, Scotland), which, at the time of writing, is 

                                                        
26	

A meeting with the Fashion Foundry Project Manager at the Cultural Enterprise Office took place on 8 December, 2014. 
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seeking a resident to engage the local community on the possible uses of new 

technologies in production and manufacturing.   

 

Academia has also appropriated the residency model to connect with creative 

practitioners in industry, and as a means for developing theory in management and 

the CCIs.  Collective Futures was a multiple-university research-led project across 

Scotland which sought to discover the nature and structure(s) of unified business 

models in the creative industries.  As part of the project, the research team hosted 

designer-makers from around the country as residents.  The role of the residents was 

to participate in the activities delivered by the partnership institutions and to reflect 

on the full project in order to understand the relevance of this research to their 

professional practice.  

 

At Northumbria University, the Designers in Residence scheme is a postgraduate 

initiative designed to support alumni wishing to develop their own professional design 

practice.  It is run within Northumbria University’s faculty of Arts, Design and Social 

Sciences for graduates holding a BA (Hons.) in Three Dimensional Design, with a 

central professional focus on the practice of furniture and product design.  The 

scheme supports development through its promotion of national talent, selling ‘great 

“British” ideas’: indeed, the University claims that what sets the programme apart is 

its ‘particular engagement with the design of products that both celebrate the value 

of traditional craft manufacturing but are also contemporary, rich in narrative and 

market ready’ (www.designersinresidence.org).  

 

Incongruous27	 is a four-month residency programme at the Museum of Art and 

Design (MAD) in New York City.  It is intended to be flexible, adaptive and tailor-fitted, 

evolving over time with each individual or group with whom the Museum works.  The 

residents are selected by invite, and the project is formed through dialogue.  The 

residents are awarded a stipend to produce work, but they still continue to conduct 

their business throughout the process, and move their practice to the on-site studio 

                                                        
27	

A meeting with the Programme Manager for Incongruous at the Museum of Art and Design took place on 16 August, 2012.  
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facility.  The main aim of the residency is to further the professional capabilities of its 

residents, enabling growth and diversification.  Although based at MAD, this residency 

diverges from the type of programme normally found in a museum environment,  

resembling as it does more a programme of financial support and validation of the 

designers.  To this end, the programme attempts to build a space where creative 

professionals can take risks which ostensibly have no market value in order to foster 

new traditions or creativity.  In the Incongruous programme, residents are 

encouraged to be experimental in their creative practice and use the time for 

research projects.  The residents are also asked to participate in lectures and a film 

programme which coincides with their residency.  The Museum views this part of the 

programme as a laboratory for cultural production, with the contemporary institution 

as a resource centre for this mode of practice.  It is a programme intended to teach 

new skills and open up new possibilities by supporting all kinds of creative 

professionals.  

 

Within industry, residencies can be used as a way for organisations to invest in 

emerging companies or creative entrepreneurs.  For instance, IDEO’s Chicago office 

ran a Startup-in-Residence programme in 2012, during which they hosted Food 

Genius (a consumer reports and industry information online platform).  The 

programme included weekly mentoring sessions, office space, use of IDEO’s facilities 

and human resources, and access to its international network.  However, this type of 

programme opens up the debate on the cultural overlap between residencies and 

start-up support. 

 

 

Visualising	the	Categorisation	of	Residency	Models	
 

Following the investigation into the landscape of provision, this research has 

articulated how these three models represent the full spectrum of residencies which 

exist in practice today.  To illustrate this clearly, these models are visualised below 

[see Figure 2].  The purpose of this visualisation is to provide a simplified tool to aid 
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both the researcher and other organisations in their thinking around the key 

objectives in the potential residency provision.  

 

 

Figure 2:  A visualisation of the existing models of residency provision.  

These three visualisations were developed as a means of mapping out the defining characteristics in 
each categorisation of models: the Intramural Model demonstrates the individual housed within the 
institution in isolation, supported by the host with a focus on research and development; the 
Interpreter Model illustrates the resident within the institution alongside visitors to illustrate the focus 
on audience development at the core of this model; the Industry Model shows the relationship 
between residency, institution and industry to demonstrate its focus on the economic growth 
strategies discussed above.  

 

Moreover, this review of existing practice and the development of these models helps 

to develop an understanding of what is currently in existence in residency provision, 

and identify some of the principles which underpin residency programmes.  By 

illustrating these models using their key characteristics, the features that define the 

models can be understood as: research & development, audience development and 

the economy.  Identification of these core characteristics assists further 

considerations for a new model of practice.  Equally, this research has revealed that 

the institution providing the residency must be flexible and adapt these models to the 

needs of key stakeholders.  Programmes may therefore be specifically developed to 

explore a certain discipline or provide support in areas where there are existing gaps 

in provision.   
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Furthermore, placing these visual representations of each model side-by-side helps to 

identify how residencies have progressed over time.  The Intramural Model on the 

left is the long-established model, whereas the Interpreter Model was developed 

during the rise of community engagement practices in the visual arts, dating back to 

the 1960s and 70s.  However, the Industry Model is arguably the most recent of the 

three, as this blueprint has only begun to emerge to meet increasing political agendas 

corresponding to the proliferation creative practitioners in the CCIs.   

 

Although these visualisations help to bring clarity to understanding the landscape of 

provision, the activity of aligning residencies with these models has been far from 

straightforward: many of the programmes researched straddle the different models, 

and none fits neatly into one category.  Yet knowledge of the main variances in 

provision is advantageous in understanding residencies, as well as the scale of 

engagement and mutually beneficial exchange they promote between stakeholders.  

In order to move the discussion forward, the following new definition of residency is 

proposed in the hope that it can provide a more versatile understanding which can be 

applied throughout the discussion to follow.  In this context, it is proposed that the 

term ‘residency’ denotes the provision of time and resources to innovate in practice, 

subsequently resulting in new knowledge and/or objects, events or services from 

which the resident, participating individual and host organisation can benefit.   

	

Part	2.	The	Indeterminate	Situation:	Revealing	Doubtfulness	
 

The notion of residency is an intricate web of complex and often contradictory 

information which needs to be unpacked and understood in the context of a future 

design residency.  Having explored these antecedent conditions of inquiry in Part 

One, Part Two of this chapter examines the doubtfulness that was felt by this 

researcher and others involved in this research.  One philosophical explanation is that 

‘it is of the very nature of the indeterminate situation which evokes inquiry to be 
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questionable’ (Dewey, 1938:105).  To describe this emotional drive which powers 

inquiry in another way, Hildebrand (2008:54) states:  

 

[t]his first, felt phase is indispensable, and no inquiry could ever get going 
without it.  The feeling of this phase is unique, it has a single pervasive quality: 
this doubtfulness.  This quality is necessary for helping us decide how 
forcefully to respond to it, and once we are inquiring the quality helps regulate 
further thinking insofar as it forms the background of further inquiry.  If we get 
lost during inquiry we can remind ourselves of how we felt initially 
(Hildebrand, 2008:54).  

 

Indeed, it is the very doubtfulness which led to this researcher’s curiosity to observe a 

residency in action, which, in turn led to her placement a the V&A, which will be the 

focus of the discussion in the latter half of this chapter.  The latter half of this chapter 

describes the V&A Museum Residency Programme in more depth, thereby exposing 

the functions of an existing Interpreter Model.  To understand the context in which 

this model exists, the discussion first examines the literature surrounding the evolving 

sociocultural and economic landscape which museums are currently trying to 

navigate.  This contextual presentation thereby situates the discussion of heuristic 

research into the V&A Museum’s residency programme, focusing on the experiences 

of this researcher, the residents and museum staff who were most engaged with the 

residency programme.  The exploration of this residency describes four key areas 

which define the programme: research and development, engaging with visitors, 

relationships and networks, and developing careers.  Further to this, the discussion 

uncovers existing and future challenges for the Museum’s residency programme.  

These challenges are a prelude to discussion on what is deemed to be the most 

questionable or problematic about the notion of residency as it exists and is provided 

today.  Therefore, the chapter closes by positioning the findings and questions that 

have arisen back into the context of design – specifically, design management - and 

attempts to understand the core of the problem being addressed in the concept 

development process. 
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Museums	in	the	Evolving	Landscape	
 

An examination of the existing literature of museology reveals wide 

acknowledgement that a new age is upon us, and that museums are currently 

undergoing a paradigm shift (Janes, 2007; Anderson, 2004; Schubert, 2000; Moore, 

1997; Hooper-Greenhill, 1994; Falk & Dierking, 1992).  Some believe this shift in the 

role of the museum is the result of the changing economy and government-controlled 

funding structures (Towse, 2010; Johnson, 2003), while others point to changes in 

wider educational strategies, the advent of ‘life-long learning’, or the expansion of 

sites for learning away from the classroom and into other institutions (Hooper-

Greenhill, 2007; Falk & Dierking, 1992).  Marstine (2006:6) problematises some 

questions which illustrate the extent to which this shift interrogates the very nature 

of the museum: she asks, ‘[a]re museums changing or are they merely voicing the 

rhetoric of change? Are museums capable of change? Are they stuck in time, limited 

by elitist roots? Or have they always been in a process of change?’ 

 

Perspectives aside, it is clear that museums are the subject of much debate and 

discussion.  Historically, the museum has represented a sacred site for the housing 

and articulation of culture, and has often stood as such, uncontested by the wider 

public (Anderson, 2004).  Museums have always had an affiliation with education: in 

the late 19th century, the museum was regarded as the ‘universities of the people, a 

place to learn for adults who had few opportunities’ (Hooper-Greenhill, 1994:136). 

This approach to learning was a reflection of the object-based teaching method 

developed by the Victorians, and was an adjunct to the main prerogative of the 

museum, which was to collect and conserve (Hooper-Greenhill, 1994).   

 

In later years, in step with the progressive education methods being developed by 

John Dewey, Johann Pestalozzi and Maria Montessori which placed experience at the 

heart of learning, the museum started to develop a distinct role which moved it away 

from its relationship with school-based education towards a more discrete profession 

(Hooper-Greenhill, 1994).  These methods would begin to disappear in the latter half 

of the 20th century, when museums underwent a paradigm shift which saw museums 
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shed their elitist reputation to reveal a more socially-responsive cultural industry.  At 

this time, museums began to switch focus from collection-driven institutions to more 

visitor-centred establishments (Anderson, 2004).  Sparked by wider sociocultural 

shifts, this developed in two stages: the first was the pedagogical shift in learning in 

the 1960s and 70s, which saw the notion of what constitutes a learning space expand 

from formal education institutions to community spaces, and learning refocused on 

the ‘experience’ and individual sources of knowledge (Hooper-Greenhill, 1994).  The 

second shift began in the 1980s, when museums were required to increase falling 

attendance numbers in order to retain financial support (Schubert, 2000; Hooper-

Greenhill, 1994).28	 Since then, museums have had to give ground, not only to 

maintain the financial support they receive, but also to establish their role in this new 

society (Waltl, 2006).  This has led to a preoccupation with the notion of growth 

within the museum sector, and an upsurge in museum directors and curators 

appropriating mainstream management and marketing concepts in order to 

communicate the value of their organisation to various stakeholders (Schubert, 2000).  

 

Hooper-Greenhill (1994) contends that the basic function of the museum - that which 

distinguishes it from other institutions - is to acquire, care and work with artefacts. 

However, she maintains that this core purpose can be achieved using varying 

approaches, and that the uses of techniques to achieve this are in constant 

development.  This is important, as many institutions are now exploring different 

methods of interpretation, including those which are arguably more aligned with a 

hedonic experience than object-based learning.  This reflects a shift which occurred 

towards the end of the 20th century, when the importance placed on the needs of the 

audience continued to grow and, at the same time, a change was underway in what 

was understood to be the ‘typical’ museum audience.  Describing this transformation, 

Baxter (2010:124) notes that:  

 

                                                        
28	

This need for museums to justify the demand for their offering arguably still exists today. Despite record attendance numbers 
being recorded for some institutions, increasing the number of visitors is crucial to the sustainability of these museums (see 
Harris, 2008; Kendall, 2013).  
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audiences today are very different from the ones for which theatres and 
museums were built.  They require a more active, personalised arts 
consumption experience than the predominantly passive, formal model that is 
on offer.  Why?  Because the proliferation of cultural choice, distribution 
channels, modes of consumption and engagement has undeniably altered 
people’s relationship with culture.  Rather than passively consuming a pre-
prepared diet of arts product, they are actively curating their own cultural 
menu in a way that chimes with their personal identity creation and lifestyles. 
This blurring of boundaries between cultural producer and consumer brings 
with it a fundamental shift in the balance of power. 

 

Indeed, not only is public taste in cultural consumption changing, but there has also 

been a change in the public perception of the museum: it is no longer simply a 

repository of collections and research, but additionally, a site for public learning (Falk 

& Dierking, 1992).  Museums have acknowledged these shifts and altered their 

offerings so that they are considered of high value and relevant to these new 

perceptions (Hooper-Greenhill, 1994).  There has been a proliferation in the types of 

events now offered by museums (e.g. workshops, late night openings, fashion shows, 

film screenings, concerts, and so on) for people from all different age groups, 

ethnicities and backgrounds, and the educative role of the institution is now very 

widely incorporated into programmes (Ibid.).  This change has occurred over an 

extended period of time, which began with a deeper understanding of the 

importance of the museum environment as a site for learning (Ibid.). This in turn has 

led to a new focus on the individual and their open-ended interpretation of museum 

collections through an embodied approach to learning which aims to shape the 

identity of the visitor (Hooper-Greenhill, 2007).   

 

The above review of some of the pertinent concerns for existing museums is crucial in 

considering the existing provision of a residency programme in a museum context, 

and in considering the future of residency provision in a new design museum.  

Therefore, these arguments will be taken forward and used as the foundation for 

analysis in the following sections.  
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The	Victoria	and	Albert	Museum	Residency	Programme:	Discovery	Through	
Heuristic	Research	
 

A six-month research placement at the V&A in London offered the opportunity to 

gather primary data in an existing Interpreter Model of residency of through use of 

heuristic research (Moustakas, 1990).  This type of research is defined as: 

 

[the] search for the discovery of meaning and essence in significant human 
experience.  It requires a subjective process of reflecting, exploring, sifting, 
and elucidating the nature of the phenomenon under investigation.  Its 
ultimate purpose is to cast light on a focused problem, question or theme 
(Douglas & Moustakas, 1985:40). 

 

What sets heuristic research apart from similar approaches (and is arguably the 

reason it is most suited to this investigation) is the acknowledgement that the 

researcher is the interpreter of the experiences articulated by the ‘co-researchers’ 

(Moustakas, 1990).  These ‘co-researchers’ can also be referred to as research 

participants, a term which includes the lead researcher, who is at the centre of the 

research rather than a detached observer.  Heuristic research emphasises the 

connectedness and relationship that a researcher forged with the focus of the inquiry 

and the co-researchers (Douglas & Moustakas, 1985), and the insights formed are 

considered to be co-created but understood by the primary researcher (West, 2001).   

 

This is a critical link to this thesis’ use of community of inquiry methodology.  

Furthermore, the focus given to experience provides the bond between the heuristic 

research methodology and this thesis’ use of experience as method, meaning that 

these experiences provided insights to both this researcher and the ‘co-researchers’ 

which were able to be used in subsequent stages of inquiry in order to critically 

examine further insights.  Moreover, it allowed this researcher to be immersed in the 

environment and actively engaged in the events associated with the residency.  The 

placement was of great importance in the process of exploring the ‘situation’, 

allowing the space and time for this researcher to unpack her ‘doubtfulness’ and 

bring together the individuals who were part of this community of inquiry (Dewey, 

1938).  
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To achieve a holistic understanding of the residency in its live form, several 

techniques for capturing data in the field were used.  Nine recorded conversations 

(the advised method of interviews in heuristic research) with eight individuals29	 were 

conducted.  This included fellow residents, the Games Designer and Ceramist-in-

Residence, as well as those who had experienced the residency programme from 

different departments across the organisation: this comprised of the Head of 

Interpretation Research and Residencies; the Residency Co-ordinator; the Ceramic 

Curator; the Programme Manager: Schools, Families and Young People; and the 

School Programme Manager.  The interviews used a heuristic research approach 

where respondents were asked questions regarding their experience of the residency 

programme.30  These interviews were then transcribed and coded to allow for themes 

to emerge regarding the residency programme.   

 

In addition to these interviews, this researcher also kept a reflective journal and 

recorded observational and discursive notes.  The V&A’s existing research on the 

residency was scrutinised, and there was an opportunity to engage with visitors and 

extract the value that the residency programme contributed to their museum 

experience.  Lastly, documenting the experience through photography allowed visual 

observation of the residency programme, and the resulting photographs became 

useful artefacts for personal critical reflection.  Furthermore, this researcher used 

sketching to visually map out her development of understanding of the residency, and 

used the sketches to discuss key issues with some of the ‘co-researchers’.  The 

visualisation method resonates well with heuristic research, as a key objective of this 

approach is to generate a creative synthesis of the experienced subject-matter 

through visual making (Moustakas, 1990).  Therefore, in both the descriptive 

exploration of the V&A Museum Residency Programme below and the discussion on 

the indeterminate situation to follow, the photographs and illustrations that were 

                                                        
29		

One individual, the Head of Gallery Interpretation, Residencies & Access, was interviewed twice (once at the start of the 
placement, and once at the end).  It was decided that the other ‘co-researchers’ should only be interviewed at the end of the 
placement so that this researcher could develop trust with them first, whereas this researcher had already spent a considerable 
amount of time with the Head of Gallery Interpretation, Residencies & Access, and this bond had already been formed.    
30

 For further information on the approach to the interview sessions, see Appendix A. Instruction to Research Participants: a 
letter given to all the interviewees prior to the recorded conversation.  
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created during this time are used as a communicative tool alongside the 

accompanying textual analysis.31 

 

 

Illuminating	the	programme	
 

With its origins dating from The Great Exhibition of 1851, the V&A Museum defines 

itself as the ‘world’s greatest museum of art and design’ (www.vam.ac.uk).  The 

founders of the V&A placed creativity at its core, and viewed the institution as a hub 

for education, with a primary audience of designers and craft makers in addition to 

the wider public (Pavitt, 2009).  The first Director of the Museum, Henry Cole, 

declared the institution ‘a school room for everyone’ (V&A, 2014), and since its 

inception, designers have played a prominent role in the establishment and 

development of the institution.  They have always maintained a presence by working 

on V&A premises for most of its history [see Figure 3]: for example, the renowned 

designer and painter Godfrey Sykes was the in-house ‘decorative artist’, and managed 

the Museum’s design studio from 1860-1866 (Marsden, 2013).   

                                                        
31

 All of the research data was collated and inputted into the research software, NVivo.  The data was coded and themes on the 
residency programme emerged; these themes form the structure of the discussion of the research placement.  
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Figure 3: Presence of artists the V&A Museum.  

Image taken during a tour of the building, depicting the conservation room where paintings were being 
restored and conserved.  

 

The V&A Museum Residency Programme has been running since 2008, and is an 

integral component to the Learning Department, assisting in creating a dynamic, 

creative museum.  Since the beginning of the programme, the Museum has hosted 

over twenty individuals or collectives working in the areas of design, craft, 

architecture and visual art.  The programme offers residents the opportunity to 

develop new work, re-assess their practice, or see work in different context by 

responding to and working with the V&A collections, using the Museum’s resources 

to promote greater understanding of the creative process for the public.  The 

residency itself includes a research and development phase which enables the 

resident to consider new directions for their own work, as well as work with the 

collections and plan participative projects with the public.  There is no expectation 

that a completed body of work is made during the residency period: however, the 

position is offered on the understanding that the resident allocates at least one third 
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of their tenure to assisting the Learning Department in developing programmes and 

events for visitors to engage first-hand in the process of creativity.  Such activities 

include, but are not exclusive to; ‘Open Studio’ sessions which allow members of the 

public to enter the residency studios and discuss the design process; workshops with 

invited school groups from primary and secondary schools from the London area 

(which can span two to four days at the Sackler Centre, but may also be spread so 

that the resident works with the groups over two months); evening workshops with 

teachers or those working in higher education; facilitating at special events at the 

V&A (i.e. the yearly Sackler Conference).  

 

The organisational aims of the V&A’s residency programme are: 

• To introduce new ways of interpreting the V&A’s collection and promote 

greater understanding and engagement with the creative process for visitors.  

• To facilitate new and experimental developments in contemporary art and 

design practice by creating links with the V&A’s collections. 

• To breach the boundaries between creative disciplines and facilitate 

opportunities for cross-disciplinary work within different media.  

• To enable artists to take risks, develop new skills, undertake research and 

create a new body of work. 

• To increase the public’s enjoyment, experience and involvement in the arts by 

removing barriers to access and engaging with ‘hard to reach’ audiences who 

do not tend to participate in the arts. 

• To provide opportunities for participants of the residency to develop 

transferable skills and increase their confidence and self-esteem.32 

 

The opportunity to become a V&A Museum Resident is an enormous achievement in 

an artist’s or designer’s career.  The exposure they receive and the unfettered access 

to the Museum’s collections is critical to shaping their ideas and practice for years to 

come, even after their residency ends.  Due to the potential for significant 

professional development, it became clear that all the residents put a great deal of 

                                                        
32	

Aims have been adapted from various internal documents and funding applications produced by the residency management 
team at the V&A.  
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effort into the time they have at the Museum: this, paired with the collaborative work 

the residents have to undertake with the Learning Department, makes the residency 

a demanding, yet extremely rewarding, process.  

 

The research placement coincided with two six-month residencies: a Games Design 

Residency and a Ceramics Residency.  The Games Design Residency was the first of its 

kind hosted by the Museum: the resident was allowed six-month access to one of the 

residency studios at the V&A, with a further four-month production period in Dundee 

with the residency partners, the University of Abertay and the V&A Museum of 

Design Dundee.  The production period was intended for a game based on the British 

Galleries of the V&A Museum, and was to be developed as part of the residency [see 

Figure 4].  However, this expectation of a new design product is unique, as it is not 

normally required of the residency programme.  The Ceramics Residency was part of 

an ongoing residency programme for ceramists located in the Ceramics Galleries of 

the V&A Museum, and this programme was specifically earmarked for an early career 

ceramist. 
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Figure 4: Exploring the Galleries.   

The Games Designer-in-Residence explorers the British Galleries with a member of staff from the 
Learning and Engagement Department.  This initial process of searching and discovery is critical in 
forming the resident’s ideas.  

 

By studying these residencies in their live form, as well as examining past research 

conducted on the V&A Museum Residency Programme, four crucial elements of the 

process came to light: research and development, engaging with visitors, 

relationships and networks and developing careers.  These areas are presented here 

as the framework for analysing the modus operandi of the residency programme and 

the value that it brings to the V&A, the resident, and all of the various museum 

audiences and stakeholders.  With this in mind, during the interviews, each ‘co-

researcher’ was given an opportunity to describe the issues they found to be open to 

doubt within the residency.  In addition, they were asked to comment on how they 

foresee, or would like to see, the programme evolving.  The results are addressed in 

the final subsection, entitled ‘Existing and Future Challenges for the V&A Residency’, 

which explores some of these critical concerns for the future of the programme.  
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Research	and	Development	
 

The V&A Museum Residency Programme has been developed both in response to a 

growing organisational aim to forge a closer relationship with current practice, but 

also with the idea of transforming the models of creative practice in mind.  As the 

Curator of Contemporary Ceramics and Glass (and the key contact for all Ceramists-

in-Residence at the V&A) states: 

 

It is a really important thing to offer, as it sits very well with kinds of 
opportunities the ways people want to make work.  If people are making more 
ambitious work that requires more investment in some sense, time, money or 
whatever then it needs this kind of project-funded type of opportunity to 
make it possible.  So it is really invaluable and really in tune with the way 
people want to work, which is one of the reasons I think it has been a very 
successful programme. (R02) 

 

Be that as it may, it is more than a just response to different working patterns in the 

creative industries.  The V&A recognises that the programme can release some of the 

normal working tensions those in the creative industries find challenging.  In addition 

to offering time and space, the programme also offers the resident a wealth of 

inspiration from the collections and staff knowledge.  This sentiment is echoed by the 

Residency Programme Manager: 

 

I suppose it is the same as many residencies, that if you are given an amount 
of money so that you don’t have to do as much of the other things that you 
normally do, it frees up your headspace so that during your working week you 
have the time and space to pursue something that might have been half 
formed. And by pursuing this during the Museum residency, you’re doing in 
the context of a particular group of curators, educators, other practitioners, 
visitors who come in and all of those people will feed into what is being 
developed. (R01) 

 

For the residents, this period of time and space, complete with a full injection of 

diverse inspiration, is invaluable to their development as creative practitioners.  This 

is one of the unique aspects of this programme, and is the primary attribute which 

attracts prospective residents to apply.  As the Games Designer-in-Residence clearly 

evidenced, the programme offered time to remove herself from the pressures of the 



 

	

114 

games industry, but also to heighten her knowledge of historical creative practices by 

engaging with the V&A’s collections:  

 

I thought it would be really good for my personal development, I thought that 
doing workshops would help me out.  I thought it would force me to look at 
game design from a more theoretical point of view, rather than having to 
worry about business models.  It was a great opportunity to have a really free 
project where I didn’t have to worry about sales. (R04) 

 

Even on reflection, this open phase of exploration is vital to the development of 

creative thinking in one’s practice.  During his residency, the Ceramics Resident broke 

out of his comfort zone and started to experiment with new ideas, forms and 

processes [Figure 5].  He explored the concept of being inspired by the architecture 

and interiors of the V&A, and then bringing that work back into some of the galleries 

and environments which were the source of their inspiration in order to question this 

relationship: 

 

I’m really pleased with the things I am coming away with.  That’s the 
interesting thing for me, that I don’t think I would have done these things 
without feeling like I’ve been removed from my life for six months … Because I 
postponed having to make anything come out of it, I bought myself loads of 
time so I did have six months of just trying stuff out.  That is really invaluable, 
that is really amazing. (R05) 
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Figure 5: Exploring the V&A’s Architecture.   

The Ceramist-in-Residence receives a guided tour of the V&A building, gaining access to areas which 
are usually restricted and gaining important knowledge on the history and narrative of the building’s 
architecture.  

 

An essential part of this process of research and development is finding a secure 

space to take risks in the hope that this will lead to the development of new skills or 

innovation in one’s practice.  The V&A Museum Residency facilitates new and 

experimental developments in contemporary art and design practice by providing the 

time and resources for residents to test out ideas.  It does so by creating links 

between present-day practice and the Museum’s collections, breaching the 

boundaries between creative disciplines.  The residency programme lends itself well 

to this process, since the resident is not often expected to create an exhibition at the 

end of their residency, and therefore exploration is encouraged throughout their 

tenure.  In so doing, the V&A absorbs some of the professional risks to the resident, 

yet takes calculated risks itself by inviting creative professionals to participate in the 

programme and adding an unconventional approach to visitor engagement.   
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However, the Museum mitigates this risk through strategic programme development, 

which involves selecting a certain discipline for a residency which aligns with an 

exhibition of a corresponding subject-matter intended to draw on the interest of 

visitors.  This strategic programming also means appointing individuals keen to 

participate in the Learning Programme, and implementing a strong support system 

managed by the Learning Department.  

 

There is no easy formula; to some extent it is a matter of curatorial judgement 
and observation to identify what you think will be rich for exploration. But it 
has been quite interesting in terms of the residencies to see what has been 
successful and what has not.  It has been about capturing people at the right 
moment, and that is both in terms of the stage of their career where they are 
at.  It could be lots of different stages in the career, but it needs to be at a 
point at which they are moving from one place to another or moving at quite a 
high speed and they have this kind of momentum... I think that is what is 
important.  And the desire and openness to opportunity and change in what 
they are doing. (R02) 

 

Maintaining an openness to new ideas is critical for residents during their time at the 

V&A.  However, there are over 200,000 items in the museum’s collection, and it is all 

too easy to feel overwhelmed by the vastness of what the V&A has to offer.  To hone 

the residents’ focus, each is paired with a collections department from the Museum.  

This allows the resident to narrow the subject of focus within the Museum’s 

collection and explore that area, but leaves space for creative autonomy and 

serendipity in the process.  For instance, exploring the collection of the British 

Galleries as a source of inspiration was a new process for the Designer-in-Residence in 

terms of games design [see Figure 6].   

 

With this residency, I see it as a research and design period where I have been 
looking at William Morris, the British Galleries and the Arts and Crafts 
Movement.  Over the next few months all the really hard work will start where 
I will have to implement my ideas into the game engine. (R04) 
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Figure 6: Exploring the British Galleries.   

The Games Designer-in-Residence walks past the entrance of the British Galleries at the V&A, having 
spent much of her working day exploring the galleries at the start of her residency to gather knowledge 
and build ideas.  

 

Prior to the residency, the Games Designer-in-Residence’s work had often been 

focused on creating character assets, so having to draw inspiration for a narrative, 

assets and actions (like ‘power-ups’) from an object or objects in the collection was a 

novel approach:     

 

I guess I would have never thought about making a game on an existing piece 
of artwork before, but just in general, the way that I have been looking at 
William Morris and the other artefacts in the Museum, it’s made me challenge 
myself on how I create my own things. (R04) 

 

Often, the residents’ ability to explore the collections would lead to new discoveries 

and different directions in their work that were beyond what they had expected.  For 

instance, the Ceramist Resident reported that after touring the Museum and 

discovering overlooked or hidden areas, his practice developed in unanticipated ways.  



 

	

118 

Instead of the residency being a time for him to ask questions or create proposals, he 

found himself making much more than he had expected.  Towards the end of the 

residency, he reflected on this, stating:  

 

I feel like I’ve come away with something really different from what I thought I 
was going to do.  I definitely, physically, am coming away with very different 
things than what I expected to make.  I’m quite surprised, in an excited way, 
that I ended up working in the way that I have […].  I did have six months to 
just try stuff out.  That is really invaluable… that is really amazing. (R05)  

 

Even though the Ceramics Residency is a constant throughout the programme, it does 

not imply that the residencies are at all similar.  In fact, it is just the opposite:  

 

In a way the ceramics residency really interests me because you have a 
process and a technique, and then you have different people working within 
that process with that material, but every single one is just so different, and 
you can never predict what is coming next. (R03) 

 

The unanticipated and surprise outcomes of residencies evidence a link between 

heritage and innovation within the museum space.  The process of taking risks by 

using existing works in the collection to inspire residents to create something novel 

and unexpected in their practice illustrates this correlation.  However, it was not just 

the process of how innovation was prompted through working with the Museum’s 

collections that was remarkable.  In fact, as the residencies progressed, it was noted 

that the residents were contributing to the evolving collections of the V&A, and the 

legacy of their residency will be embedded into the future heritage of the Museum.  

Furthermore, this has implications for the research and development of curatorial 

practice within the V&A, particularly for those curators designated to work with the 

resident.  As one such curator remarked: 

 

When you have a work which is hugely popular, hugely accessible to the public 
because they get it straight away and they love it straight away, but at the 
same time in ceramic terms and artistic terms, it is completely revolutionary … 
So it is fulfilling all kinds of interesting agendas, it’s absolutely avant-garde but 
also very popular at the same time, which is a delightful combination.  So that 
completely throws you as a curator as to how to deal with these kinds of 
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things; how to document them and how to collect them. I don’t have the 
answers to that but it is something I think about in an ongoing way.  (R02) 

 

Curators learn from engaging with the residents, but their engagement with the 

creative process and in real-time production challenges the way they engage with the 

collections, and collect and curate.  This is an extension of the challenges discussed 

above concerning how the V&A adapts to meet the demands of evolving practices.  

New ways of working become increasingly difficult to collect and curate than 

traditional forms of practice.  As one curator notes:  

 

It has been a fantastically good opportunity to engage with the type of 
practice that would have been almost impossible to do in a different context.  
Going back to your question as to where I see it developing, maintaining that 
is of crucial importance to me personally, because there are demands from 
other parts of the Museum at different points in time to see the residencies 
from different perspectives, and people have different agendas.  I think that 
possibility of embracing radical practice and practice that doesn’t sit 
comfortably with traditional forms of museum engagement is, for me, really, 
really important. (R02) 

 

As the demand for museums to become relevant to contemporary society increases, 

residencies within the institution form a critical part of this development.  It is strange 

however, that the residency was still perceived by many as a separate and ‘un-

contemporary’ programme at the V&A.  In fact, this notion of using contemporary 

practice to engage critically with the sense of heritage imbued into all aspects of the 

museum signals that the residency could be used as a method of critical development 

in more facets of the institution than just those of the assigned curator and the 

Learning Department.  This will also have implications for the way a museum can 

demonstrate the relationship between heritage and innovation to its various 

audience and visitors.  With this in mind, the next section explores current visitor 

engagement methods, and interrogates what is in existence.   
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Engaging	with	Visitors		
 

What is particular about the V&A residency is the number of people they 
come into contact with; not just staff, but visitors.  It is thousands in each 
residency. (R01) 

 

The V&A makes clear that the most important element of its Residency Programme is 

to increase the public’s enjoyment, experience and involvement in art and design, 

and to remove barriers to access and engage with ‘hard to reach’ audiences who do 

not tend to participate in art and design.  Furthermore, through the programme, the 

museum aims to introduce new ways of interpreting the V&A’s collections and 

promote a greater understanding and engagement with the creative process for its 

visitors.  The Residency Programme is part of the Museum’s commitment to run a 

range of activities to involve all of the V&A’s target audiences, including families, 

schools, students, CCI professionals, community groups and individual members of 

the public.   

 

For presenting making in the Museum, in the context of the Museum and the 
context of the ceramics galleries, it needs not to be just about how you 
physically manipulate material, but it should also be about the thinking 
processes that go behind creativity, and unveiling those to the public.  In a 
way, I think that is one of the most important things a resident can provide […] 
If you think about the processes of developing work, the thinking from idea to 
finished project, then having somebody there and going through that process 
in real-time in the gallery space is an amazing thing to offer the public […] 
That’s why I believe the Museum, the V&A, needs to bring in the best artists. 
That is not necessarily the most established, but those with the most creative 
momentum at the time they come to do the residency, because they are the 
people I believe the public can get the most out of by the experience of having 
them in the space. (R02) 

 

This is an important factor for the staff when considering whom to select for the 

residency programme.  In addition to being at a certain point in their career, the 

prospective resident also has to demonstrate and openness to engaging with the 

V&A’s diverse visitor demographics, as the Residency Manager makes clear: 

 

This is a residency, in a Learning Department, in a museum. It is not 
necessarily about picking the most exciting practitioner - we have to keep a 
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balance.  That is one of the roles I play because I am one step removed and I 
have broad perspective.  I remind people that actually we need to have a 
balance between someone who is an exciting practitioner of a high standing, 
because we are an international museum.  So we need good people, and 
interesting people, but we also need people who are going to relate to our 
audiences and are going to be able to communicate with them, and who will 
give our audiences something interesting to engage with. (R01-2) 

 

In order for the Museum to select from a pool of prospective residents who 

understand what is required of them and are willing to engage in this way, the V&A 

has taken steps to project this information, ensuring that those who do apply are 

clear about this expectation:  

 

We have rationalised the expectations of the residents.  So, when I started 
being directly involved with the programme, I think the expectation was 
something like 28 days in terms of the public programme, and it was fairly 
loose as to what that would be.  It was just negotiated on a case-by-case basis, 
but one of the things that was needed was to have more regularities. (R01-2) 

 

As a result, this expectation from the V&A is well-broadcasted and understood by 

those who are applying.  In the case of the Games Designer-in-Residence, there was 

more emphasis placed on working with the public than even on the output which 

would be required as part of the residency:  

 

My only real goals were to make this game and to do the public engagement 
activities, and to me the public engagement activities seemed a lot more 
important than the game. (R04) 

 

However, the V&A diversifies their approaches to working with the residents on these 

engagement activities to respond to each resident’s individual practice and to keep 

the programme fresh.  There are many different methods of engagement available to 

a resident working with the Learning Department: they can co-create targeted 

workshops for adults, young people, families and schools; they can participate in the 

existing Learning Department events, such as ‘the Half-Term’, which includes ‘the 

Imagination Station’, ‘Pop-up Performances’ and ‘Drop-in Design’ activities.  They may 

also have the opportunity to create a museum resource, which is an artefact aimed at 
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encouraging exploration of the museum and its collections.  As the Schools Learning 

Programme Manager remarks: 

 

It is about us allowing the artists to show young people what they do.  We are 
not asking them to come up with anything new or to reinvent different 
activities for them specifically.  It is about how the V&A Schools Team can help 
the artists convey their process to young people […]. It’s really good because it 
has totally broken down the process; the research, the making, the inspiration.  
I know that it’s something that teachers always find difficult to replicate and 
encourage students to explore their ideas.  So this gives them the space, but it 
is also quite structured at the same time […]. The other reason we do these 
projects is to highlight the way we work with artists and designers, but if other 
schools see this [points to a photo of the resident on the rooftop of the V&A 
dome], it will make them more interested in what we are doing generally, so 
they may become interested in some of the core workshops.  It’s really good 
to be able to demonstrate how we are working in specific ways, and having 
examples like this will encourage teachers to explore what we do and 
hopefully try and bring their own class. (R03) 

 

‘Open Studios’ are part of every residency programme, and offer a chance for visitors 

to come into the resident’s studio and speak to them about their residency and their 

practice.  These sessions usually take place within the studio space, but can also be 

delivered in the form of gallery interventions if the resident wishes or needs to go 

into the museum’s gallery space to engage with visitors.  Visitors to the Open Studio 

sessions are varied, and can range from other creative professionals, school groups, 

families, or just interested passers-by.   

 

Often the kind of visitors who come are quite involved in whatever the 
discipline is themselves, and we find that visitors do come specifically for Open 
Studios because they are interested or they are a practitioner themselves. 
There are other audiences, like schools and young people, where the residents 
have to explain their practice in quite a similar and accessible way, and that is 
also beneficial for them because they have to think about it in a different way.  
(R01) 

 

A key part of engaging with visitors in this way is demonstrating the creative thinking 

process, so residents populate their studio space with inspiration and work-in-

progress.  Both the Ceramics Resident and Games Design Resident considered this an 

important part of the engagement process:  
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Put time into thinking about your window, because it makes it easier […]. It is 
the gateway to the studio space.  (R05)   

 

I have no idea whether decorating this room was beneficial to me or not. I 
don’t know if these inspirations or having my own work up would be useful, 
but I think I mostly done [sic] it just for when people come into my Open 
Studio. When people come in, they don’t really know what to say, but when 
they see something, it can trigger questions and curiosities.  (R04) 

 

 
Figure 7: Testing the Strawberry Thief iPad App Prototype with Visitors. 

 

Occasionally, the residents will move their Open Studio out into a gallery space.  One 

such example of this is the Games Design Resident, who held several Open Studios at 

the Museum of Childhood in order to test her Strawberry Thief game prototype with 

the game’s target audience [see Figure 7].  During these sessions, the resident 

received invaluable feedback from the child participants, as well as their parents. 

  

In the first Open Studio at the Museum of Childhood when I was thinking 
about possibly going through with the Strawberry Thief idea, I was thinking 
about how to make it more complicated, and a little girl said ‘you could have 
peaches that fall down and give health’, and I was like, that’s it - I need to have 
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more things that fall down […].  That really helped me pin my ideas down.  And 
just seeing people enjoy it made me feel like I should go through with this 
idea. (R04)  

 

 

 

 
 

Figure 8: Outside and inside.   

Images taken from outside and inside the Ceramics residency studio, offering a glimpse into the 
environment in which the resident worked.  

 

The Ceramics Residency Studio, which is situated in room 143 and entitled ‘Making 

Ceramics’, is devoted to exhibiting ceramic production methods: it includes a 
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workshop space and number of displays which focus in particular on ceramic-making 

practices throughout history and around the world.  The large glass windows and 

doors to the studio allow for passers-by to look at the ceramist at work [see Figure 8], 

although the Open Studio sessions allow visitors to engage with the Ceramist and ask 

them questions about their practice [see Figure 9].   

 

Because ceramics is such a regular thing and because the studio is in the 
galleries, it is part of the interpretation of the collection.  For me that is an 
amazing model, to have that, even though it can be a bit of a fishbowl for the 
resident.  It is extending people’s understanding of the process, which is so 
hard to do when you are just looking at a finished object.  Particularly with 
ceramics, which changes so radically from the start to the end result. (R03) 

 

 

Figure 9: Open Studio session.  

Young adults visit the Ceramist-in-Residence, and look around his studio as he explains some of the 
critical ideas underpinning his practice.  
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This type of engagement is truly valuable for the some of the museum’s visitors.  For 

example, when asked what he enjoyed the most about meeting a resident during one 

of the Open Studio sessions, one visitor responded that it was: 

 

[h]is warm and open manner, enthusiasm and interest in me and my friend, 
and inexhaustible energy and generosity in teaching all aspects of his craft and 
outlook on the world.  (Museum Visitor) 

 

As part of the Games Design residency, the resident and the Learning Department’s 

Digital Team created a ‘Games Jam’ which took place over a full weekend at the 

Museum’s Sackler Centre.  The teams included members of the public with a range of 

different design and IT skills, and they were tasked with creating a game based on the 

Medieval Renaissance Galleries.   

 

Both the Games Design and Ceramist residents worked on the DesignLab programme, 

which sees artists and designers create workshops with schools in which the students 

are given a professional brief and are encouraged to explore different creative 

methods to enhance their understanding of how a creative practitioner innovates in 

practice.  It is critical that this exploration of the creative process is seen through the 

eyes of the artists or designers themselves, as the Schools Programme Manager 

affirms:  

 

The residencies are an amazing opportunity to understand somebody’s 
process or somebody’s practice, and if we can get students experiencing that 
in the truest sense, then that’s what we want them to be able to do.  To come 
in and follow a similar process to what the designers are doing… obviously you 
can’t completely replicate it, but it’s allowing them to have that room to 
explore in a similar way to the way the residents are working with the 
collections.  (R03) 

 

The Learning Department can also use the discipline of the resident as a source of 

inspiration in the wider museum programme.  For instance, the February 2014 ‘Half-

Term’ events were themed around Games Design and the residency: as part of this 

programme, there was a performance about the Strawberry Thief game, an activity 
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on heroes and villains, and the resident held many Open Studio sessions for museum 

visitors to come and play the game prototype [see Figure 10].   

 

 
Figure 10: Open Studio at the Museum of Childhood.   

A young visitor plays a prototype of the Strawberry Thief iPad Game.  Next to the game is a book on 
William Morris’ work, from which the game is inspired.  

 

The public engagement aspect of the residency programme is a reciprocal process of 

learning.  The resident will work with a wide range of visitors and assist in 

contextualising the creative process during the events and workshops, often giving 

participants new insight and disrupting the normal patterns of thinking about the 

Museum’s collections:   

  

We also work with teachers as well in the V&A Sanctuary Programme.  Quite 
often they are delivered by the residents, and that aspect is really important. 
It’s opening up a teacher’s way of responding to the collections and way of 
thinking in relation to design […].  This gets them to think really differently. 
(R03) 

 

The resident will also learn from delivering these workshops, and use the opportunity 

to question their own ways of thinking.  One resident viewed the engagement 
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programme as a way to scrutinise the ideas they were working on as part of their 

residency.  Sanctuary (a teachers’ group) and another workshop with a group of 

homeless participants were invited to bring objects that told stories about their past, 

and then they used these objects to create works of art.  This activity had resonance 

with their practice, and they viewed it as a chance to examine how people form 

emotional bonds to objects:  

 

I wanted to find out more about that in this workshop, and to test this theory 
and find out what was really true… to have people’s stories to back it up. (R06)  

 

However, this type of exposure is not always welcomed by the resident, and there is a 

sense of uneasiness about being on constant show through the glass window of the 

studio.  This exposure made the Ceramics resident aware of how important their 

studio space was, and highlighted the pressures of being embedded into the 

exhibited space [see Figure 8].  

 

Because you are so on show here, there is a definite pressure to get your 
studio up and running as quickly as you can.  Certainly, I felt I wanted to make 
my studio look like something was going on as quickly as possible. It’s amazing 
how it makes me realise how important it is to set up a studio the way that I 
want it, and I suppose for the whole time I have been working as an artist, I 
have had studios that I can just do what I want with […]; realising that it 
something really important to do.  Physically this is a really hard space to work 
with.  Being seen… and on a practical level, as there is no wall to hang anything 
up.  I think this is a beautifully designed studio for a thrower.  (R05) 

 

In addition, feeling constantly exposed in an active gallery space, the Ceramist 

resident did express a sense of fatigue in feeling like they were part of the collection:   

 

I think I’m tired of working on display, where every little thing I’ve felt is open 
for people to see.  And I think I quite like being able to retreat and do 
something and make decisions where I don’t feel like someone can see all the 
mistakes and then I bring something out for discussion. (R05) 

 

Be that as it may, there are other ways that the resident can contribute to the 

ongoing development of services offered by the Learning Department to audiences 

without working directly with the public: one way is through the creation of a 
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museum resource.  The ‘Undiscovered Museum Family Trail’ [see Figure 11] was 

developed by the Ceramist-in-Residence and the Learning Department.  This map is 

intended for families and themed around the subject of focus for their residency: 

namely, the building’s architecture and the hidden histories of the Museum.  There 

were 5,000 copies of the trail printed, and it is currently one of the only permanent 

trail activities provided by Learning to the Museum’s visitors.  The development of 

this resource had benefits beyond the creation of a guide for the V&A to hand to its 

visitors: it encouraged critical and collaborative thinking between the development 

team comprising the resident and the Learning Team.  Creating this object allowed 

the group to explore the far corners of the V&A [see Figure 11] and discuss and 

collectively develop their knowledge of the building and its exhibited collections.  

Perceiving these activities in this way can shed light on the way professional 

development for staff might be considered in a new museum.  Understanding that 

the collective creations of learning programmes and activities actually enhance the 

knowledge of both resident and staff (while benefitting the visitor) is crucial, and 

would be an interesting area for further exploration.  Other concepts around the 

internal relationship between residents and museum staff are discussed further in the 

section to follow. 
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Figure 11: The Undiscovered Museum Family Trail.   

The above photographs demonstrate the collective development between the Ceramics Resident and a 
member of staff from the Learning and Engagement Department in creating a museum trail. The 
bottom photograph shows the engagement activity in its final form.  
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Relationships	and	Networks	
 

I feel so lucky, ‘cause I get to meet new people every six months who are all 
doing something completely different.  (R03) 

 

An important facet of the residency is that the residents have easy access to 

curatorial expertise, which can help give the objects in the collection context and also 

lead the resident to new objects and collections yet to be explored.  These 

relationships are developed from the initial stages of the residency process to ensure 

the resident is paired with the correct members of staff, as the Residency Co-

ordinator described: 

 

From the very first time you meet them in the interview, part of the interview 
is for them to tell us what they want to do during their residency, and what 
collections they want to look at and what things they are particularly 
interested in.  In my head, I’m instantly making connections, because in my 
head the collections aren’t the collections: they are the people who look after 
the collections.  (R08) 

 

Once the resident joins the Museum, these relationships are essential because these 

conversations assist in the development of critical thinking in that particular subject 

area.  As one resident put it:  

 

In talking with [the V&A Curator], somehow you begin to understand more 
what the issues you’re dealing with are, and all the problems you might be 
having.  (R06)  

 

However, this is a knowledge exchange process: the residents also provide new 

perspectives in how to think about the collections, in addition to exposing the 

Museum staff to new approaches borrowed from the critical thinking and novel 

techniques of contemporary practice.  In this sense, the curators also learn a great 

deal from having the residents in the Museum:  

 

One of the brilliant things about the residency programme has been that it has 
provided a structured way of engaging with these kind of artists.  It obviously 
does other things as well, and we have tried to be broad in terms of the types 
of artists we’ve brought in, but for me personally, in terms of my own 
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curatorial agenda if you like, my efforts to engage with this more avant-garde 
practice the residency programme has been fantastic - in being an opportunity 
to work with these kind of artists who want to come to the museum and want 
to engage with the museum in order to make work, but might not just actually 
want to make objects - they might want to turn their studio into an 
installation, they might want to use their studio as an experimental workshop, 
they might want to use their studio as a launch pad for a series of events or 
performances, or whatever it might be.  So we have a series of interesting 
people come in and make fantastically interesting work, creating extraordinary 
interesting things and events, in ways that I think we would have really 
struggled to do.  It would have been very difficult to find a mechanism to 
embrace that kind of activity had we not had the programme.  (R02) 

 

It is not only access to the curators and their knowledge that benefits the residents 

during their tenure: each member of staff has a wealth of knowledge about the 

Museum, on its collections and its history, and they all have their stories to tell.  

Depending on the type of research the resident is conducting, or project they wish to 

produce during their tenure, access to all of the departments is critical.  This was 

evidenced by the well-established relationship between the residency programme 

manager and the Security and Visitor Services Department, which would be consulted 

on and assist with the Health and Safety aspects of specific residency events.   

 

However, this is not always a straightforward process.  Both the Head of 

Interpretation, Research and Residencies and the Residency Co-ordinator worked 

tirelessly to forge these relationships:   

 

That’s been one of the things that I have been trying to promote is the idea 
that we do want curators to engage with this programme, and particularly for 
those curators where it might only come up once in a blue moon. (R01-2) 
 
That’s what is good for the curators as well, as the can see a body of work 
developing and they may or may not think it is something of interest to them.  
We have worked quite hard on improving the residents and the collections 
department.  (R01) 

 

Their task is not strictly about nurturing connections, however: the residency 

programme team need to identify which department, and which specific staff 
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members within it, have the capacity to work with a resident.  As the residency 

programme manager stated:  

 

At a management level, I need to be aware of the big projects in the Museum 
and which curators have got time, so that might be a conversation with the 
Deputy Director and ask about which collections are feasible.  We have an 
education group meeting this afternoon, and often residencies are brought up 
there, and people might ask for a residency in their area.  You then get a sense 
of who’s got energy and who’s bogged down with a Future Plan project.  (R01-
2) 

 

After the initial connection between a collection department has been made, the 

residency programme team is still conscious that a great deal of support and 

structure goes into ensuring that relationship is between the curatorial contact and 

the members of the Learning Department is forged correctly from the outset, even 

before the resident is recruited:  

 

We do recruit in a very timely manner, and I think that is extremely important 
because in terms of how the programme works, one of the things we’ve 
learned is that if you recruit too late there isn’t time for the residency to fit 
into other programmes, because the people planning those programmes work 
on a long lead in.  So, really, you need to know who is going to be the resident 
at least six months in advance, and you probably need to know what it is going 
to be, the discipline, longer in advance so they can start thinking about how 
they might work with that person.  (R01-2) 

 

During his time at the V&A, the Ceramics Resident learned that it is important to 

continue to know what is happening within the wider organisational programme and 

dovetail his practice accordingly to make his work and residency more meaningful to 

staff and visitors:  

 

One of the most important lessons that I’ve learnt that I can take to another 
big organisation is… not exactly strength in numbers, but harness what you 
want to do onto something that is already happening.  So become a small cog 
in a much bigger machine, because that’s the way it happens than trying to do 
something that’s stand-alone.  Because that is when it would not happen, or it 
would happen, but it would be so low-key that no one would care. (R05) 
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Even with all the resources invested into ensuring these connections are maintained, 

the relationship between the resident and the other members of staff can 

occasionally break down.  The resident can sometimes feel ignored or excluded by the 

contacts to whom they were initially introduced. According to one resident: 

 

We had meetings right at the beginning of the residency with so many 
different groups, like the digital curators, and nothing really came from it.  I 
remember I had a meeting with the head of ICT who said they would get me 
whatever I needed, like a TV and iPads.  [The Residency Co-ordinator] and I 
put together a list, and he just never got back to us.  It would have been nice 
to have more stuff in here for my work, but it never happened.  With the 
digital curators, nothing ever happened there … that was a bit annoying 
because I’m sure they get involved in lots of different things that would be 
really beneficial for me, but it wasn’t passed on. (R04) 

 

Having previously worked in the V&A in a separate department, the Residency Co-

ordinator provided an honest view of the programme from time spent working on the 

other side of the relationship:  

 

It is really hard in such a big organisation to keep everyone abreast of what is 
going on.  I keep thinking of when I used to work in other departments and I 
had no idea what the Residency Programme was.  Really, I just didn’t care, and 
it didn’t really occur to me that it was a thing that was going on.  So, I’m really 
trying to make it more open and communicative with all departments in any 
way possible.  (R08) 

 

Even within the Learning Department, some staff members are hesitant to get more 

deeply involved with the residency programme: 

 

In the past, people have felt like residencies are very separate thing, and even 
without going into disparate departments, disparate teams within the 
Learning Department.  What I’ve noticed is that there isn’t very much contact, 
or consultation, between the residency and their programmes like the Adults 
Team, the Young People Team and the Schools Team.  But I think I’ve been 
working quite hard to make sure that isn’t the case, and to make people feel 
that they can have a say in what’s happening.  (R08) 

 

However, such interdepartmental communication breakdown is not always the case, 

and many relationships are fruitful ones.  By engaging with departments, as well as 
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other staff and visitors, new opportunities arise for the residents after their residency 

period is concluded.  These new possibilities can take the form of an exhibition, 

commissions or further teaching requests.  As a result, nurturing these new 

relationships is vital to the success of the resident’s future career after they leave the 

museum.  

 

There is more to the residency programme than the relationships nurtured between 

the resident and the Museum’s members of staff and visitors.  The V&A Museum 

Residency Programme illustrates the complexity of the networks and relationships 

that the resident can form during their tenure, in addition to the wider complexity 

which exists in the programme in terms of its management.  A present-day challenge 

for many museums is the notion of silos, which describes a lack of communication 

between departments.  Interestingly, it was noted that the resident could also be a 

conduit for cross-departmental engagement, since a curatorial contact from a certain 

collection could form a relationship between that department and the Learning 

Department which might not have existed previously.  This question and answer 

demonstrates this potential:  

 

SC: Do you find that there is bond between Learning and the Ceramics 
Department because of the residency? 
 
R03: Yeah, we’ve definitely found that in the Schools Team.  We have been 
arranging handling sessions with the curatorial team, and we are hoping to put 
some regular handling sessions into the Schools Programme.  And that’s all 
come about from the in-depth working we have been able to do with 
connection.  

 

In terms of external networks, the knowledge exchange process takes place with 

other museum visitors, be that individuals from the creative industries or passers-by: 

 

Meeting with other people who were also researching at Blythe House, there 
were a couple of groups who were doing research there as well, so talking to 
them and that interaction helped me quite a bit. It is very different than being 
in a studio going through these notions and ideas on your own, but here 
you’re collaborating more or less with all these different minds and having all 
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these different encounters. I think it adds to the work, even if you’re not 
conscious about it.  (R06)  

 

However, this can create a tension in the residency, because although one of the 

residency’s objectives is to introduce the residents to other members of staff and 

have them work with the public, they can also find it a very isolating and, at times, 

lonely experience.  

 

When I have been making my game, it’s been very strange for me that I’ve had 
no one to show my game to, ‘cause I’m so used to showing it to team 
members, lecturers or getting some kind of really critical feedback on it.  
Which has probably made me quite anxious about releasing it ‘cause I haven’t 
had much critical analysis of it […]. I’m so used to working in teams, whether it 
be through my company or my Masters course, where we worked in teams to 
make games, and it was really hard, ‘cause I like to ask people for their 
opinion, but there wasn’t anything like that here.  It did help me with my self-
discipline to just keep working on stuff, because there is a pressure with it 
being only me.  I worked really hard on it, just being the idea, whereas 
beforehand, I might have left things to other people to deal with.  (R04) 

 

This is simultaneously the most public and most visible I have ever worked, but 
it is probably the most isolating as well. I haven’t had a chance to really get to 
know [the other residents].  So I suppose it is just me coming to work, working 
in a really public place where everyone can see what I’m doing, and there are 
no other artists around and there is no one in the same situation, so there is 
no one to kind of discuss things with. (R05) 

 

The previous section discussed in some detail the management of the complex 

relationships between the residents, members of staff and external partnerships.  

However, what was presented was an account of some of the pitfalls in a programme 

which involves a delicate balance of relationships and moving parts, and perhaps 

these difficulties can be understood as part of that whole.  Here, however, the notion 

of relationship management is further interrogated; for instance, the Residency Co-

ordinator considered the following complex interaction between the resident and the 

Learning Team members:  

 

There are certain teams that have specific remits that they need to fulfil with 
these residents, so they come to the meetings with something very specific in 
mind to talk about, which is probably the most productive way of doing it.  
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However, it is probably the most intimidating for the resident when someone 
comes with something very specific.  It’s difficult because it makes my life 
easier when, for instance, when [the Learning Programme Manager] comes to 
a meeting and says, ‘I would like you to do some workshops during the 
summer on this weekend, this weekend and this weekend.’  For me, that’s 
great, fantastic, that is six days of the programme fulfilled.  But for the 
resident, I can tell that they are a bit uncomfortable, and they can’t work out if 
they are being taken advantage of or if this is something they should be 
agreeing to. The conversation I have with them before [is that] I let them know 
that people will be asking them to do things, and as part of their residency 
they are obliged to, but that they shouldn’t do anything they don’t want to do 
[…].  That kind of relationship and that kind of conversation is something I’m 
still trying to get right.  The other sort of meeting is when they come in and 
they don’t have any idea of how they can relate to the resident’s work and 
they don’t have any relevant examples of things they have done in the past, 
and that gives the resident no context to go away with and nothing to imagine 
how their relationship with that team might look like.  It’s a bit of a tricky one. 
(R08) 

 

However, it is perhaps the view of some the residents that the work they do with the 

Learning Department is part of a mutual exchange which allows them to work within 

the Museum.  

 

The fact that I’m in the Ceramics Department, and it felt like I was selected by 
who the Ceramics lot would like to get in, in terms of an interesting artist they 
would like to have come and work here.  But at the same time, the 
justification for me to be here within the Museum structure is kinda through 
Learning, so I think there is strangeness there […].  There is a tension in the 
residency as you are serving two masters.  Well, three masters.  One is 
yourself; trying to put together a body of work that you are really proud of and 
this is a big chunk of time and you want to come away with at least something, 
whether it is the start of something or whether it is a finished body of work.  
You also want to do something that you feel relates to the project that you’ve 
set, so the perceived expectations of the Ceramics Department, the people 
whose views on my work I really respect… Then there is all the stuff that I do 
to earn my keep, which isn’t necessarily related to the other two things. (R05) 

 

There is an inherent tension between expectations of the V&A and that of the 

residents.  It is an ongoing responsibility of the Residency Co-ordinator to manage 

these expectations.  It the case of the V&A, it seems that the organisation has tried to 

diffuse this tension by making prospective residents aware of the audience 

engagement requirements prior to application, as previously noted.  In addition, 
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during the selection period, those applicants who have a more socially engaged 

practice or disposition are favoured.  However, the lure of being a V&A resident, given 

the potential for affiliation to the brand and other professional benefits, is enough to 

justify the activities that are referred to above about engagement activities which are 

undertaken to ‘earn my keep’ [see Figure 12].  The benefits to the resident’s career is 

discussed in more depth in the next section.  

 

  
Figure 12: Earning Your Keep.   

The Ceramics Resident delivers a workshop as part of a wider engagement event offered by the V&A.  
The workshop has little in common with his own practice and creative thinking, but is part of the 
fulfilment of time that he is contracted to deliver learning activities.  

 

 

Developing	Careers	
 

I’ve learnt so much about myself and the industry in the past six months, 
[more] than I have in the past two years… It’s completely changed the way I 
think about what I want from my career.  (R04) 

 

The residency provides opportunities for participants to develop transferable skills, as 

well as increase their confidence and self-esteem: this applies both to the workshop 

participants and the residents themselves.  However, the Museum’s Residency 

Programme is instrumental in developing its residents’ careers and raising their 

status, since it has become apparent that the exposure that the resident receives 

from working with the V&A is unrivalled.  One resident commented that: 
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I think it has totally changed my future.  If I hadn’t got this residency, I 
wouldn’t have the same opportunities that I have now.  A lot of people who 
have been in touch with me about future opportunities mention the V&A. 
(R04)   

 

This is also beneficial for the V&A as well, as it builds the reputation of the 

programme and the Museum as an institution for creative growth and promotion of 

those working in the creative industries.  

 

People have gone on to win prizes, get taken up by galleries […].  Even the fact 
of having been awarded the residency, they immediately start getting interest 
from other courters, and they go on and have great success.  That is doubly 
beneficial to us, because their standing has risen on the back of the residency, 
and that is all for our programme and visitors.  (R01) 

 

There was also evidence that the residents developed confidence and determination 

to build on their residency experience.  Part of any residency is communicating one’s 

practice or project to a wide range of visitors and staff with various levels of 

understanding of the creative process.  Initially, the residents found the act of 

communicating their practice an uncomfortable one.  However, due to the high 

demand to discuss and present their work at every stage of the residency, they 

became more practiced and self-assured in these situations.  This confidence is 

reflected in the way residents communicate ideas about their work, or simply 

indicates that they are increasingly comfortable with risk-taking and the process of 

learning from failure.  

 

It’s made me more confident about the idea that it doesn’t have to work.  It’s 
made me confident about not knowing […].  Inviting people into my studio to 
see what I am making… yeah, I could do that now, which might be a really 
major thing to come out of the residency!  (R05) 

 

Furthermore, the residency can also have a major impact on the resident’s business 

model and the way in which they wish to take forward their creative practice after 

their tenure is over.  

 



 

	

140 

I think I have actually quite enjoyed it, just working on my own.  I think it is 
probably quite a scary thought, but it has made me think about learning 
coding and making games just by myself.  I like that idea rather than 
everything having to be collaborative, so it is good in that way, ‘cause it’s 
changed the way I think about how things could be.  (R04)  

 

Another of the aims of the V&A’s programme is to develop a pool of ‘maker 

educators’ who are confident communicators and available to a range of museums, 

galleries and other organisations, thereby providing valuable continuing professional 

development opportunities for the residents by giving them the chance to develop 

new skills, particularly relating to public engagement, communication and research.  

 

The V&A is also keen on maintaining a relationship with its residents, bringing them 

back for future workshop events, and also allowing them to show work in future 

museum programmed events [see Figure 13].  In fact, both residents who 

participated in this research contributed to the London Design Festival 2014 V&A 

Museum programme, which was to take place after their residency had ended.  
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Figure 13: Establishing a resident’s career.  

A work created by the Ceramist-in-Residence is purchased and displayed in the V&A’s contemporary 
ceramics gallery.  This sort of representation in a national gallery is beneficial for the developing career 
of the ceramist.  

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 



 

	

142 

Summary	
 
Drawing on all the insights discovered from the process of illuminating the V&A 

Museum Residency Programme, a summary table [Table 2] is offered as a means to as 

a guide to the key outcomes for each construct that emerged with the research on 

the V&A Museum Residency Programme.  

 
Illuminating the V&A Museum Residency Programme Summary 
Research and Development • Time and space allocated to residents 

• Curatorial guidance and knowledge exchange 
• New practice trajectories 
• Risk taking 
• Openness and exploration 
• Unexpected outcomes 

Engaging with Visitors • Exposing the creative process 
• Open practice 
• Managing expectations 
• Dovetailing on existing Learning Programmes 
• Open studios 
• User-centred design 
• Co-creation of Learning Programmes and 

activities 
Relationships and Networks • Knowledge exchange between residents and all 

staff 
• Staff on-going learning 
• Management facilitation 
• Strategic planning of Residency programme 
• Communication break-downs 
• Fruitful relationships / new opportunities 
• Cross-departmental relationships 
• Isolation 

Developing Careers • Transferable skills 
• Self-efficacy 
• Mutually beneficial prestige  
• Confidence in communication 
• ‘Pool of makers’ for the V&A 

Table 3: Illuminating the V&A Museum Residency Programme summary table. 
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Existing	and	Future	Challenges	for	the	V&A	Residency	
 

[The residency] really did come out of the concept for the [Sackler] Centre… 
and that we wanted creative practice to be at the heart of it.  To have 
residency studios as part of the facilities was core to the ethos of the centre.  
It was the development of a physical facility, and then that was followed by 
the opening a year later by the Ceramics Galleries, which again has a physical 
studio at the heart of it.  It has come out of Future Plan building projects for 
the Museum. (R01) 

 

This remark is a reflection of the fundamental organisational principal that instigated 

the current residency programme, yet it is important to recognise that constantly 

evolving externalities will have an impact on the way this vision is translated into 

future provision at the V&A.  

 

The V&A was conceived as, and continues to be, an engine room for the creative 

industries, but how does that conception manifest itself in reality? What, one might 

ask, can a museum do that is relevant to a 21st-century economy? As we shall see, it 

can help designers by providing inspiration, learning and access to technical expertise, 

and by giving them a showcase; it can create communities and networks of students, 

designers and manufacturers; and it can influence public taste, thereby affecting 

patterns of consumptions and production (Holden, 2007; cited in Pavitt, 2009:93). 

 

This notion is further reflected in the Victoria & Albert Museum’s Strategic Plan 2011-

2015, which states that the objective of the residency programme is ‘[to] promote, 

support and develop the UK creative economy by inspiring designers and makers, and 

by stimulating enjoyment and appreciation of design’ (V&A, 2011:12).  This illustrates 

the continued interest the Museum has in maintaining a strong relationship with the 

design community, and also suggests that the residency is an essential part of the 

operational intent of the whole organisation.  However, the research placement 

revealed that in order for the residency to evolve to meet the new demands of the 

industry, there was an urgent need to think about the shape the residency might take 

in the future.  This criticism was noted during some of the interviews that were held:  

 



 

	

144 

I think the only reason why we can be a bit more progressive, creative and fun 
about it now because it’s proved in the past that it’s a good programme and it 
works.  This is how it works.  And that’s fine, but it is at a bit of a plateau.  
(R08)  

 

When considering a future programme, there was evidence that the residency 

management team were considering new ways of experimenting with the 

programme.  This included a pilot of ‘speed residencies’, wherein recent graduates 

would be invited to work in gallery intervention spaces throughout the Museum for 

limited time periods, approximately two weeks apiece.  Although, this new model was 

being piloted, there was still some hesitation from the Head of Gallery of 

Interpretation, Residencies and Access:  

 

Trying to engage with much, much younger practitioners kind of fits with what 
we know about the creative industries and what we know about how people 
see themselves within that.  We did some research on this some time ago, and 
it was very clear that people see their practice starting when they are a 
student, and Higher Education and the Creative Industries programmes in our 
department are managed by the same person, so I think that does make 
sense. And by having very, very short residencies, I think you open it up to 
more people.  But I think there are issues about the nature of a residency, and 
to what extent are you ‘in residence’ if it is only for a couple of weeks?  How is 
that going to enable you to have a meaningful engagement with collections 
and with our visitors?  (R01-2) 

 

One of the main practical challenges noted over the course of the research placement 

and by the ‘co-researchers’ during the interviews were issues concerning the bursary.  

Financially speaking, the V&A residency is offered on a part-time basis.  However, 

residents are encouraged to move their practice into the Museum’s studio spaces and 

operate their practice from there.  This can cut down on expenses for a creative 

practitioner, since if they have an existing studio space, they can potentially sublet 

this to another practitioner and use their allocated studio at the Museum free of 

charge.  However, this limited stipend has implications on the kinds of creative 

practitioners who apply to the residency.  One consequence of this is that the 

demographic of applicants are from increasingly younger generations than they were 

in the beginning of the programme, as they seem to be able to be more flexible and 
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willing to undertake the residency even with its small bursary, as was commented on 

in one interview:  

 

We do, I have to say, pay a very small bursary.  That is one of my bigger 
concerns about it, because I know it does exclude people.  It does have the 
effect of favouring people that don’t have to relocate, so it favours people 
based in London, but I think it also favours those people at the earlier stage in 
their careers where they have few commitments or fewer expectations 
around having a reliable regular salary, or whatever.  So that might be a factor 
that encourages people at the younger end to apply.  (R02) 

 

Another member of staff noted how the variance in the bursary over the years had 

affected expectations and the kinds of residents the V&A recruited:  

 

It’s brilliant that there are three studios here, it’s fantastic that it is still going.  
For every artist, it is their dream to be paid to make work and research.  I think 
we need to remember that they are here for that though, and that they need 
the time and space to do that… Two years ago they had less contact with 
events and public, and more money.  Now it’s attracting younger graduates 
and they have to do a hell of a lot more work with people, and whilst that’s 
great, to give graduates opportunities, here is so much value in getting 
someone like [a former, older resident] in, but she wouldn’t have been able to 
say yes to the ridiculous sum that it is at the moment, and I think it is 
important to still offer opportunities like that to practicing artists who are a bit 
more mature. (R07) 

 

The other implication for the limited funds offered by the programme is that it results 

in prospective applications only coming from close geographical locations.  One 

resident commented on this as they spoke of the application process and one of their 

initial concerns about the residency:  

 

One of the flaws or the challenges for a residency in somewhere like this - they 
have international residencies, I know - but I still think this residency and the 
way the programme is set up and how you are supposed to be here physically 
for three days a week is all really London-centric.  It is all built around the 
concept that you could commute and could still keep your two-days-a-week 
job going, so I think that is something that is quite tricky.  (R05)  

 

Geographical diversity is an ongoing issue for the members of staff at the V&A who 

are part of the recruitment process, as the sentiment below describes:  
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I do particularly worry about the geographical spread, and I think it is a real 
problem if we end up always recruiting London-based artists.  Certainly, we 
haven’t always done that.  There have been some that have come from 
further afield, but certainly I am aware of some people who would have liked 
to have applied from further afield but felt they couldn’t do so because of the 
amount of money that was being offered, and that’s a concern.  (R02) 

 

To address the issue of only receiving applications from a closed pool of prospective 

residents, one ‘co-researcher’ drew on their experience, recollecting that some past 

residencies had been delivered in partnership with particular collections produced by 

foreign creative practitioners.  In these cases, industry sponsorship had been sought 

from these countries of origin, and it was considered that this might make for good 

practice in the future.  

 

I think at this stage we might have to push to internationalise it a bit more, 
and I think our expectations were that it should be possible to find money to 
support the residencies from overseas charities or funds, or whatever.  This 
has happened to some extent, but we haven’t pushed it hard enough.  As we 
go forward, we need to try to make that happen and have overseas residents 
coming so that [overseas residents are] at least one in three.  (R02) 

 

In thinking about experimenting with new provision models, it is still critical that the 

new offering relates to the wider Museum programme, which is something the 

residency management team always take into consideration.  However, the team also 

relies on the expertise of others to help determine at which creative practice or 

demographic a specific residency can be targeted.  

 

Strategically, there are always lots of considerations going on, but I’m thinking 
mainly from the point of view of the Museum and what the Museum’s 
priorities are.  Having said that, we rely on [the Higher Education and Creative 
Industries Programme Manager], who’s working with HE and Creative 
Industries to tell us if there are emerging fields where we should think about 
having a residency.  (R01-2)33 

 

                                                        
33	

Since the time of this research placement, the V&A residency programme has moved from its subdivision (‘Interpretation’) in 
the Learning Department to ‘Higher Education and the Creative Industries’. The ramifications of this move have not been 
captured in this research.  



 

	

147 

Using the residency to engage with emerging creative practices is exemplified in the 

Games Design residency.  The Games Designer in Residence project was one of the 

first of its kind: indeed, only the University of California in Santa Cruz had previously 

offered a residency to a Games Designer (Stephens, 2012).  The residency was 

devised during a period of increased interest from the Museum on the subject of the 

‘digital’ arts.  The V&A Museum is currently increasing their collection of digital 

artefacts, and in August 2013, they hosted a Friday Late Event themed to the 

internationally recognised digital game Minecraft (Reynolds, 2013).  This residency is 

part of the Museum’s public actions to reflect a notable change in the times, and its 

success had a major impact on the way the Museum views the residency programme.  

 

I feel like [the Game Design Resident] has set this bar for interesting, on the 
ball, relevant and very exciting residencies, and it is a shame that we can’t 
keep it there.  It is about finding ways to emulate that success and level of 
interest in what is happening.  And I suppose the only way to do that is to do 
something interesting, and better and better every time. (R08) 

 

Taking steps to replicate the success of the Games Designer-in-Residence 

programme, the programme managers are constantly looking for new practices and 

departments to work with:  

 

I know that there are all kinds of new disciplines coming up, which to me are 
quite strange disciplines.  I know that some of the conversations we’ve had 
recently with the Research Department about research residencies and what 
would that look like.  That is partly responding to what is going on out there in 
terms of HE and creative industries.  There is a lot of blurring between 
disciplines these days with digital stuff and the way that design is going… 
people seemingly are becoming less specialised in what they do.  If they are 
using digital media, that can result in all sorts of things; they are not 
necessarily a metal worker or a painter.  It’s becoming less normal, and I think 
the way that HE is teaching disciplines… I mean the fact that ceramics is 
disappearing fast from colleges - it is a sign of the times.  (R01-2) 

 

However, there are limitations as to what the Museum can provide for these new and 

varied forms of practice, equipment being the main restriction.  Indeed, new ‘kit’ 

often comes with a high price tag and limited usability, as the V&A staff have learned 

from experience:  
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One of our constraints is in term of equipment and facilities.  I think it will be 
interesting to see how we get on with The T/Shirt Issue [at the time of 
interview, this was a collective about to begin a Digital Design residency] and 
their digital production.  On site, we’re not able to provide the kind of 
workshop facilities that certain disciplines would need; they will have to go off 
site for elements of that. That’s okay, but it probably means that we get 
slightly limited… unless we actively forge relationships, and we have very good 
relationships with the RCA and we are able to use their facilities from time to 
time for things… like rapid prototyping, for example, was discussed for the 
Inclusive Design residency.  We are hampered, we’re not an art college, and 
we’re not a studio workshop.  We have very nice spaces and we have certain 
equipment, but, for example, the laser cutter that we bought at some expense 
for the PostlerFerguson residency is still unusable by anyone else because we 
can’t get ventilation […].  There are challenges with equipment, so even if 
we’ve bought something and we think we can use it for the future, a) 
everything goes out of date very quickly these days, and b) there are health 
and safety issues that we’re not always able to resolve.  (R01-2) 

 

 

The same ‘co-researcher’ questioned the notion of the resident actually having to be 

‘in residence’, and considered how a remote engagement might aid in finding 

applicants from further afield.  However, they were simultaneously sceptical about 

this concept, as explained below:  

 

The logical thing would be that people could be engaging more remotely and 
be here less.  You could go for more of a model like Museum of Art and Design 
in New York where people are in residence but they’re not physically in 
residence.  Personally, I think you would lose something with that.  I think 
there is something quite magical about being in the institution.  Well, not 
magical, but there is something particular about that that you won’t get 
because I think a lot of what informs a residency is the relationships - the 
interpersonal relationships they make while they are here and physically 
exploring the building, physically exploring the collections.  In my view, 
museums can never be wholly digital.  You always have the stuff… you have 
digital alongside the stuff.  Maybe there would be more flexible studios, 
people coming in less frequently and sharing the spaces?  I’m not sure.  (R01-
2)  

 

A second practical issue, one that was touched upon in the previous section, was the 

conflicting timescales the resident faces vis-à-vis the Museum programme:  
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The idea that you come for six months and they don’t necessarily know 
anything about you before you turn up, so maybe you have two or three 
months to put something together if you have some burning desire, but 
otherwise you don’t have any knowledge of what it is like working in the 
Museum, they don’t really know about you.  By the time you turn up, 
everything is programmed.  In museum time, you can fit events into other 
events, but no one has the time or the space to really make room for 
something completely different.  (R05) 

 

It must be hard for people to figure out the relevance for having artists-in-
residence in some ways when you just parachute in, but for some people, they 
are working on 2015 [two years in advance].  We are just like a little mayfly 
that appears for a day and then disappears, in terms of museum time. So it 
must be strange to think what relevance do we have, because you are on a 
completely different timescale.  (R05) 

 

This tension between the timescale of the residency for the resident and the wider 

Museum is one that requires further consideration from a relationship management 

perspective: indeed, the question remains as to what the residency programme 

managers consider to be the crux of the issue, and what measures can be put in place 

to help resolve this.  What is clear, however, is that the Museum must constantly 

evolve to reflect the changes in the internal and external parameters within which it 

operates.  

 

My experience in the Museum is that things always change, and space and 
facilities always change and get moved.  We’ve been moved temporarily 
although the residency studios are still there.  Who knows? In three-years 
time I’m sure that the plan is for everyone to move back, but who knows?  
Things change; things change all the time, and people have different ideas 
about master-planning of the Museum, how we organise the space.  At the 
moment, it is very much about how can we strengthen our financial 
independence and rely less on the government grant and more on self-
generated income.  So you’ve got this whole new kind of conglomeration of 
commercial, digital and international initiatives which is very much about 
bringing together things that will generate money.  We generate money within 
this department, and that has not yet been seen within that group but it could 
be… Museums have to have different business and management models, and 
it is all about being resilient and being more independent. It’s about attracting 
big grants and the more you can generate by selling something, whether that’s 
international expertise, consultancy, or digital stuff, [like] film.  (R01-2) 
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Discussion	
 

Discussion of the evolving museum landscape highlighted the pre-existing 

transformations in academic and methodological approach upon which this research 

is built.  In the previous section, the existing provision of residency was discussed 

using both literature and contextual reviews of recent programmes.  This highlighted 

some of the main characteristics of residencies and further analysis presented a way 

of categorising programmes into models so that this study could emphasise critical 

differences between them [see Figure 14].  By way of reminder, the following three 

figures summarise the characteristics of each model, and give the key features to 

three examples for each. 

 

 

 

Intramural	Model	(Research	&	Development)	

 

                 

Characteristics 
• Core of any model 
• Freedom for creative research, 

opportunity for creative failure 
• Can take a process or production-

orientated approach (Pousette, 
2011) 

• Success measured by subsequent 
professional reputation of the 
participants and reflected back 
onto the host organisations  

	

Examples 

Name & Location Key Points 

Cove Park 
Argyll and Bute, 
Scotland 
(Cove Park, 2012) 

• Founded 1999 
• Craft Residencies 

o International Crafts Residency 
o UK Crafts Residency 
o Scottish Crafts Residency 
o Highland Makers – in partnership with HI-Arts 

• Allows the opportunity to explore through making  
• Exploring ideas  
• Isolated space 
• Residency for craft alongside residencies for other creative practice 

(writing, visual art, choreography, etc) 



 

	

151 

• Residency can last from 2 weeks to 2 months 

RU Residency 
Residency 
Unlimited, New 
York City 
(RU, 2012) 

• Aims to move beyond the traditional studio base model and look at a 
more collaborative model 

• Two main strands; direct technical support and educational skill 
development 

• Roaming entity- footprint spread wide 
• Creating customised support  

o Tailored environments  
o Local and international artists and curators  
o All disciplines and at all stages of their practice  
o Participants receive individualised technical, production 

assistance and network support 
o Logistical support and other resources custom tailored to meet 

their needs and the realisation of projects. 
• Network of partnerships  

o Customised residencies are enhanced through the network of 
partnerships fostered by RU with collaborating organisations  

o Resources are pooled together and residents benefit from 
multiple spaces to produce and show their work, including RU’s 
event space at 360 Court Street. 

• Operating across multiple platforms 
• Committed to promoting multidisciplinary practices 
• Building lasting connections between artists and the broader arts 

community from a local and international perspective. 

Designers In 
Residence 
Design Museum, 
London 
(Design Museum, 
2012) 

• Began 2007 
• Early stage in the designer’s career  
• Are asked to respond to a brief 
• Four designers at once 
• Residency is followed by an exhibition 
• Showcasing the next generation in design 
• Resident takes part in providing a learning activities and the talks 

programme for the audience 
• Assists in curating the museum’s late night openings – evenings of 

lectures and networking that focus on the issues facing emerging 
designers 

Figure 14:  The Intramural Model: a summary.  

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 



 

	

152 

Figure	2:	Interpreter	Model	(Audience	Development)	

 

                  

Characteristics 

• Employed in museum and 
community-based environments 

• Resident is the intermediary, 
facilitating participant engagement 
with creative practices 

• Often delivered as part of national 
creative advocacy strategies 

• Success measured by quantity and 
quality of engagement with 
participants 

 

Examples 

Name & Location Key Points 

Residencies, 
Sackler Centre 
V&A London 
(V&A London, 2012) 

• 6 month period  
• Housed in Sackler Centre to engage with audience 
• Informs programme and events 
• Based in building and use collections as reference point 
• 3 studio spaces in Sackler Centre and Ceramics Gallery 
• Access to collections, curatorial and conversation expertise, practical art, 

design and digital media workshops in the Sackler Centre and 
experienced educational and outreach staff 

• V&A specifies a particular collection or medium they want the residency 
to put out or use, and open call for submissions 

Museumaker 
Royal Pavillion, 
Brighton 
Bowes Museum, 
Barnard Castle 
Guildhall Museum, 
Rochester 
Geffrye Museum, 
Hackney 
Lead Mining Museum, 
County Durham 
Harley Museum and 
Gallery, North 
Nottinghamshire 
(Museumaker, 2012) 

• Blueprint for joining together the historic and contemporary 
• Supporting two sectors to work together confidently to open up 

museum collections in a range of ways 
• Extending skills and building mutual understanding 
• Providing inspiring and stretching creative and economic opportunities 

for makers 
• Market-testing different ways of invigorating museum retail 
• Attracting new audiences to museums and introducing ‘traditional’ 

museum audiences to high quality contemporary craft 
• Delivering exciting projects which engaged individual from different 

communities and hard-to-reach groups 
• ‘Meet the maker’ sessions 

Open Studios 
Museum of Art and 
Design, New York 
City 
(MAD, 2012) 

• An educational space that fosters dialogue between artists, designers 
and the public.  

• Host artists and designers as the produce their work in a public 
environment.  

• Supports the development of original works through special projects and 
residencies. 

 
Figure 15:  The Interpreter Model: a summary.  
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Figure	3:		Industry	Model	(The	Economy)	

  

                  

Characteristics 

• Developed to address the 
existing tension between creative 
and economic logics of practice 

• Programmes intended to support 
the activities of enterprise and 
entrepreneurship 

• Target participants often found in 
fields of design and technology 

• Success measured according to 
commercial prosperity for both 
organisation and individual 

 

Examples 

Name & Location Key Points 

Fashion Foundry 
Cultural Enterprise 
Office (partnership 
between CEO, WASPS, 
Scottish Enterprise an 
Creative Scotland) 
(CEO, 2012) 

• Initiated 2012 
• 6K worth of specialist support tailored to business needs 
• Environment to create, collaborate and network in Scotland 
• Allocated a studio space in WASPS studios South Block (a new initiative 

that combines studios and offices for creative companies) 
• 18 month business incubator support: 

o Creative mentoring 
o Tailored business development support  
o PR and stylist consultancy 
o Access to promotional platform for contemporary Scottish 

design 
• Specialist peer-training workshops 

Incubator 
Cockpit Arts, 
London 
(Cockpit Arts, 2012) 

• Affordable studio space 
• Situated with other creative practitioners 
• Office facilities and resources library 
• One-to-one business support 
• Facilitated peer-to-peer action learning 
• Workshops and seminars 
• Loan scheme on offer 
• Access to Cockpit Arts networks 
• Open studio events, direct sales 
• Studio tours with sale opportunities 

Start Up In 
Residence  
IDEO, Chicago 
(IDEO, 2012) 

• 2012 project 
• 3 month programme in Chicago office 
• Access to IDEO community 
• Connecting to network of clients and ‘thought leaders’ 
• Side-by-side collaboration to develop organisations and launch 

innovation concepts 
• ROI: a small amount of equity 
• The residency: 

o A stimulating environment for experimentation: state-of-the-
art workshops, sharing lunches, ideation spaces, open 
invitation to studio cultural events 

o The Team: collaboration at all levels of design – research, 
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ideation, prototyping, etc. 
o Global creative network: 600+ designers, mentors, leaders, 

advisors, and experts from across 11 offices 
o Connections to extended network of partner organisations 

• Advisory services: on going mentoring, designers-in-residence, 
membership to exclusive network of alumni 

Figure 16:  The Industry Model: a summary.  

 

During the initial stage of this research, which audited the landscape of residency 

provision in cultural organisations, a few general observations were highlighted, and 

subsequently selected for further investigation.  Foremost of these was the standard 

structure of a residency, which is based on the system of ‘transmit and receive’, 

meaning that the organisation views the resident to whom the resources have been 

awarded or ‘transmitted’ (e.g. a stipend, facilities, studio space, etc.) as a commodity 

yet to fulfil their part in the transaction.  This is often followed by a ‘transmit and 

receive’ outcome activity with the target audience, such as an exhibition, educational 

workshop or similar.  However, there is an obvious discrepancy between the practical 

field of residency provision and the changing perceptions of culture and design, as the 

prevalent ‘transmit and receive’ model does not take into account the changing roles 

of the organisation, resident or visitor, nor does it capture the true interconnected 

system and intricacy of a residency programme.  

 

The research placement at the V&A illuminated the complexity of a residency in 

action, specifically, serving as an example of the Interpreter Model in practice.  The 

insights gleaned from this research resulted in a new diagram which proposes a more 

dynamic view of residency, which allows for the complexity of the V&A’s Residency 

Programme to be mapped [see Figure 15].  In the illustration, the institutional 

departments of the V&A’s organisational structure have been identified.  As 

previously stated, the residency is situated in the Learning Department: however, the 

residents are allocated a curator from the Collections Department, and often have a 

lot of interaction with other members of staff in different departments.  
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Figure 17: A stakeholder map of the V&A Museum’s Residency Programme using the New Residency 
Model.   

This visualisation offers insight as an alternative way to map the relational system and evaluate a 
residency programme in action. It illustrates the V&A’s Residency Programme as an example of 
categories of group stakeholders: these are comprised of ‘the resident’; ‘organisation’; ‘audience'; and 
‘Industry’.  Within the ‘organisation’ category are the departments defined by the V&A, as is the case 
for the groupings defined in ‘audience’.  ‘Industry’ comprises various benefactors of the V&A residency 
programme.  ‘The resident’ group is defined by the two residents who were ‘co-researchers’ during the 
time of the placement who had been recruited and selected by the V&A.  This map offers a new way to 
examine the dynamic relationships within a residency programme between stakeholders.  It also opens 
up the discussion on the complexity of a single residency programme in operation.   

 

 

This model also illustrates the six definitions of key audience groupings as defined by 

the V&A Museum: independent adults; students; families; organised groups; schools; 

and adults from the creative industries (Fritsch, 2008).  This presents an interesting 

dilemma in thinking about the residency from a design perspective, as it becomes 

apparent from observing the residency programme that there are two very different 

users of the service.  The first user is the resident, since he or she is given the 

opportunity to work within the institution and use the facilities and resources to 

develop new work, and the second user is the Museum’s audiences, as varied as they 



 

	

156 

are.  However, it is primarily the intention of the Museum to have the programme as 

a means of attracting and engaging new audiences.  The Museum’s Residency 

Programme therefore shares the tension, since although the resident is the primary 

actor in the service, in an echo of the Interpreter Model, he or she also becomes the 

conduit through which creative endeavour is communicated to visitors.  Framing the 

residency in this way begins to pull the notion of residency provision into the field of 

design.  However, this is only the first step in this process, and further consideration is 

needed to determine how this can be achieved and how this impacts the way a new 

model might be received.   

 

Moving the residency into the field of design is pivotal to framing the notion of a 

prospective design residency as ‘the indeterminate situation’.  It is vital to fully 

understand the nature of the indeterminate situation in order to stimulate the 

process of concept development.  To this end, the following section introduces the 

concept of ‘artistic interventions’, a term which has recently been appropriated by 

the academic field of design management, to discuss the way creative or design 

thinking can be embedded into a company.  This evidence will allow this study to 

bridge the gap between what exists in terms of provision, and discuss how this 

research can position this new concept into a design context.  

 

 

Artistic	Interventions	
 

To consider how a residency can be situated in the context of design, it is necessary at 

this juncture to add another type of programme which has received attention within 

design management literature.  This concept is called ‘artistic interventions’, and is 

defined by the researcher who coined the term as: 

 

[a] wide range of short- and long-term forms of bringing people, processes, 
and products from the world of the arts into organizations.  Based on its roots 
from Latin, inter-venire, to intervene means to come between, to involve 
someone or something in a situation so as to alter or hinder an action or 
development.  Intermediary organizations, artists, and host organizations 



 

	

157 

define the nature of the interaction, e.g., collaborative, provocative, 
entertaining, or playful. (Berthoin Antal, 2009:4) 

 

This definition deliberately distinguishes ‘artistic interventions’ from artists’ residency 

programmes, as it emphasises the importance of creating work in context, as well as 

the process of engagement between the creative practitioner and the staff of the 

host organisation (Berthoin Antal, 2012).  One of the first forms of this method of 

interaction was initiated by the Organisation and Imagination group34 who devised the 

concept of the ‘artist placement’: this involved seeking paid positions for artists in 

workplaces such as factories and the offices of governing bodies as a means to 

subsidise artistic practice and to instil creativity into what may be considered non-

creative industries (Stephens, 2001).  At the time, demand for this kind of 

engagement mainly originated from members of the artistic community who were 

looking for ways to apply their skills in unconventional environments.  This 

relationship between artists, organisations and public funding bodies has continued 

to be part of the dynamic between cultural actors, and remains a critical element of 

the patronage system in the creative and cultural industries (Harris, 1999).  Currently, 

however, the direction of demand has shifted and is now coming from organisations, 

who are experimenting with new methods of stimulating innovative thinking in 

product development and institutional practices.  As Adler (2006) contends: 

 

[t]oday, rapid, massive change is not only possible, it is inevitable. The 
discrete, circumscribed strategies of yesterday are no longer appropriate or 
effective.  Benchmarking competitors' best practices becomes meaningless in 
a world changing today at a heretofore unimaginable pace.  Leaders search for 
successful strategies, only to discover that the most viable options need to be 
invented; they cannot simply be replicated.  Designing innovative options 
requires more than the traditional analytical and decision making skills taught 
during the past half century in most MBA programs.  Rather, it requires skills 
that creative artists have used for years. (489)  

 

That is not to say that artists do not benefit greatly from the opportunity of 

participating in an ‘artistic intervention’: it simply means that there is more evidence 

                                                        
34	

The Organisation and Imagination group, otherwise known as O+I, became the Artists’ Placement Group c. 1960s. 
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of the benefits for the organisation and greater interest from industry partners, which 

leads to the creation of more programmes.   

 

This view is shared by a number of people in industry and academia, as the number of 

artistic intervention programmes have increased over the years, together with the 

amount of research conducted in this area of study.  Adler (2006) believes that there 

are important ramifications for learning from this type of engagement.  It is not 

strictly for the institutions to reflect on the impact these programmes have on 

organisational development, but also for the researchers who conduct these studies, 

since they must employ a multi-stakeholder perspective and analyse the various 

dimensions of impact and benefits, an approach that is becoming more common in 

organisational research (Ibid.).  Indeed, as is argued in this thesis, this approach is one 

to which the pluralistic nature of design research lends itself particularly well.  

Berthoin Antal, who has contributed a significant portion of her academic career to 

studying such programmes, has found that cases in which organisations have brought 

in artists as a method of resolving some of the organisational issues their company 

faces have resulted in strategic and operational benefits to the organisation, such as 

increased productivity, efficiency and reputation (Berthoin Antal & Strauβ, 2013).   

 

Traditionally, it has been creative professionals who are known and sought-after for 

their ability to innovate, but there is increasing pressure being placed on managers to 

have creativity as a core competence.  As a result, business leaders are looking to the 

arts to respond accordingly to the high risks and ambiguity associated with creativity, 

which are two subjects of significant industry interest (Adler, 2006).  Indeed, this 

notion of the unknown and how it may lead to innovative resolutions, both for the 

artists and for the organisation, is the reason artistic interventions are seen to be so 

important.  As Berthoin Antal (2012) notes: 

 

[a]n artistic intervention whose exact process and outcome were to be known 
from the outset would hardly be worth engaging in.  Herein lies a crucial 
tension in the field, because artists thrive on the openness of the project, 
managers seeking new solutions understand the need for it, but funding 
bodies and policy makers increasingly demand clear deliverables against which 
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to measure the impact of their investment.  Might researchers find ways to 
generate sufficiently rich insights into the processes and outcomes of artistic 
interventions to satisfy the needs of policy makers and protect the requisite 
openness to not knowing what will happen when the worlds meet? (64) 

 

Haselwanter & Soila-Wadman (2014) concur with this analysis: after studying an 

artistic intervention project, they found the inclusion of corporate-minded goals 

counterproductive to the exchange of knowledge and skills.   

 

It is crucial to incorporate this research on artistic interventions into the discussion on 

residencies because the findings concerning the potential benefit to an organisation’s 

ability to innovate are vital to creating a forward-thinking design residency model.  In 

addition, scholars from the design management field have been turning to artistic 

intervention as a means to build on the growing debate in critical studies which 

analyse how designers contribute their creative competencies to organisations when 

placed in situ.  Johannson-Sköldberg & Woodilla (2012; 2013; 2014) identify the 

theoretical connections between the discourses of design thinking and artistic 

interventions, and push artistic intervention rhetoric into the design context.  They 

contend that for innovative work and organisational development to occur, it is 

essential that artists are brought into the fuzzy front-end of the innovation process to 

disrupt traditional thinking (Johansson-Sköldberg & Woodilla, 2014).  To this end, they 

argue that: 

 

artistic interventions in organizations can be similar to the interactions of 
designers when they bring “design thinking” into a company.  We therefore 
propose that the discourses of artistic interventions and design thinking are 
intellectually similar, leading to theoretical awareness of similarities in the 
competences that designers and artists bring into the company. (Johansson-
Sköldberg & Woodilla, 2013:46) 

 

Having noted many discrepancies between methods of understanding business goals 

versus creative goals, Haselwanter & Soila-Wadman (2014) also contend that 

knowledge of the design process, situated as it is between the creative and corporate 

epistemologies, can be used as a tool to validate the use of the artistic intervention 

process in a business context.  In the same vein, Johansson & Woodilla (2012) list the 
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overlapping characteristics of artistic interventions and design interactions in 

companies, which include: enhanced cultures of creativity; organisational experience 

in managing an open work process; and new creative methods of problem 

identification and resolution.  However, the two are not exactly the same, and in 

describing the difference between an artistic and a design-led intervention, they 

state: 

 

[b]oth artists and designers can affect organization cultural and work 
processes, even if their work is not explicitly directed towards those areas: an 
artist works through emotions to create an experience, while a designer 
communicates that something exists for a purpose.  Rather, the value of 
design and artistic interventions may be the side effects of the artistic work 
done. (Johansson & Woodilla, 2012:887) 

 

This link between artistic interventions and design thinking is crucial, as further 

discussion will assess this discrepancy as it pertains to the possibilities that a new 

residency model can offer.  Going forward, the research that has been conducted on 

artistic and design interventions will provide a strong foundation for a new 

interpretation of residency with the context of a contemporary design museum.  

Before summarising the key insights of this chapter, it is necessary to elucidate the 

reason it is important that design is used as a lens to consider residencies, and the 

challenges in pairing these two fields.  

 

 

Design	and	Cultural	Strategy	
 

This chapter has already described the landscape of residency provision across the 

CCIs.  Within this environment is the shifting culture in which museums are situated, 

which are highly influenced by financial, educational and political variables.  Museums 

are not continuing to develop simply in order to offer a hedonic experience for 

visitors: rather, they are increasingly responding to the attendant change in financial 

landscapes that have necessitated the incorporation of more economic principals into 

their practice.  Add to this the developing literature on the need for industry to 
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incorporate more creativity in their practice, and how this is being achieved by the 

commissioning of ‘artistic interventions’, and it is clear that industry and creativity are 

inexorably linked.  Indeed, these two concepts paired together signify an increased 

need for knowledge exchange between these two cultures.  As design has been 

positioned between the two diverse fields of industry and creative expression, it is 

ideally placed to tackle some of these challenges.  For a programme like the 

residency, which injects creative thinking both into the institution and inspiration for 

the creative practitioner in residence, there are equally vital outcomes on both sides 

of the partnership.  

 

For this reason, developing a new programme in this complex environment has 

required the innovation and application of new creative approaches.  It has been 

argued that design thinking is the shaping of ideas into practical propositions, leading 

to competitive advantage in the marketplace (Martin, 2009).  Indeed, there has been 

a marked proliferation of the use of design thinking in a wide range of contexts 

beyond those considered to be traditional fields of design (Kimbell, 2011a).  This has 

filtered through to the CCIs, giving rise to a number of studies exploring the use of 

design in the creation and development of products and services (Pisaki, 2007; 2010; 

Pitsaki & Rieple, 2011; Rieple & Pitsaki, 2011; Mitroff Silvers et al., 2013; Mitroff 

Silvers et al., 2014).  As expectations of service quality are generally rising, it is 

recognised that what a museum essentially provides is an experience: as such, 

museums can be included in the category of the service industry, and as a result, 

must work in partnership with stakeholders to achieve user satisfaction (Waltl, 2006).  

Moreover, being audience-centred requires a complete understanding of the values 

and expectations of museum stakeholders, and research is critical to making informed 

decisions on programmes which evolve in line with the ever-shifting dynamics of 

society (Ibid.).   

 

This creates a tension between two different perceptions of time.  Institutions have 

been criticised over what is deemed to be slothful development, and it is argued that 

museum practices could potentially be more responsive if human-centred design 

methodologies were introduced (Mitroff Silvers et al., 2013).  Pitsaki (2007) brings 
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scholarly attention to the fact that cultural product design is an amalgamation of 

existing product, graphic, service, experience and cultural design frameworks.  In 

addition, Pitsaki (2010) asserts that design can be used to define a cultural 

organisation’s performance by acknowledging that design is at the core of cultural 

product development and a method by which services and experiences offered by 

institutions can be improved.  This theory is supported by case studies of 

internationally-recognised museums (SFMOMA, J. Paul Getty and the Queensland 

Museum), which have used design thinking and design-specific tools (e.g. rapid 

prototyping and customer journey mapping) to advance organisational practice 

through social design processes (see Mitroff Silvers et al., 2013; Mitroff Silvers et al., 

2014).  Furthermore, Rieple & Pitsaki (2011) present a case for strategic design 

management in cultural products and services, stating that: 

 

[d]esign can create both a new vision of what the organization ‘is’ and 
reinforce and anchor its established ‘essence’ through the creation of 
artefacts and symbols that others interpret and use to shape what they do.  It 
may also provide an important element in the implementations of strategy, 
through focusing on product or service functionality or the creation of 
emotional or affective bonds. (2)  

 

Indeed, design is not only the subject of what a museum communicates to its 

audiences or how it communicates that information, nor is it simply a way to think 

about the way in which exhibitions are curated: rather, design is a way to frame 

knowledge relating to the development of cultural products and services, and 

provides an approach to the strategic management of cultural institutions.   

 

With this in mind, there is an opportunity to use the transformation in design theory 

to consider the way that the residency is perceived.  Drawing on the visual language 

of the Danish ‘Design Ladder’, which uses steps to indicate the progression and 

application of design within organisations (i.e. no design, design as styling, design as 

process, and design as strategy), the models of residency are considered within this 

framework (Danish Design Council, www.ddc.uk).  Using the visual representation of 

the models formulated during an examination of the landscape, and in re-examining 

the provision of residency programmes in design, there was an indication that 
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residency models were responding to the changing dimensions of design.  Therefore, 

a residency design ladder has been structured to reflect this, and to permit this thesis 

an interrogation of an as-yet-unknown iteration.   

 

 

Figure 18: The concept of design residencies as visualised by the Danish ‘Design Ladder’.   

This visualisation demonstrates how the existing models of design residency provision can be 
understood by considering the levels of design in a programme. It presents the three current models of 
design residency: design as subject, design as process, design as business. In the fourth iteration, the 
visualisation questions whether there is a next step for a design residency which is yet to be realised.  

 

In Figure 16 above, the first step is represented by the basic form of design in a 

residency programme, design as subject, which can be seen in programmes which 

provide residencies for designers to work with a self-discovered design problem.35	 

Built on a similar principles as the traditional Intramural Model, the Design Museum’s 

Designers-in-Residence programme is a prime example of this model.  Here, design is 

viewed as the subject or object within the residency.  In other words, the outcome of 

                                                        
35 The Residency Design Ladder adaptation above bypasses the first ‘non-design’ category which is present in the original Danish 
‘Design Ladder’, as the intent is to examine levels of design within existing design residencies. (www.ddc.uk)   

Design as Subject !

Design as Process!

Design as Business!

Intramural	Model	
Designer-in-Residence	

Interpreter	Model	
Learning	&	Engagement	

Industry	Model		
Encouraging	Innova;on	

?
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the residency is to be the production of design in its more traditional sense, which is 

delivered by the designer-in-residence, an individual based within the organisation.   

 

The next stage regards design as process, and lends itself more toward learning and 

engagement strategies.  Evidence of this can be seen in the V&A Museum Residency 

Programme, wherein the residents demonstrate process through engagement 

activities with target audience groups.  By way of illustration, during the research 

placement, the Ceramist-in-Residence and the Games Designer-in-Residence both 

participated in the programme DesignLab (among other learning and engagement 

programmes) to showcase the process of design to school groups brought in by the 

Learning Team.  The school groups were guided through the design process, and 

given a project to assist them to mimic the designer’s work, and learn about design 

thinking through this mirroring.   

 

Finally, the third step, design as business, represents programmes in which design in 

the residency offers something to industry or the marketplace as a result of resident 

research and development.  For example, the Incongruous programme at the MAD in 

New York City funds designers working in an avant-garde space to continue the 

development of their work in the museum’s studio spaces.  The purpose is to support 

the development of innovative products that will most likely sell to niche markets.  

Another example of this could come from the Geeks-in-Residence programme with 

Sync, which sought to match designers with cultural institutions to produce new 

innovative practices with the organisation and to benefit the resident through 

industry experience.  

 

However, arriving at this point only increases the feeling of doubtfulness in this 

research.  Since design is expanding in conceptualisation and articulation, this should 

surely influence the way a design residency can be perceived for future provision.  Yet  

this feeling of doubt is driven by an intuition that what exists in regard to design 

residency can be pushed further, prompting this question:  
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Within the transformative context, is there a need for another step in the 

residency design ladder that has yet to be articulated?   

 

There is a nuance in this question that requires foregrounding before further 

discussion can take place: this question refers to a ‘need’, which can be taken to 

signify industry demand for a new conceptualisation in a future residency model.  To 

a certain extent, the discussion in this chapter has only addressed the questions and 

feeling of doubtfulness of those engaged with the V&A Museum Residency 

Programme, and because of the nature of this study, specifically tends towards this.  

However, as a result of the critical reflection undertaken by this researcher, it would 

seem to be the case that there is the need for a new model which could be applied in 

wider contexts.  Yet according to the principles of this investigation, concepts must be 

tested and validated with those who are engaged with the sector and the subject of 

residency.  Therefore, bringing in other voices in the process of concept development 

is vital if we are not only to understand the problem situation, but also co-design a 

meaningful and valuable fourth residency model.   The following chapter explores this 

prospect further by outlining the approach and insights of a workshop designed to 

bring together creative professionals from the CCIs who have direct contact in 

managing and delivering residency programmes.  Adopting the method of co-design 

as a core approach, this can be seen as a way to address, test and validate this 

researcher’s initial feeling of doubtfulness about the need for a future design 

residency.  

 

Chapter	Close	
 

This chapter has covered a significant amount of ground and has provided several 

new insights into the concept of residency.  It therefore closes with an overview and 

summary of these critical elements and progressions in academic knowledge.  Part 1 

offered an exploration of the current landscape of understanding and provision of 

residencies in the CCIs.  This overview demonstrates how the semantic usage and 

practice of residency has developed significantly since the last century.  Furthermore, 



 

	

166 

this discovery provides the insight to formulate three new models to capture what is 

currently in existence in the provision of residencies.  The categorisation of the 

Intramural Model, Interpreter Model and Industry Model is a contribution to new 

knowledge, and employed as a tool for discussing and analysing existing examples.  In 

addition, a new definition for the residency was formed: 

 

The provision of time and resources to innovative through practice, 
subsequently resulting in new knowledge and/or objects, events or services 
from which the resident, participating individuals and host organisation can 
benefit.  

 

Having identified an understanding of the residency and methods with which to 

extract the primary objectives and frameworks for existing programmes, the research 

placement at the V&A outlined at the beginning of Part 2 of this chapter offered the 

opportunity to understand in more depth the complexities of an existing programme.  

From this, four key areas that define the residency were articulated: research and 

development; engaging with visitors; relationships and networks; and developing 

careers.  These areas allowed those who had had experience with the residency to 

discuss it and describe how they perceive its value.  Furthermore, this research 

helped articulate a fifth key area, entitled ‘Existing and Future Challenges for the V&A 

Residency’.  This final theme allowed this research to offer insight into what the 

future challenges might be, and also what the ambitions of a residency could look 

like, from those who have engaged with the residency in depth.  

 

The V&A research placement insights highlight several interesting dilemmas and 

future challenges for the programme, including practicalities like decreased funding 

and reduced geographical spread of applicants.  In addition, it also throws into sharp 

relief some significant external changes that will have impact on future of residency 

provision: namely, the change in design disciplines and their implications for the way 

future residencies are provided.  

 

As previously discussed, design is the lens through which this research views its 

research subject, as it affords the opportunity to understand the multifaceted levels 
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of design while allowing the research to gather insight and develop design projections 

for a fourth residency model.   

 

The outline above describes how design thinking can be used to innovate in the 

organisations and how this connects with residencies, as evidenced through the 

application of the residency models in the Design Ladder.  This increases the levels of 

uncertainty in this research, but it also evidences the need for in-depth concept 

development.  To achieve this, the following chapter builds on formation of the 

problem within this research.  This problem, in its rudimentary form, is outlined in the 

next phase of the investigation, the institution of the problem.  It takes these first 

insights to the CCI sector, and through a co-design workshop, uses the experiences 

and knowledge from research participants working with residencies to further 

interrogate the initial understandings of what a potential design residency can be.  

  



 

	

168 

Chapter	4.	Residencies	with	Resonance:	Institution	of	a	Problem	
 
 

It is the objective of this chapter to outline for the reader the connection between the 

preliminary iteration of a fourth model of residency provision (Residencies with 

ResonanceV1) and the insights developed through the Residencies with Resonance 

workshop.  It is necessary to underscore that ‘Residencies with Resonance’ has dual 

meaning in this context.  The first is as a conceptual proposition for a new perspective 

for future residency provision: it is a hypothesis for a fourth model of residency 

provision, one which embraces complexity and plurality in the transformations that 

underpin the changing landscapes of design and the museum sector.  It is a new way 

of thinking developed in light of the evaluation of the landscape of residency 

provision (see Chapter 3), and born from observing and reflecting on the experiences 

of undertaking a museum residency at the V&A (see Chapter 3).  

 

The second connotation denotes a design research workshop, wherein professionals 

from the CCIs in the UK are brought together, using co-design to collectively 

interrogate and develop the concept.  The Residencies with Resonance workshop is 

offered to as method to explore the Residencies with ResonanceV1 concept, to 

ascertain whether it can be understood in its preliminary form, and to allow others to 

engage and contribute to furthering the new concept development.  In part, this 

workshop is designed to bring other people in to examine, test, prototype, and build 

it together, as well as use design as a strategy-building process.  

 

In this context, the Residencies with Resonance workshop can be understood as the 

manifestation of the ‘institution of the problem’, where co-design and Dewey’s (1938) 

philosophy merge to become an occasion wherein a diverse group of participant-

observers share their expertise and experiences with each other and this researcher 

(who listens and facilitates the co-design process so that everyone can contribute to 

the evolution of the concept).36  This way of thinking is philosophically aligned with 

                                                        
36	

This researcher took on many roles in the development and execution of this workshop, reflecting the notion that researchers 
simultaneously ‘served as a translator between the ‘users’ and designer.  In co-designing, the researcher (who may be a 
designer) takes on the role of the facilitator’, which involves ‘leading, guiding and providing scaffolds’ for people from diverse 
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the institution of a problem (Dewey, 1938), which in this context is the examination of 

the opportunities and challenges facing the future of residency provision using the 

tools of collective inquiry with experts in the field of provision to articulate the 

problem and refine the research question.  Drawing on principles of pragmatism and 

design research, the Residencies with Resonance workshop demonstrates what is in 

existence in terms of provision, but also evidences what direction the sector is looking 

to for future provision and facilitates critical discussions in the progression towards a 

new era of provision.  

 

 

Residencies	with	ResonanceV1	Concept	
 
Residencies with ResonanceV1 advocates a shift in the way residencies are regarded, 

which would better reflect the rapidly changing world which design both leads and 

follows in equal measures.  The concept is an alternative to the common ‘transmit-

and-receive’ model, whereby an organisation provides the resident with resources, 

which in turn, creates an output, such as an exhibition or series of public engagement 

activities.  Instead, Residencies with ResonanceV1 embraces the complexity of 

someone new (the resident) coming into an existing operational system (the 

museum) and engaging with varied and diverse entities that already exist as part of 

the host organisation’s system: namely, individuals or communities of individuals 

(audiences) or other organisations (such as the museum’s industry partnerships).   

 

Residencies with ResonanceV1 maintains that a contemporary understanding of 

residencies must replace the hierarchal ‘transmit and receive’ model of information 

and resources with one of reciprocity.  In other words, it contends there be a dynamic 

exchange of information between each figure so that value can manifest beyond the 

current benchmarks of assessment procedures which often examine the tangible or 

quantifiable outcomes of the residency (such as an exhibition, or the numbers of 

                                                                                                                                                               
backgrounds with various levels of skills (Sanders & Stappers 2008:13-14).  This was very true in the case of Residencies with 
Resonance, as this researcher not only created the framework used to guide participants in critical thinking on residency 
provision, but also guided the group through the workshop by providing an introduction which set the stage, and supported 
subsequent group discussions on the collectively generated themes and full room discussion.  
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visitors recorded in the public programme).  It is due to this recognition of intangible 

and often hidden or immeasurable forms of value that the expression ‘resonance’ is 

considered beneficial in the context of residencies.   

 

The first version of this concept was visualised and offered at the end of Chapter 3 as 

a means of unpacking some of the elaborate relationships found within the V&A’s 

Residency Programme [see Figure 17].  This visualisation contends there are four 

primary groups which interconnect within a residency programme.  In the case of the 

V&A Museum Residency, these groups are elucidated in more detail in its listing of 

the various sub-categories of the residents, the organisational departments, audience 

groupings, and industry partners.  All these elements work side-by-side, supporting 

each other and enhancing productivity through creative partnership.  They share 

knowledge and understanding of the world through the interactions that stimulate 

development.   

 
 

 
 
 
Figure 19: Residencies with ResonanceV1 (Version 1) 
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Residencies with ResonanceV1 is the first iteration of an approach to answer in 

definite terms why the uncertainties felt by this researcher exist and how to address 

them.  This notion of the ‘first version’ is of great importance, as the model is 

proposed as a new way of perceiving residencies.37  However, according to Dewey’s 

philosophy which underpins this inquiry, it is crucial that other individuals be brought 

in at every stage of the design research to contribute their knowledge and 

experiences to the development of this fourth model.  It is for this reason that the 

research turns to co-design as a tool to bring others into the early stages of concept 

development.  

 

Co-Design	as	Method	
 

Co-design is the method chosen to achieve the workshop objective, as it inherently 

works with people.  By listening to their knowledge and expertise, and sharing with 

others, the co-design process feeds in and allows this to become a coherent, less 

abstract format than one requiring forced enthusiasm because it reflects their 

knowledge and experience (which varies depending on what is required).  Co-design 

is used to characterise and define the new concept for residency provision because 

the principle of co-design maintains that in order to develop a concept that has 

resounding impacts upon those for whom the consequence has the most significance, 

these key stakeholders must contribute to the advancement of that concept.  It is also 

used because this thesis proposes that there is a fruitful parallel between co-design’s 

notion of concept development and what Dewey terms the institution of a problem.   

 

According to Dewey (1938), the institution of the problem is an important process, as 

‘[t]he way in which the problem is conceived decides what specific suggestions are 

entertained and which are dismissed … it is the criterion for relevancy and irrelevancy 

of hypotheses and conceptual structures’ (108).  However, the problem is not to be 

instituted by this researcher alone, but is to be established with others.  This 

                                                        
37

 The second iteration of the concept of Residencies with Resonance can be found in Chapter 5. 
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sentiment echoes Stappers (2006), who contends that this conceptualisation is a 

critical phase of design, and requires designers to consult and collaborate with a 

multitude of people to interrogate and evolve key concepts.  In fact, Dewey (1938) 

also argues for bringing others into the process, stating, ‘[a]n inquirer in a given 

special field appeals to the experiences of the community of his fellow workers for 

confirmation and correction of his results’ (490).  This bridge between Dewey and co-

design is the framework within which Residencies with Resonance is to be 

interrogated and the next iteration is to be developed. 

 

With this intention in mind, co-design is purposefully employed to make use of all 

three research methods: experience as method, community of inquiry and 

visualisation.   

 

 

Co-Design	–	Experience	as	Method	
 

Within co-design, and more broad disciplines of design, the term ‘experience’ has 

several connotations.  These must first be unpacked in order to understand what is 

meant by ‘experience as method’ in the context of Residencies with Resonance.  The 

term ‘experience’ can often be employed to denote the way in which a user engages 

with a product or service.  Some employ ‘user experience’ as a lens to explore a 

pragmatist approach in new product development, and contend, based on this 

theory, that experience is constructed through social interaction within an 

environment (Forlizzi & Battarbee, 2004; Battarbee & Koskinen, 2010).  Similarly, it is 

argued that pragmatism offers a sufficiently solid theoretical grounding on 

‘experience’ to fully investigate the nature of the interaction in design between 

artefact, designers, design participants and intended users (Wright et al., 2008). 

 

Building on the work of Sanders (2001), Sleeswijk Visser et al. (2005) propose an 

understanding of the notion of experience through what they term as the ‘experience 

domain’: a concept to understand the full breadth of experiences, both in terms of 
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time (past, present and future) and the ways to elicit said knowledge within this 

timespan (explicit, observable, tacit, latent).  They contend that conventional research 

techniques in user experience, such as interviews and observations, are limited to 

understanding past and present experience, and argue that to learn about, and 

design for, future experience, generative techniques can access ambitions, concerns 

and other ‘latent needs’ which cannot be identified until the future (Sanders, 2002a).  

 

However, it is in the ‘pre-design’ space where the full scope of the experience domain 

can be understood, in the lead up to generative phase (Sanders & Stappers, 2014).  

Figure 18 demonstrates the phases of the co-design process, and Table 2 below 

details the purpose, results and orientation of each phase, and states that ‘pre-

design’ aims ‘to understand people’s experience in the context of their lives: past 

present and future’  (Ibid:10-11).  As ‘pre-design’ is understood as the research phase 

which examines the wider context of experience (Sanders & Stappers, 2014), it is 

proposed that this co-design phase is aligned to Residencies with Resonance and the 

objectives of instituting of the problem.   

 

 

 
Figure 20: ‘Phases along a timeline of the design process; the first dot indicates the determination of 
the design opportunity and the second dot represents the finished “product”’ (Sanders & Stappers, 
2014:10). 
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Table 2.  The research phases compared  
Design Research Pre-design and 

post-design 
Generative Evaluative 

Purpose To understand 
people’s 
experiences in the 
context of their 
lives: past present 
and future dreams 
 

To produce ideas, 
insights and 
concepts that may 
then be designed 
and developed 

To assess, 
formatively or 
summatively, the 
effect or 
effectiveness of 
products, spaces, 
systems or services 

 To prepare people 
to participate in co-
designing 
 

What will be 
useful? Usable? 
Desirable? 

Is it useful? 
Useable? 
Desirable? 

Results Empathy with 
people 

Opportunities for 
future scenarios of 
use 
 

Identification of 
problems 

 Creative co-
designers 

Exploration of the 
design space 

Measurement of 
effectiveness 
 

Orientation Past, present and 
future 

Future Present and near 
future 

Table 4:  The research phases compared (Sanders & Stappers, 2014:11, emphasis added)  

 

Co-design provides the framework for implementing experience as method in 

Residencies with Resonance.  It is a way of accessing experience and facilitating the 

sharing of experiences between systems, environments, interfaces, people and 

products (Sanders, 2002a).  The advantage of experience as method is that 

experiences can be a source of knowledge for thinking about how to address new 

problems (Dewey, 1925), but additionally, it is active, and prepares people for deeper 

engagement with future experiences (Dewey, 1972 [1938]).  Similarly, to the 

‘experience domain’ in co-design where experience is understood through the 

expansion of time and knowledge (Sanders, 2001; Sleeswijk Visser et al., 2005), 

Dewey (1972 [1938]) contends that ‘[e]very experience is a moving force.  Its value 

can be judged only on the ground of what it moves towards and into’ (38).  Co-design 

provides Residencies with Resonance with the ‘scaffolds’ (or frameworks) for these 

shifting and evolving forms of experience by building spaces designed for exchanging 

experiences and meaning-making (Sanders, 2002b).   
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Co-design	–	Community	of	Inquiry	
 

Both co-design and community of inquiry are, by their very nature, collaborative 

activities.  Co-design is built on the principle that designers and researchers join 

forces with everyday people to generate new ideas collectively.  ‘Community of 

inquiry’ is a phrase employed by Dewey to refer to the group process of theoretical 

and empirical inquiry into a certain problematic situation (Rumens & Kelemen, 2013).  

In pragmatism, the notion of community of inquiry is described as the concerted 

effort of a group who work together to address a common problem (Campbell, 1998), 

in which the quality of the relationships within the group will affect the outcome of 

the inquiry (Hildebrand, 2008).  For co-design, it is the collective making and sense-

making undertaken by both the designer and the co-designers that becomes the 

catalyst for discovering new ideas and testing concepts for future experiences 

(Sanders & Stappers, 2014). 

 

In pragmatism, community is believed to be the context for the development of 

shared knowledge and values (Hildebrand, 2008).  The notion of shared values has 

been cited as equally important in the co-creation of user experience in design 

(Degnegaard, 2014).  This concept of shared values which exists across both co-design 

and community of inquiry stems the idea that values are collectively formed through 

the collaborative creation of a practical solution to communally identified challenges 

(Hildebrand, 2008; Rumens & Kelemen, 2013; Degnegaard, 2014).  

 

Community of inquiry and co-design are inherently driven by the notion that through 

collaborative inquiry, ideas can be formed with the intention of improving the future.  

In pragmatism, the role of the inquirer ‘is a practical one bearing on social, economic, 

and political problems with the view to ensure that individuals and communities live 

richer and fulfilling lives’ (Rumens & Kelemen, 2013:15).  Within co-design, the 

researcher, who previously took on the role as ‘translator’ between the designer and 

user, is now a facilitator who creates the experiences for communication between the 

co-designers, and who identifies theories in order to disseminate the research 

outcomes (Sanders & Stappers, 2012).  In this context, researcher-as-facilitator is 



 

	

176 

pivotal to the way in which Residencies with Residence was conducted, and reflects 

the way in which the resulting information was disseminated to a wide range of 

professionals.  

 

 

Co-design	–	Visualisation	
 

Within co-design, visualisation is employed in the earlier phases of the process to test 

and develop early concepts, and that this is a collaborative process involving both 

designers and non-designers alike (Sanders & Stappers, 2014).  Furthermore, making 

together is common way of expressing experiences and testing ideas about future 

propositions (Ibid.), the outcomes of which can often be the seeds for visualising 

future practice which translates into systems design (Brandt et al., 2012).  Much of 

these collective making activities are influenced by the rise of service design, which 

seeks to engage those involved in providing services to use co-design in order to build 

or improve services (White & Holmlid, 2013).  Co-design benefits from this 

diversification, as service design has developed a portfolio of visualisation tools which 

help communicate complex systems and can support sharing of information in the co-

design space (Sanders & Stappers, 2014). 

 

Within the wider field of design, it has been argued that a neo-pragmatist perspective 

- which embraces visual and material sense-making - provides the epistemological 

support for methodological pluralism in design research (Melles, 2008).  Furthermore, 

some contend that a pragmatist philosophy implies that science is not the only way to 

understand the world, and that art or aesthetic expression can also communicate 

experience and enrich one’s understanding of human existence (Rumens & Kelemen, 

2013).   These modern perspectives on pragmatism and visualisation stem from 

Dewey’s (1934) theories on the ‘act of expression’ and the communication of 

experiences through aesthetic construction (60-77).  Forming the bond between the 

expressive act and making, he notes, ‘[i]t is an emotion induced by material that is 

expressive, and because it is evoked by and attached to the material, it consists of 
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natural emotions that have been transformed’ (Dewey, 1934:77).  There is a strong 

relationship between Dewey’s understanding of the acts of expression and the 

generative techniques found in co-design which allow those in the co-design space to 

express themselves through the making of artefacts and sharing what the creations 

mean to them (Sleeswijk Visser et al., 2005).   

 

In Residencies with Resonance, co-design provides the ‘design language’ to 

communicate experience through visualisation (Sanders, 2002a), as the sharing of 

experience and latent needs is facilitated through visual tools and techniques.  

Visualisation is a valuable method for eliciting the experiences of the workshop 

participants, and indeed, for structuring the framework and tools used in a co-design 

session.  It substantiates the communication of experience as a means to facilitate 

critical discussions.  This is certainly the case for the tools used in the workshop, 

including the PechaKucha presentations,	38 the Residency Framework tool and the 

Take-Away tool. 

 

The	Residencies	with	Resonance	Workshop	
 

The objective of the Residencies with Resonance workshop was to expose 

professionals in the CCIs to the notion that there are various models of residency 

provision, and to use this exposure to collectively challenge existing notions of 

residency practices [see Figure 19].  The invited speakers are cultural leaders (having 

reviewed the landscape as part of the research, these individuals were selected on 

the premise of their experience with residencies).  These speakers offered examples 

of each classification found in the method of categorisation (Intramural Model, 

Interpreter Model, and Industry Model).39  These presentations illuminated the 

                                                        
38	

‘PechaKucha’ (see http://www.pechakucha.org/ ) is a simple presentation format whereby images are shown for 20 seconds.  
The images advance automatically, and the presenter talks over the images as they roll.  The slides should have limited text and 
are usually comprise of images or illustrations that correlate with the presenter’s speech. Normally, PechaKucha presentations 
consist of 20 slides: however, since time for the presentations was limited, this meant that each presenter had a maximum 15 
slides. The short length and highly visual presentation of PechaKucha is important in this context, as it allows for a great deal of 
information to be quickly communicated without overloading the audience.  
39	

A contextual review of residencies is presented in Chapter 3. 
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various models that can be employed in residency provision.40	 The invited speakers 

and associated programmes demonstrate the full scale of provision, and are 

associated with the following organisations: Cove Park, Design Museum, Victoria and 

Albert Museum, The Watershed, and The White Building (SPACE).   

 

 

Figure 21: The V&A Museum, the host for Residencies with Resonance. © Colin Tennant  

The workshop Residencies with Resonance took place on Monday the 28th of July 2014 at the V&A 
(pictured) in the Learning Centre auditorium and function room.  Participants included this researcher, 
five invited speakers and twenty-five delegates from the CCIs. This film still is taken from the opening 
scene of the film, and sets the scene for the workshop, as the awe-inspiring building of the V&A lends a 
sense of importance to all activities conducted within it.  This is of great consequence when 
understanding Residencies with Resonance through a design research lens, as the context is of equal 
importance to the other elements of the research (for further discussion, see Dorst, 2007).  
 

 

As one of the objectives of Residencies with Resonance is to consider if there is a 

need for a new model in design, the programmes selected were chosen specifically to 

speak to the fields of design, craft and new media arts.41	 The five invited speakers, 

associated organisations and reasoning for selection are set out below, and their 

operational modus operandi is mapped out in Figure 20 to follow. 

 

                                                        
40 To experience these presentations, please view the film Residencies with Resonance.  
41 To achieve this workshop agenda, each invited speaker was given a document with information pertaining to the research, 
including the aims and objectives of the research and the structure of the session. This document can be found in Appendix C, 
‘V&A Residency Event Invited Speakers Information Pack’. 
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Invited Speaker 1 (IS1) is the Programme Producer of Crafts at Cove Park, and is also a 

conceptual artist working with ceramics who, prior to taking employment at Cove 

Park, had undertaken the organisation’s funded residency programme in 2009.  

Demonstrating elements of the Intramural Model, Cove Park focuses on the notion 

that innovation is stimulated through the creative practitioner’s process of working 

with their own ideas, relatively free from the external factors that could impede the 

creative process.  This speaker was invited as the residency programme they 

represented demonstrated the Intramural Model, and an example of residency in 

design and craft which is process-orientated.  Furthermore, the Invited Speaker had 

been a resident of the programme, and it was believed that they would be able to 

provided valuable insight from this experience. 

 

Invited Speaker 2 (IS2) is the Assistant Programme Manager: Creative Industries, 

Higher Education & Residencies at the V&A Museum in London.  Bringing the V&A 

into the discussion is of great importance, as not only does it exemplify the 

Interpreter Model, but its residency programme is also held within the same building 

as Residencies with Resonance.  This association between the residency and this 

workshop, both running side-by-side, is critical to developing and understanding of 

experience for the participants.  This speaker represented the V&A, where the event 

took place.  They were selected because the V&A Museum’s Residency Programme is 

renowned in art, design and craft, and is one of the most recognised examples of the 

Interpreter Model.  

 

Invited Speaker 3 (IS3), the Curator who managed the Design Museum’s 2014 

Designers in Residence programme and ensuing exhibition.  This programme presents 

an interesting challenge for this researcher, as it forms part of the museum 

programme, meaning it would normally be associated with the Interpreter Model, but 

the reality of the residency is that it is more akin to the Intramural Model, with the 

intended outcome focused on the production of new work for an exhibition.  This 

workshop aimed to have the participants think about residencies intended for 

designers, not artists, as well as consider the two very different approaches taken by 

both museums in the workshop, the V&A and the Design Museum.  This speaker was 
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invited as the Designers in Residence programme is one of the only residency which 

currently strictly exist for design professionals.  Furthermore, in its current form it is 

also one of the only museum residencies that does is not delivered by the Learning 

Department, nor does it have a strong education focus.  

 

Invited Speaker 4 (IS4) is the Head of Art and Technology at SPACE, and manages the 

residency programme at the organisation’s Hackney Wick studio, The White Building.  

This residency is one situated in visual art practice, but provides a space to those 

working in new media arts and technology.  It provides an example of how this 

discipline is pushing the boundaries of residency provision, but is still considered to be 

under the umbrella of the Intramural Model.  This speaker was invited due to the 

multidisciplinary approach, which The White Building takes to its residency 

programme, blurring the lines between arts, design, and technology.  

 

Invited Speaker 5 (IS5) is the Producer of the Craft + Technology Residency 

programme at The Watershed, in the iShed studio space.  This residency provides an 

example of the Industry Model, which seeks to develop ideas through knowledge and 

skills exchange.  The residents are often paired with technologists or scientific 

researchers to design an innovative object.  This speaker was invited as The 

Watershed represented the coming together of making and new technologies, and 

how the residency programme facilitated knowledge exchange and interdisciplinary 

skill sharing.  
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Figure 22: Scale of residency provision examples.   

This illustration demonstrates where each of the selected residency examples from the Residencies 
with Resonance workshop sits on the spectrum of existing categorisation.  Many of the models 
represented the Intramural Model (The White Building, Design Museum and Cove Park), whereas the 
V&A’s residency was a solid representation of the Interpreter Model, and The Watershed was a close 
representation of the Industry Model, as it focused on KE and artistic intervention.  
 

 

PechaKucha presentations, which require visual slides to be shown for twenty 

seconds while the presenter talks over the slide, is perfectly aligned to the visual 

communication of experiences, serving as a way to reveal the presenter’s own 

experience with managing their residency programme.  Moreover, the presentations 

in this context are the stimulus for critical thinking, which is enhanced by the active 

engagement of the participants who respond to each presentation by writing down 

their critical responses. 

 

In addition to the presentations, research tools were specifically designed to guide 

the participants through the workshop and to obtain the necessary information to 

advance the doctoral research inquiry.  The Residency Framework tool [see Figure 21] 

is a tool for the sharing of experiences.  This worksheet is purposefully open-ended, 

The White 
Building Design

Museum

Cove
Park

The V&A The Watershed
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so as not to constrict thinking nor drive discussions in a certain direction.  With a 

selected theme in mind, each table was asked to use the Residency Framework tool 

to discuss this theme and to use the materials provided to capture their conversations 

on the table print-out.  The role of the invited speakers during this task was as a 

combination of facilitator and engaged participant, acting as a guide in the discussions 

and to ensure that the conversation remained relevant to the activity and theme.    

 

 
Figure 23: Residency Framework tool.   

Residencies with ResonanceV1 is the basis for this framework tool, since a primary objective of the 
Residencies with Resonance workshop was to test the concept with professionals from the sector.  
 

The Participant information packs and Take-Away tool [Figure 22] engage and set the 

tone for the workshop through visual, tactile and experiential means.  The packs 

required untying and the paper used to wrap the information was selected to match 

the Take-Away tool in colour and feel.  The Take-Away tool is also designed as an 

artefact, the aim being to ensure that it is treated with more care than a regular 

postcard.  The pack is intended to be an experience in itself through the use of 

polysensoral design.  
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Figure 24:  Participant information packs and ‘Take-Away’ tool.   

A pack awaited each participant at their seat upon arrival.  Each pack contained further information 
regarding the research, plus the ethical approval forms and a ‘Take-Away’ tool.42	 The pack was tied 
with string so that it the participants would experience the embodied act of opening and discovery of 
this information, thereby setting the tone for the rest of the workshop.  
 

 

Visualisation is also the way in which experience as method can be captured and 

analysed.  The experience of the workshop invitees is revealed in the photographs of 

each participant with their Take-Away [Figures 42-47, see pp. 200-205; see Appendix 

F for full collection of photographs].  In addition to capturing the experience of the 

participants, these photographs become a way to collect and assess the experience of 

taking part in Residencies with Resonance, and to extract what actually ‘resonates’ 

with the participants.  To this end, the workshop was also filmed to evaluate the 

experience of the event [see Figure 23].  

 

 

                                                        
42	

The relevant information documents and Ethical Approval form can be found in Appendix D and Appenix E.  
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Figure 25: Hello, Residencies with Resonance. © Colin Tennant  

This image is a film still, depicting the author-researcher delivering an introduction to the participants 
at the workshop.  The invited speakers sit, temporarily, at the top of the room waiting to give their 
PechaKucha presentations, while the other participants sit at round tables in the V&A Learning Centre 
auditorium.   
 

These notions are considered further within the discussion below.  However, it is 

important to note that each element within the workshop is purposefully shaped to 

support critical engagement amongst the participants.  This structure reflects the 

objectives, and each activity was delivered in a sequence designed to support 

knowledge exchange and reflect the method of co-design.  Therefore, the following 

discussion on the institution of the problem mirrors the framework of the Residency 

with Resonance workshop.  

 

Residencies	with	Resonance	Workshop:	Discussion	
 

The Residencies with Resonance workshop delineates the landscape in the field of 

residency provision, and questions the need for a new model of provision.  The 

discussion below examines each residency presented as part of the workshop. 
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Cove	Park43	
 

Founded in 1999, Cove Park is a charitable organisation located in Argyll and Bute, 

Scotland.  It runs an annual programme of funded and self-funded residencies to 

established and emerging artists working in visual arts, crafts, literature and 

performance.  It was established by Peter and Eileen Jacobs, with a mission of 

developing a site for artists to take time away from the pressures of commercial 

activity to engage in new or existing research and development in their practice.  To 

achieve this aim, the location of the site is one of particular importance.  Cove Park is 

situated on the Rosneath Peninsula, which boasts incredible views of Loch Long and 

the surrounding environment [see Figure 24].  Once occupied by the Ministry of 

Defence, it still retains some of the objects from its previous inhabitants, and the 

Nissan hut once used for storing ammunition for the American Navy is now an active 

workshop.  The spectacular vistas and the rich history of the location often become 

the source of inspiration for creative development or new work for the residents.  

 

 

 

 

 

 

 

 

 

                                                        
43	

Additional information was found on the Cove Park website (www.covepark.org) and by way of a site visit on the 28 April, 
2014, which coincided with the opening of The Patrons by visual artist, Alex Frost, whose commissioned work formed part of the 
Generation project.  
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Figure 26: Cove Park presentation slides.  All images © Cove Park. 

A selection of the slides shown as part of the Cove Park presentation.  The slides demonstrate the 
unique geographical setting for the Cove Park residency, and give a sense of the experience of being a 
Cove Park resident.  These photographs visualise the environment using images of the landscape, the 
experience of creative practice through a still of a resident in their studio (second from the top on the 
right-hand side), and the close-knit creative community that is formed with each residency season 
(bottom left).  Through these images, the participants of Residencies with Resonance, and indeed the 
film audience, are able to understand the unique experience which Cove Park provides.   
 

The residency programme began in 2000, and Cove Park has welcomed over 1,500 

creative professionals since its inception.  Residencies are at the core of Cove Park, 

and its annual programme is split between two periods: summer and winter.  

Between May and October, Cove Park is mostly dedicated to funded residencies: 

participants are selected through an application and interview process, and assigned 

on the merit of the application and curated to produce a diverse programme.  Self-



 

	

187 

funded residencies occur mainly during the winter period, and participants can vary 

from individuals to organisations.  Previous organisations that have participated in the 

residency programme include the National Theatre of Scotland and the Scottish Book 

Trust.  Almost all residents will relocate full-time to the Cove Park grounds, staying in 

on site accommodation and moving their practice to the studio spaces provided.  

 

The programme provides space for the resident to work on a project, allowing the 

resident the time to experiment, fail and have time and resources to develop 

innovative ideas.  Similarly, to the earlier recognition of the V&A reputation-based 

residency model, success within this model can be tracked by the career trajectories 

of those who have partaken in this process, and organisations promote the fact that 

past residency holders have gone on to receive larger commissions, awards or 

notoriety in the industry.  The reverse is also true of building the reputation of a 

residency on the history of previous reputable participants.  

 

To address the diversity in creative professions, Cove Park has developed its 

programme into three strands: the first, the visual arts strand, attracts hundreds of 

applications each year and has generated a number of collaborations and 

commissions from national and international projects.  The second, the crafts 

programme, is intended for work being produced under the heading of craft and 

design, and provides the space to think about design without a brief.  This is 

enormously important to those designers who require a respite from day-to-day 

practice and time to consider and experiment how to innovate creatively.  Lastly, the 

literature programme hosts writers from national and international backgrounds 

across all genres of creative writing.  

 

Since Cove Park hosts residencies from a range of art forms, there is always a mixed 

creative community.  This is an important aspect of the programme, as residents find 

they gain immense benefit from engaging with other creative professionals; acquiring 

knowledge from the creative behaviours of co-inhabitants and sharing experiences 

and philosophical inclinations.  To fuse this bond further and expose residents to 

other creative influences, each month during the summer, staff from the organisation 
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host a dinner to introduce residents to visiting professionals from a diverse range of 

backgrounds and interests. 

 

Cove Park also runs a public programme of public open days, workshops and talks. 

However, residents are not obliged to partake in these events.  If the resident does 

show an interest in participating in this area of the programme, his or her input is 

developed through dialogue and inspired by the individual interest of the creative 

professional.  

 

However, Cove Park is also looking to develop its offering through building and facility 

improvements.  The main building, the Artists’ Centre, has been rebuilt to include 

additional residential and studio space for visiting residents.  It includes new public 

facilities intended to be a site in which to demonstrate the creative process.  This is 

important to underscore, as the desire to develop public-facing facilities indicates 

Cove Park’s intention to expand beyond the Intramural Model and to engage with 

more audiences [see Figure 25].  
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Figure 27: What lies ahead for Cove Park.  © Cameron Webster Architects 

This image was presented as part of a discussion on the development plan for the Cove Park site.  It is 
an architect’s illustration of the main building, the Artists’ Centre.  This slide represents the 
institutional desire for development in Cove Park’s provision, specifically a space for residents to 
engage with visitors. This investment in future audience engagement activities is an important 
development for this organisation. 
 

Response from the workshop participants to this model was split between an interest 

in the engagement itself, and in that of funding.  In regards to engagement, there was 

a question raised about the local community: due to the remoteness of the Cove Park 

site, the participants expressed curiosity as to how outsiders engaged with the 

organisation and the hosted residents.  Other comments and questions concerned 

the development of a networked community formed during the residency 

programme.  The group dinner idea was very well received, with many positive 

comments in response to this idea of coming together and organically developing 

networking over shared meals.  One participant was interested to know if these 

networks continued after the residency, with creative practitioners coming back to 

Cove Park to attend events.  This presentation also seemed to elicit questions 

concerning funding, with several of the participants wanting to know more about the 

dynamics between funded and self-funded residencies: specifically, if they required 
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different outcomes, or if the organisation used the self-funded income to support the 

funded programme financially.  

	

Victoria	and	Albert	Museum	Residency	Programme44	
 

The Victoria and Albert Museum was founded on the principal of making works of art 

available to the masses and to inspire the design and manufacturing industries of 

Britain.  It has always been a museum dedicated to the iconic and contemporary 

demonstration of art, craft and design, and since its creation, creative practitioners 

have helped shape and develop this institution and its offering to the wider public.  

  

The V&A Museum Residency Programme has been running since 2008, and is an 

important facet in the Learning Department’s overall programme.  Since establishing 

the programme, the Museum has hosted many individuals and collectives working in 

many areas across the diverse disciplines of the creative industries.  A primary benefit 

of undertaking the Museum’s residency programme is the access to the V&A’s vast 

collection of objects, in addition to its world-class curatorial expertise.  For the 

residents, this kind of stimulus gives them the opportunity to create new work, 

evaluate and develop their practice or their creative approach.  Furthermore, the 

resident’s process in using the Museum’s resources to invigorate their own creative 

endeavours helps the V&A promote greater understanding of the creative process for 

the public.  The programme can host up to four residents at any given time, with 

three studio facilities at the Museum, and one off-site studio [see Figure 26].   

 

 

                                                        
44 A six-month research placement on the V&A Museum Residency Programme was conducted between October 2013 and 
March 2014.  A full discussion on this residency is provided in Chapter 3.  
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Figure 28: Studio allocation framework at the V&A.   © The V&A 

This slide from the presentation on the V&A Museum Residency Programme maps its structure, 
illustrating the multiple studios offered and the considerable number of residencies which are 
occurring at any one time within the programme.  It reveals that there is always a Ceramist-in-
Residence, but that the other two studios are provided to various creative professionals. Furthermore, 
it demonstrates that the fourth, a new Community Studio, is located outwith the Museum, thereby 
indicating that the V&A is looking to expand its offering to those who work beyond the confines of 
institutions like museums.   
 



 

	

192 

 
Figure 29: Public programmes at the V&A.  © The V&A 

The Ceramist-in-Residence demonstrates how to roll out clay to a group of children as part of the 
public programme.  This slide speaks to the importance of working with various target groups as part of 
the residency, specifically those groups who typically find it difficult to engage with museums, like 
young people.  
 

 

The V&A Museum Residency Programme aims to introduce new ways of interpreting 

the V&A’s collections, and promote a greater understanding of and engagement with 

the creative process for visitors [see Figures 27 & 28].  In order to be seen as a 

cutting-edge hub for the creative industries, the programme facilitates new and 

experimental developments in contemporary art and design practice by creating links 

with the V&A’s collections.  In addition to this, the programme breaches the 

boundaries between creative disciplines and facilitates opportunities for cross-

disciplinary work using different media.  Equally, the programme supports and 

enables artists to take risks, develop new skills, undertake research and create a new 

body of work, as well as using the residency to provide opportunities for participants 

to develop transferable skills and increase their confidence and self-esteem.  As part 

of the Museum’s wider audience engagement strategy, the residency aims to 
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increase the public’s enjoyment, experience and involvement in the arts by removing 

barriers to access and engaging with ‘hard-to-reach’ audiences who do not tend to 

participate in the arts.   

 

 
Figure 30: Public programmes the V&A (continued).  © The V&A 

The slide from the presentation on the V&A Museum’s residency depicts a Ceramics Resident 
delivering a workshop with teenagers from a local school as part of the V&A public programme. This 
image communicates the emphasis the V&A places on providing a programme for audiences to engage 
with different forms of practice.  This slide is intended to demonstrate that a ceramics workshop is 
more than forming objects from clay; it also gives a sense of the experience for the students who are 
engaging with the Ceramics Resident, and the state-of-the-art spaces the V&A has to deliver these 
activities.  
 

The V&A is examining how its residency model can adapt to different durations of 

programme by providing Speed Residencies, which are two-week residencies for 

recent graduates.  In addition, it is expanding its offering by forming partnerships with 

external organisations to provide off-site community-based practice residencies.  This 

is still considered as a residency within the Interpreter Model, but in a new context: 

community instead of institution.  
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Response from the participants to this residency programme was very financially 

driven.  During the presentation, it had been mentioned that the theme of each 

residency depended on the funding, collaborations and links with other projects.  

Several of the responders wondered if the donors of funding for each residency had 

an impact on the choice of art form.  Participants were also keen to know the details 

of the budget or bursary given to the residents, and whether this had an observable 

impact on the process.  Another theme that arose from this presentation was the 

notion of feedback and evaluation, and how this was recorded and reported back to 

stakeholders and the public.  

 

 

Design	Museum45	
 

The Design Museum offers one of the few residency programmes for designers 

working in the UK.  Designers in Residence (DiR) currently provides much-needed 

support for recent graduates to develop their practice during those crucial emerging 

years of their professional career.  The reasoning for targeting its programme to this 

demographic of designers is that the Design Museum has observed the difficulty 

experienced by recent graduates after leaving formal education.  The other key 

objective of the programme is to produce and exhibit cutting-edge design.  

 

A brief devised by the Design Museum’s director is the starting point of the DiR, and 

determines the style of the commission and subsequent exhibition.  Through an open 

application process, the residency is offered to four designers or collectives: this 

structure maintains a group support network, which is an essential part of the critical 

development of the designers’ practice [see Figure 29].  There are two primary 

outputs of the residency programme, the first being that their work is displayed as 

part of the annual programme of exhibitions.  The second complements the 

                                                        
45	

The curator responsible for the 2014 Designers in Residence programme (IS3) was invited as a speaker and participant to the 
Residencies with Resonance event on 28 July, 2014.  In addition, a conversation on residencies with the Head of Learning and 
Research at the Design Museum took place on 20 March, 2014; and a discussion with the curator responsible for the 2013 
Designers in Residence programme took place on 7 January, 2014.  Further to this, a workshop was conducted with the Design 
Museum staff from the Learning and Collections Departments together with past and current designers from the residency 
programme, which was facilitated and delivered as part of the field research for this study.  For further details, see Chapter 5.  
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exhibition, and is a publication featuring the residents’ work and self-produced critical 

discourse accompanies the exhibition [see Figure 30].  Residents discuss their practice 

with established practitioners, industry experts and resident alumni.  The relationship 

between the Design Museum and the residents continues beyond the programme: in 

fact, alumni are often invited back to contribute to the programme as advisors or 

exhibition designers.  

 

 
Figure 31: Designer-in-Residence with the Design Museum.  © Design Museum 

A designer works in his studio as part of the DiR programme with the Design Museum.    
 

The DiR provides several important and diverse benefits to both the Museum’s 

audiences and its residents.  For their part, the residents are exposed to established 

practitioners, industry experts, staff and resident alumni to gain a critical perspective 

and hone their articulation of their vision both in writing and spoken communication.  

The residency programme gives them financial support, and therefore time, to 

critically engage with some of design’s most topical subjects, such as manufacturing, 

environment and identity, to name just a few.  The resulting publication allows for 
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deeper engagement and understanding into the creative, intellectual and technical 

process of design practice.   

 

 
Figure 32:  Final exhibition of Designers in Residence at the Design Museum.  © Design Museum 

A photograph of the final exhibition displayed as part of the 2014 Designers in Residence programme 
at the Design Museum.  The formation and presentation of new design objects is an important aim in 
the current framework of this programme.  
 

Meanwhile, the Design Museum’s audiences also benefit from engaging with 

previously unseen new concepts generated by the next wave of emerging designers.  

Young visitors find the exhibition inspiring and learn from tangible demonstrations of 

the designers’ processes.  However, the residents spend a relatively small portion of 

their time engaging with Museum audiences.  Indeed, there are only a handful of 

public events produced as part of the residency programme and most are talks and 

gallery tours delivered by the designers who are featured in the DiR exhibition.   

 

However, the Design Museum is transitioning to its new home in Kensington.  This 

new museum space will house a residency studio of 91m2, with the capacity to host 

two individuals or collectives at any one time [see Figure 31].  For the first time, 
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design residents will be able to make on site, thereby allowing them to expose their 

practice to the visiting public.  

 

 
Figure 33: The new Design Museum.  © Design Museum  

This presentation slide is an image of the outside of the new Design Museum on the site of the former 
Commonwealth Building in Kensington, London.  For the Design Museum, this new building represents 
a shift in the way it delivers its programme (particularly the residency, which will have a dedicated 
studio space in the Museum for the first time).  
 

 

The participant response to this presentation started to reflect the diversity of 

residency programme examples, as several questions focused on the tension 

between an Intramural Model (located within the Curatorial Department) and the 

new programme, which is more akin to an Interpreter Model (situated within the 

Learning Department).  Participants were curious to know whether the residents 

would have access to the same curatorial support and expertise, and what the mood 

was about this shift within the organisation.   One participant asked, “Are residencies 

a curatorial or learning function for the organisation?”  While this subject of 

discussion developed over the course of the event (see further information below), 
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this presentation was critical in provoking the group to question some of their 

assumptions about residencies.  

 

The other point to note concerning the feedback on this presentation was how 

participants started to question the differences between art and design residencies.  

Participants pondered the contrasting and similar characteristics between those 

deemed to be either an ‘artist’ or ‘designer’, and how these differences could impact 

the structure of a residency.  Having a residency programme that explicitly 

demonstrated that programmes could be modified for other types of practitioners 

was pivotal in assisting the group to think differently about the kinds of creative 

practitioners who could be involved in a residency programme.  In subsequent 

discussions, many used this presentation as a springboard to exploring other 

possibilities in terms of what kinds of practitioners a residency model could 

accommodate.   

 

Furthermore, there was also some interest in the different phases of the residency, 

and whether this was included in the final exhibition to advance the audience’s 

understanding of the design process.  In addition, participants were intrigued to know 

whether the final product from the residency was ever taken into production, and if 

so, whether the Design Museum facilitated this after the completion of the residency.  

This presents another difference between a residency aimed at attracting multiple 

artistic disciplines and a design residency: mainly, that the outcomes for design 

residencies are drastically different, and this may have an impact on the way a 

museum demonstrates the activities of its resident and the way it might facilitate and 

support the production aspect of a residency, both during tenure and beyond.   

 

 

The	White	Building	(SPACE)		
 

The White Building residency studio in London hosts international and UK artists, 

providing the time, space and support to create new work.  SPACE host residencies at 
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The White Building, a dedicated residency studio space in Hackney Wick, and the 

Media Lab at SPACE headquarters, Hackney.  The residencies are run in association 

with its partners, who include Bloomberg; Arts Council England; IASPAIS; the Goethe-

Institut in London; and Eyebeam in New York.  However, another key partner is the 

pizzeria and brewery adjacent to the residency studio called Crate.  Having this active 

space next to the residency site allows for the residents to work in a very public-facing 

environment.  

 

 

Figure 34:  Residency dynamics slide.  © The White Building 

The invited speaker from the White Building used this slide to explore the various forms that a 
residency could take.  This visualisation is comparable with the ‘transmit-and-receive’ model versus the 
dynamic view of residencies described in Chapter 3 (Part 2), and demonstrates a shift in the way the 
Programme Manager is trying to understand the provision of residencies.  
 

 

Residencies usually last for three months and are mainly based in the White Building 

residency studio, a multi-purpose and open-plan space that can be tailored to suit the 

needs of the residents.  The residencies showcase the process-led work rather than 

finished pieces, and there is a deliberate focus on the activity of prototyping.  Themes 

are used to maintain consistent outcomes and feedback: for instance, the 2014 
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residency programme was based around the notion of 'introspection' or 'stacktavism'.  

Feedback from the artist on his or her creative and professional development is 

captured by the organisation through a continuous process of dialogue during the 

programme, during which time the artist's experience leads the conversation.   

 

 
Figure 35:  Alternative structures?  © The White Building 

This slide was presented during the PowerPoint presentation on The White Building SPACE residencies 
(IS4), and asks the participants to contemplate a question.  The symbol in this slide is reminiscent of 
the Intramural Model visualised by this researcher, and is evidence that a professional who manages 
and delivers residency programmes in the CCIs is also contemplating if there can indeed be new 
models for residency provision.  This is crucial, as it supports the research question in its nascent form, 
which in turn, reflects the realisation of the original objectives of the workshop.  
 

 

The presenter (IS4) attempted to elicit critical thinking in the participants throughout 

her presentation, posing several thought-provoking ideas to the group [see Figure 

32], including a slide [Figure 33] which questions if alternative structures are possible 

for residencies other than the traditional relationship between the resident and host 

organisation.  It is notable that this diagram is reminiscent of the Intramural Model 

devised by this researcher, and this affirmation of academic relevance is worth 

highlighting: that those who manage residency programmes have also considered 

how to push the traditional model forward.  Furthermore, the reiteration of this 
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question as the basis from which group discussions stemmed was very helpful during 

the session.  Continuing this momentum, the presentation ended with a few 

provocatory reflections:  

 
The kinds of things that as a curator I am quite interested in is mixing up what 
a residency model could and should be.  Currently, we work with a three-
month residency model, but there are a lot different organisations that have 
residencies that run for a year, eighteen months, even five years, some even 
two weeks.  I think that is something that I would like to discuss as well… What 
are the merits of having longer or shorter residency models?  How do they 
react to these kinds of dynamics?  I’m just throwing questions out here.  This 
is the last bit, throwing questions out into the audience or our group [referring 
to all the workshop participants] to discuss later.  Looking at alternative 
structures might be something we can discuss. (IS4) 

 

 

Watershed:	Craft	and	Technology46	
 

Watershed’s Studio Residencies offer creative practitioners time to research and 

develop ideas at the interface of art, culture and new technologies.  They maintain an 

open approach to the content and scope of those ideas, and view their role as 

devisers of environments in which creative professionals can flourish.  The residents 

are situated in the Pervasive Media Studio, a research lab inside the Watershed 

building, which brings together an active network of over 150 artists, creative 

companies, technologists and academics [see Figure 34].  

 

                                                        
46 Additional information was gathered during a site visit to The Watershed’s Pervasive Media Studio and meeting with IS5 on 16 
September, 2014. 
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Figure 36: The Pervasive Media Studio.  Photograph Sam Frost © The Watershed 

A slide from The Watershed’s presentation showing the Pervasive Media Studio, which is the location 
for the residency programme and other KE projects hosted by the organisation.   
 

 

This structure supports a mutually flexible space in which practitioners can meet to 

research and develop ideas [see Figure 35].  The programme encourages artists to 

test early, fail often, and work with an iterative creative process throughout.  

Residents are offered a bursary, travel expenses, accommodation costs, production 

budget, and critical and technical support from the staff so that they can fully 

immerse themselves in the residency and the development of their ideas.  Everyone 

who is involved is encouraged to learn each other’s discipline-specific language.  The 

creative professionals who take part are encouraged to enjoy themselves and to keep 

an open mind.  

 

Collaboration is facilitated by looking for mutuality: the residents are introduced to 

other individuals associated with the Pervasive Media Studio, and develop a mutually 

beneficial relationship.  Residents also fully immerse themselves in the studio 

community.  Dialogue is held in high regard in this residency, as it is factored in from 
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the outset, including conversations between the Watershed’s project team and wider 

communities, both on and offline.  Toward the end of the residency, a marketing 

company is brought in with the aim of increasing public awareness of the stories that 

took place during the project, and maximising the number of people who engage with 

the residents’ work.  Every residency concludes with a celebratory showcase to which 

the public is invited, allowing audiences to experience the work and learn more about 

the residents and their ideas.  

 

 

Figure 37: What our projects might look like if we drew them.  Drawing by Vahakn Matossian © The 
Watershed 

A slide from The Watershed’s presentation demonstrating the complexities of the process of delivering 
and undertaking a residency at the organisation.   
 

Generating	Discussion	Themes	
 

These presentations provide insight into the experience of managing and undertaking 

the various residency programmes which are being provided across the UK.  As 

mentioned above, participants were asked to critically respond to the models 
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following each presentation using Post-it® notes to generate questions or feedback.  

This is a critical part of the process to ensure that participants considered and 

reflected on the residencies presented.  However, the research principles driving this 

workshop require that participants collectively inquire and draw on their own 

experiences to consider the intricacies of residency provision further.  Post-its® 

served a dual purpose in this workshop: first, to act as an engagement tool for 

reflection during the workshop; and second, as means for discovering the critical 

themes as generated by the participants themselves.  

 

 
Figure 38: Generating discussion themes.  © Colin Tennant  

This film still image depicts the invited speakers and this researcher examining the Post-it® questions 
and comments that were created after each presentation by the participants.  These Post-it® notes 
were then grouped into themes, and these themes used as table discussion headings.  
 

In this context, the Post-its® were collated and themed by this researcher and the 

invited speakers [Figure 36].  These themes became premise for group discussions, 

which were designed to foster the sharing of experiences and further questioning 

from the participants.  This approach of having the participants generate the ideas 

that are used for further consideration is a technique used extensively in design 

research, often in the context of service design and co-design.  The primary rationale 

for using this method to create discussion themes is to ensure that the participants 

themselves direct the content of the workshop, and engage with the subject matter.   
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Table	Discussions	
 

Using the Post-it® responses, the generation of discussion headings revealed five 

themes.  Each theme was then paired with an ‘Invited Speaker’ (IS) who had the most 

experience and knowledge to offer that discussion [see Figure 37].  These themes and 

correlating Invited Speaker are as follows: 

 

• Process and Planning (IS3 – Design Museum) 

• Collaboration and Engagement (IS5 – The Watershed) 

• Impact and Evaluation (IS2 – the V&A)47 

• Finance and Funding (IS4 – SPACE) 

• Time and Space (IS1 – Cove Park) 

 

 

Figure 39: Community of inquiry into themed discussions.  © Colin Tennant 

This image illustrates the starting point in the table discussions, with groups having formed around 
specific themes.  The image projected on screen is the Residency Framework tool.  Copies of this tool 
have also been placed on each table to assist in facilitating the discussions.  After announcing the 
themes, the participants were asked to join a discussion on the topic they wanted to discuss further.  
Each invited speaker or residency programme representative took the lead in facilitating the 
conversation.  
 

 
                                                        
47 Groups formed around the subjects.  However, due to low participant interest, the subject topics ‘Impact and Evaluation’ and 
‘Finance and Funding’ merged to form one group.  This lack of interest is peculiar, as the comments from the participant 
feedback on these themes were numerous.  However, this could have been due to a number of different factors: for instance, 
the participants’ table preference may have been based more on the speakers than on the themes.   
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The following analysis presents the discussion points which were raised during the 

Residencies with Resonance workshop that indicate the critical challenges as 

identified by professionals in the sector.  These insights are presented with the 

intention of discovering whether there is a need from the sector to progress the 

conceptualisation of residency and to build a new model for design practice.  

 

 

Process	and	Planning	
 

For planning, stability is required between internal and external factors and the actors 

in question [see Figure 38].  Specifically, this requires finding a balance between 

which staff member in the organisation is given the responsibility to oversee the 

programme and the optimum amount of staffing time that goes into the 

management and organisation of the process of each residency.  The management of 

each programme will vary depending on the size of the organisation and the number 

of residencies which the institution hosts at any one time.   

 

For every institution, there is a question of whether the organisation possesses the 

requisite expertise, or whether further sources of knowledge should be brought in 

externally to assist in the residents’ development.  Great value is placed on having 

multiple and varied input for the resident to absorb during their tenure.  This injection 

of new knowledge does not only come from experts, but also from the creation of 

peer groups, which support the development of creative practice.   
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Figure 40: Process and planning. © Colin Tennant   

The Residency Framework tool being used to form the discussion on the theme ‘Process and Planning’. 
 

Another tension that was explored between arts and design residencies was the 

difference in their procurement methods.  Some consideration was given to the use 

of a brief and how that dictates the structure of residency, both in regard to building 

the initial relationship between the resident and the organisation, and how a brief 

could assist in defining the outcomes of the programme:  

 

We also talked about whether we would set a brief, and the difference of 
having a brief for people working on design-based projects versus modern art 
and the difference that produces.  So, one of the requirements might be an 
exhibition, or whether it is literately about drawing out the process and 
documenting that for an audience. (Participant – Group Presenter) 

 

 

The discussion on ‘Process and Planning’ offered significant insight from the 

participants’ experience.  After some reflection, it can be concluded that some of the 

core ideas that underpin this area of residency provision include the following: 

organisational staffing structures, external and internal networks and stimuli, and 

procurement and programme management.   
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Collaboration	and	Engagement	
 

Methods of engagement are multidimensional, and no one set way exists for an 

organisation to foster this [see Figure 39].  This includes both public and internal 

engagement within the institution.  Specifically, it depends to what extent the 

resident has a participatory practice, and how high the level of demand for 

engagement might be, and how much engagement is suitable for that kind of creative 

practitioner.  Whatever the case, it is the responsibility of the organisation to ensure 

that equal effort is put into maintaining the public engagement programme and time 

for the resident to focus on their own development.   

 

 
Figure 41: Engaging in table discussions.  © Colin Tennant 

Participants discuss the subject of ‘Collaboration and Engagement’ in residency provision.   
 

In addition, importance was placed on the relationship between the organisation and 

the resident, which includes how the organisation might collaborate optimally with 

the resident.  To this end, consideration was given to the residents’ ability to enable 

collaboration across different departments or an organisation, breaking down existing 

organisational silos or encouraging individuals from different departments to 

collaborate.  However, it is critical that these exchanges are mutually beneficial, and 

residencies should create experiences which assist both the resident and the 

organisation:  
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We went on to talk about how the organisation itself and the resident could 
collaborate, enabling collaboration across departments and that person really 
facilitating in a sense different parts of an organisation to work together more 
closely, and not having any straight paths, so allowing the resident to find 
their way through the organisation and pull out some unexpected things. (IS5)  

 

 

This raised a question about the value of collaboration.  It was pointed out that one of 

the benefits of collaboration is being able to make or do something that, as an 

individual, one could not achieve on one’s own.  This includes the concept of 

collaborative innovation in practice, which applies both to the resident and the 

organisation.  This is then translated into value for the organisation and also for the 

resident, who is able to bring disparate ideas and people together.  One participant 

also mentioned the value of demonstrating the creative process to the public (rather 

than necessarily a finished object), and offered this summary: 

 

[This discussion] took us on to the value of collaboration, making things 
happen that we can’t necessarily do ourselves, which was the first one which 
we talked about quite a lot.  Being able to create new practice, doing things 
that are different from our normal working practices… and that goes for the 
resident and the organisation.  Finding value for the organisation, the 
residents being able to consolidate thoughts and share new skills, and this 
focus on process we thought was really important, so not necessarily the 
value being in this kind of finished item at the end of the residency, but 
actually the process that everybody goes through within that. (IS5) 

 

 

Lastly, discussion took place on what these ideas meant in terms of managing 

expectations and being explicit about the anticipated and desired outcomes of the 

residency.  It was proposed that the term ‘interruption’ is vital to the existence of a 

residency.  This notion was mentioned specifically with reference to the public to 

describe how their engagement should be unexpected for them, a positive disruption 

in the way they think or act.  However, this sentiment can be extended, as it has in 

previous chapters, to the members of staff within the organisation.     
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Finance,	Funding,	Impact	and	Evaluation	
 

There was a concern that evaluation of a project can essentially be a process of 

‘ticking boxes’, and this was at the core of the discourse.  Furthermore, decisions 

made by organisations might be influenced by a dependence on financial structures, 

and that this might change the desired outcomes of a project, implying that 

evaluation and funding are inherently intertwined [see Figure 40].  

 

We discussed how the project was actually evaluated.  In a way, both topics 
linked together […] how you evaluate and how that becomes part of your 
funding.  We discussed how these kind of come down to almost – not 
tokenistic – but a process of filling boxes […].  We agreed that it depends on 
particular institutions and particular funding bodies and what they want and 
what you want out of that residency. (Participant – Group Presenter) 

 

 
Figure 42: Finance, Funding, Impact and Evaluation.  © Colin Tennant 

Participants use the Residency Framework tool to discuss the theme in relation to all the identified 
stakeholders involved in a residency, as set out by the tool. See Figure 21. Residency Framework Tool 
p. 174.  
 

 

Furthermore, while it was agreed that the residency might have an impact on the 

community, the notion of ‘community’ can be defined in many different ways, and 

these will vary according to the methods by which the impact of a residency on a 

community is measured.  When considering the placement of a resident in a 
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community, there is a difference between a resident who is already embedded in a 

community and a new arrival with a different perspective.  

 

In addition, it was proposed that the organisation should know what its expectations 

are before the start of the residency, as well as those of its soon-to-be residents.   

 

Time	and	Space	
 

The participants considered different perceptions of time, since finding the ‘right 

time’ for a specific residency means having to factor in different considerations, such 

as the scale of the institution; the number of people with whom the resident is 

engaging; and what the resident requires [see Figure 41].  Other considerations 

include the audience and the amount of time the audience can be involved in the 

creative process, on a scale from none (if it is only a final exhibition) to repeated in-

depth engagement.  Participants also discussed residents’ internal sense of time, how 

residents structure their time during their residency, and finally, that external stimuli 

can make residents feel that the time for their own practice is rather constrained.  

 

 
Figure 43: Time and Space. © Colin Tennant 

Participants discuss the theme ‘Time and Space’.  
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It is sort of to do with the scale of the institution that is hosting, and the 
amount of different people they are coming into contact with, the complexity 
of it – there are lots of considerations there about time. (Participant – Group 
Presenter) 

 

 

The discussion prompted the notion that physical space will have an impact on the 

resident: for example, in museums, there are restrictions to what can be done and 

where, and this places constraints on what can be achieved during a residency.  Also, 

the physical logistics of a residency with multiple spaces challenges the process and 

practicalities of a residency.  Other considerations include virtual space, which can be 

a medium for the residency, and can also be a method for audience engagement. 

 

Full-Room	Discussion48	
 

A residency can have a strong impact on other individuals: for example, the resident 

working with the collections can reinterpret it or see the collection in a new light, all 

of which can have a positive impact on audiences and/or staff.  This raised the 

question of the extent to which this could be applied to organisational operations.  A 

representative from a smaller organisation noted that the residency has a great 

impact on the company, especially in those cases where the resident is making on site 

and receiving extensive training from staff members. 

 

The residency recruitment process was considered, and it was debated whether 

giving more power over to the resident in structuring the residency brief was 

beneficial or problematic.  In addition, it was noted that traditional recruitment 

structures can prohibit or limit the success of experimental, unconventional and 

exciting proposals. 

 

                                                        
48 Following the presentation of findings from each group discussion, these discussions were opened up to form a full-room 
debate on the notion of residencies.  The intention here was to discuss the crossover in each theme, and to question the future 
of residency provision further.  This method of opening the room back up into a discussion space is used in design research 
methods to cross-examine findings and give participants a chance to engage as a full group in a collective sharing of experiences 
and information on future practices.  
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Could there be a way to offer different kinds of briefs depending on the 
artists, and allowing them to have more control over some of these elements?  
But of course, we were then talking about how we understand our 
organisations, and at somewhere like the V&A, a three-month residency might 
be tricky because of the organisational structures.  So it is perhaps a balance 
of both, but trying to give more leadership to the artists and designers instead 
of this imposed idea of what they might need. (Participant) 

 

The notion of the ‘Artist-in-Residence’ (and whether the resident always had to be an 

‘artist’) was discussed.  Designers as residents were accepted from the outset, as the 

Design Museum had already spoken about their programme. However, some of the 

participants questioned if there was an opportunity to expand this even further:   

 

We spoke about musicians-in-residence, and also if a residency is meant to 
bring something new and unexpected to an institution, then actually we 
probably shouldn’t be putting people in boxes according to what they have to 
practice in order to be a resident, and it should be more about them 
proposing something that you don’t expect, or working in the opposite 
medium to what your gallery or institution does. (Participant) 

 

 

This notion of bringing a new kind of practitioner into the residency programme also 

echoed the group’s interest in viewing a residency as something that disrupted the 

normal path of organisational practice.  The unexpected, and ‘interruption’, was 

mentioned on many occasions as the ideal overall aim of a residency.  The group also 

proposed that clashing practices would be beneficial: bringing a resident in who 

worked in an entirely different discipline than what was considered the norm for the 

organisation.  

 

From these discussions, several key points have come to light which are important to 

highlight, since these points inform future discussions throughout this study.  The first 

is the notion that the majority of the residencies represented during the Residencies 

with Resonance workshop are looking evolve or test out new elements in their 

programmes in the future.  For some, such as Design Museum and Cove Park, their 

focus is on building new facilities to provide spaces where members of the public can 

interact with the resident and learn about the creative process.  Indeed, the V&A is 
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also exploring how new sites can help facilitate engagement.  However, with its new 

off-site studio, the V&A is looking at methods for engaging harder-to-reach public 

demographics who do not currently visit the Museum.  Furthermore, the V&A is 

considering how the element of time impacts the residency, and brought the notion 

of Speed Residencies as a means to engage with recent graduates, as the V&A’s main 

programme is primarily aimed at engaging emerging creative professionals (that is to 

say, those who have been practising beyond education for several years). The White 

Building also expressed an interest in experimenting with the notion of time and a 

different residency model: however, the White Building’s representative primarily 

attended the workshop to ask the participants to help shape the direction its 

residency would take.  

 

The discussions, which were devised by the group, brought to the fore what the 

sector believes are the most important facets of residency provision.  Within these 

themes, their discussions illustrated some of the critical challenges for devising 

residency models.   

 

In ‘Process and Planning’ discussions, it was brought to the fore that the balance 

between managing the programme and giving sufficient space for creative freedom 

was important to find, and must be idiosyncratic in its approach.  With this is mind, it 

was decided that providing sources of inspiration for the resident was key, whether 

that comes from external provision or inside the institution.  This discussion theme 

also raised an important point about procurement, highlighting that different 

methods could influence and actually build the residency model.  

 

The ‘Collaboration and Engagement’ discussions reiterated that there is no set way or 

structure for provision.  However, it was noted that residents enable cross-

departmental engagement, but that residents benefit more broadly from 

collaboration, as the stimulus and support they receive from working with others 

helps them innovate in their own practice.  
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‘Finance, Funding, Impact and Evaluation’ provoked discussion on the danger of 

allowing funding structures to define the model as a process which is only concerned 

with delivering what was expected, rather than an unexpected outcome, or indeed, a 

truly innovative project.  Furthermore, it was proposed that the notion of 

‘community’, which is often found in funding feedback report requests, be reframed 

as an adaptable and flexible concept to allow for more experimentation within the 

confines of funding regulations.  

 

‘Time and Space’ can have an influence on all residencies.  However, it was contended 

that the varying perceptions of time between the organisation and its residents can 

be a challenge in delivering a residency.  It was also proposed that in the context of 

space, the benefits and challenges of virtual space represent an important 

consideration for the future of residency provision. The question must be asked what 

the virtual space can provide which physical space cannot, and vice versa. 

 

The full-room discussion highlighted that the notion of the ‘resident’ is changing, and 

that the resident is not always an ‘artist’, or a ‘designer’, but that new models of 

residency should be considering different practices.  Furthermore, it was argued that 

the placement of a resident with a different practice than that which the institution 

represented or normally engaged with could yield unexpected and interesting results.  

	

Take-Away	Tool	
 

At the end of the workshop, participants were asked to write down their key ‘take- 

away’ from the afternoon.  This allowed the participants to consider and reflect on 

the session, and decide what they had found most valuable about their collective 

inquiry with others from the sector.  The participants were then photographed with 

their ‘Take-Away’ [see Figure 42-47].49  This method of documentation is critical in the 

collation of data for evaluation.  Indeed, subsequent analysis of the ‘Take-Aways’ 

                                                        
49

 A table of analysis and further images of the ‘Take-Aways’ from Residencies with Resonance are provided in Appendix F.  



 

	

216 

demonstrates that the participants found their exposure to various models helpful in 

their own way of thinking about residencies.  Equally, the notion of the residency as 

an ‘interruption’ or a disruption to the organisation was considered by a few as a key 

finding of the workshop.  Others valued the development of the network formed by 

the workshop, which they found highly relevant to their own professional practice.  

Importantly for this research, there were many take-away reflections on expanding 

the notion of residency and what kind of practice residencies support.  Furthermore, 

some considered it highly relevant that residencies can be malleable and adjust to fit 

these new disciplines.  These take-aways are crucial, as they provide evidence that 

the lasting memory for many is a critical approach to the future of residency 

provision, which is very much aligned to the objectives of this inquiry.  

 

These insights helped this researcher to identify what, according to these CCI 

professionals, was perceived to be the most valuable subject discussed in the 

workshop.  In addition, it was the final point at which experiences could be gathered 

on how the participants perceived their own experiences, and how it would impact 

their practice going forward.  For this research, these Take-Aways are invaluable for 

the critical reflection process in concept development.  They are expressions of 

experience that are used to build and critique future versions of the concept of 

Residencies with Resonance, and to develop a fourth residency model. 
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Figure 44: Take-Away 1 

“Would it be of value and is there a way to make a more effective residency experience for specific 
disciplines?” 
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Figure 45:Take-Away 2 

“Being part of a research project and thinking about how the V&A are going to select and use all of our 
accumulative consensus.” 
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Figure 46: Take-Away 3 

“Importance of in-built flexibility into structure of residency and evaluation.” 
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Figure 47: Take-Away 4 

“Thinking about a residency as an interruption.” 
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Figure 48:Take-Away 5 

“Question your assumptions about a residency.  Think about virtual space.  Who decides? The time, the 
space, the brief, the outcomes?” 



 

	

222 

 

Figure 49: Take-Away 6 

“Inspiration to remove constraints of residencies: no brief; no outcome required; any discipline; 
different times, lengths etc.” 
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Chapter	Close	
 

The Residencies with Resonance workshop underscores the similarities between the 

findings from the six-month placement at the V&A and this collective inquiry among 

experts who manage residency programmes.  This not only affirms those concepts 

considered to represent ‘the indeterminate situation’, but also expands and adds 

depth to some ideas which then become the problem instituted.  One similarity is the 

limitation which was perceived in practices within the context of residency provision.  

The group felt this limitation, and tried to question what the space beyond the 

traditional disciplines might look like.  This discussion resonated with the group, as 

the Take-Away images demonstrate.  These Take-Aways described the participants’ 

exposure to new models and practice, and their understanding of how residencies 

could be provided to a range of creative professionals.  However, this discussion only 

got as far as thinking about the other traditional artistic disciplines, like musicians, and 

did not go in the realm of new practices in an expanding field, such as design.   

 

Nurturing relationships and managing expectations was also a critical focus of the 

session, and is reminiscent of what was discussed in the previous chapter.  This is 

particularly the case for the notion of balancing time between engagement activities 

and the residents own practice.  Nonetheless, it was recognised that the residency 

provides a platform for collaboration which leads to enhanced output for both the 

resident and the organisation.  Also, the workshop repeated consideration of the 

challenges of curating, and how the residency sparks a new debate on this practice.  

 

Furthermore, there was evidence that the models presented by the speakers as 

primary examples were future-focused, and were questioning how their institutions 

were going to develop their model.  For instance, the DiR programme is reflected by 

the Intramural Model, as the primary purpose of the designer is to create new work 

for an exhibition.  The relationship between this model and the museum is an 

interesting one, as analysis of the landscape of residency programmes might lead one 

to assume that an institution such as the Design Museum would provide a 

programme more akin the Interpreter Model, yet the evidence suggests elsewise. 
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This is an interesting and important point to raise, as it seems at odds with what the 

categorisation method proposed in Chapter 3.  Being situated in a Museum, the 

Interpreter Model would be the obvious choice, yet with the designers working off 

site and producing work for an exhibition, the programme in its current form is firmly 

Intramural, a model drawn from the visual art world.  However, the presentation of 

information suggests that the new building will mean that the DiR programme will 

make the shift from Intramural to an Interpreter Model.  Indeed, further research 

with the Design Museum (see Chapter 5) provides evidence that the institution is 

looking to tailor its new residency model towards audience engagement.    

 

What is clear from the testing and validation of findings provided by Residencies with 

Resonance is that residencies cannot conform to a single prescriptive process.  Each 

residency - and this includes every residency in an ongoing programme of provision - 

needs to be crafted to meet the expectations of all the important stakeholders in the 

project.  This proves challenging when thinking about the conceptual development of 

a design residency, as it opens up the possibilities and therefore the complexities to 

what can exist in terms of future practice.  However, the intention was to validate 

personal intuition on what the future challenges of provision are by collectively 

inquiring into the notion of residency with experts in the field.  As such, Residencies 

with Resonance was successful, providing information which this research could 

analyse and, in turn, facilitating a research question to be formed.  This question was 

then articulated as follows:  

 

In a transformative context, how can a future design museum provide a 
residency that supports its residents and adds value to the museum, its 
audiences, and the wider industry?   

 

Using this question as a platform for consideration of new models of residency 

provision in design, this question was raised during subsequent workshops aimed at 

further defining new models of provision.  

 

This chapter has exposed the development of the first version of the concept of 

Residencies with ResonanceV1, which offers a new way of framing the notion of 
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residencies, one which is most reflective of our contemporary world.  This process has 

ensured that this initial concept accurately represents the views in the sector wherein 

residencies are being delivered, not only to confirm the need for a new model, but 

also to have those who work with residencies professionally inform and assist in its 

concept development.  The following chapter moves the argument forward by 

considering how this new knowledge from the Residencies with Resonance workshop 

informs the next version of the concept.  This new concept is then subjected to 

further interrogation and co-designing by those who will be most affected by its 

outcomes: design professionals.  
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Chapter	5.	Co-Designing	a	Fourth	Model:	the	Determination	of	
a	Problem-Solution	
 

The objective of this chapter is to further interrogate and develop the concept of 

Residencies with Resonance by considering its key audience: namely, the design 

profession itself.  Its aim is to illustrate how the knowledge gleaned from the research 

thus far is embedded into the next iteration of concept development: that is to say, 

‘the fourth model’ of residency provision, Residencies with ResonanceV2.  This 

objective is realised by facilitating two co-design workshops with two British design 

museums, both seeking to engage in the creation of new future design residencies.  

Co-designing a fourth model entails testing, building and projecting the concept of a 

design residency.  This mode of concept development demands that in order to 

develop a vision of what a future residency can be, those who are affected by its 

consequences must be brought in at the phase in which initial design ideas are 

created.  

 

The context for the first workshop was the Design Museum in London, an established 

institution with an existing residency programme which is facing the challenge of 

relocation to a new purpose-built facility in London.  For the first time, this new build 

will offer on-site facilities to designers-in-residence.   As a result, the organisation is 

viewing this period of adjustment as an opportunity to reconceptualise the residency 

for a future design context.  To this end, this researcher was afforded the opportunity 

to design and facilitate a workshop with Design Museum staff and former Designers-

in-Residence to co-design a new model for the Museum, thereby creating the ability 

to test and develop the Residencies with Resonance model in a bespoke, real-world 

situation. 

 

V&A Dundee is the context for the second co-design workshop.  As an emerging 

organisation, it offers the opportunity to identify and involve potential audiences and 

users of the future museum: namely, design professionals from diverse design 

disciplines working in Scotland.  As a result, this co-design workshop handpicked a 

cohort of professional designers to collaborate with those from the V&A Dundee 
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Learning and Innovation Department to conceptualise a future design residency for 

the new organisation.  

 

This form of concept-building with others is not only based on co-design, but is also 

reminiscent of the stage of ‘problem-solution' within Dewey’s pattern of inquiry 

(1938), as the workshops offer the opportunity for the groups to collectively detail 

solutions and consider plans of action for testing ideas.  For co-design, this is a phase 

of generative research which creates ideas for initial design development.  Combining 

the principles of pragmatism and design research, and using this as a platform to 

evaluate Residencies with Resonance by way of two co-design workshops with two 

specific audiences relevant to the respective locations and international brands of 

museum, this chapter seeks to evidence what is desired by design professionals and 

by design museums in terms of future provision.  

 

Residencies	with	ResonanceV2	Concept	
 

Residencies with ResonanceV2 is a concept poised to adapt to the shifting landscapes 

of design and the museum sector, as it is flexible to the complexities and pluralities of 

the contemporary world.  This new concept builds on the initial contextual review 

(Chapter 3), the research placement at the V&A (Chapter 3), the evaluation of the 

Residencies with Resonance workshop (Chapter 4), and the collection and analysis of 

shared experiences and ideas from workshop participants.  It continues to represent a 

system of elements which are representative of the key stakeholders in residency 

programmes.  However, evaluation from the Residencies with Resonance workshop 

reveals the potential for devising a new iteration of the model.  

  

This new version or iteration of the concept is visualised as Residencies with 

ResonanceV2 [Figure 48].  It is less prescriptive than Residencies with ResonanceV1, 

which indicated that each element gives and receives knowledge and information in 

equal measures to its counterparts.  However, evaluation of the Residencies with 

Resonance workshop suggests this not always the case (Chapter 3).  It was discovered 
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that each residency is vastly different, and that this openness is one of the defining 

strengths inherent to the notion of residency.  Therefore, the model has been 

adapted to reflect this.  

 

Moreover, presentations given during the Residencies with Resonance workshop 

evidence that the notion of ‘the public’ was important to all residencies, even those 

grouped under the Intramural Model.  Partnerships are vital to residencies, as the 

engagement and collaboration can lead to innovation and unexpected outcomes in a 

resident’s practices, and equally beneficial outcomes for the hosting organisation or 

the partner.  

 

 

Figure 50: Residencies with ResonanceV2 (Version 2).  

 

Residencies with ResonanceV2 is positioned in a future context by combining the 

concept with an updated expression of the research problem, which is defined as 

follows:  ‘In the transformative context, what can a design residency be?’  
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Therefore, the objective of the co-design workshops is to interrogate Residencies with 

ResonanceV2 and ideate propositions for a fourth residency model.  According to the 

principles of co-design and pragmatism, this process of concept development involves 

those who will be most affected by the outcomes, who are also described as the 

‘future users’ of the product or service (Sanders & Stappers, 2014).  Indeed, both 

workshops are designed with these ‘future users’ in mind.  For the Design Museum, 

staff members from across the museum’s department (including Learning, Collections 

and Curatorial) were paired with former Designers-in-Residence from the previous 

three years of programme provision.  This allowed for the combination of experiences 

and projected needs to be expressed from the designers, and for those across the 

museum to contribute their vision for the new programme.  For V&A Dundee, since 

the museum is still in an emerging phase, this research sought out future users of the 

design residency programme (i.e. design professionals).  These designers invited to 

participate in the workshop came from diverse design disciplines, and were deemed 

capable of contributing a range of needs and desires for a future residency.  Their 

contribution is combined with the vision from V&A Dundee, represented in the form 

of two participating members of staff from V&A Dundee’s Learning and Innovation 

Department.   

 

Co-Design	as	Method	
 

Co-design is the method used to generate ideas for a fourth model of residency 

provision.  It is employed specifically because it enables those who have the 

experience and knowledge on a specific subject to collectively inform, ideate and 

conceptualise within the early stages of the design process (Sanders & Stappers, 

2008).  It tends to those who are on the receiving end of the design process to ensure 

that their needs are met by the end product or service (Sanders & Stappers, 2012).   

 

Co-design is the approach used in the collective concept development of a future 

residency, and serves as the generative phase of the co-design process, which can be 

aligned to Dewey’s (1938) notion of the ‘determination of a problem-solution’. This is 
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the practical shift from the endeavour of seeking the problem or challenge to 

focusing on creating solutions.  For Dewey (1938), once a provisional understanding 

of the problem is identified, research can then try to identify gaps and consider 

possible solutions to address these needs.  As such, similarities can be drawn between 

Dewey’s notion of searching for a problem-solution, and co-design.  Here, a collective 

generates solutions through the sharing of experiences within the group, allowing the 

participants to exchange knowledge and devise possible solutions to the given 

challenge.  This research superimposes pragmatist philosophy onto this co-design 

approach to bring together professional designers with members of staff from the 

museums to consider future provision of a design residency.  

 

Dewey (1938) believes that the more ideas to which people are subjected – ideas 

which are created from their own and shared previous experiences - the more they 

are able to consider these ideas in a future tense, and the clearer the solution to a 

problem will become.  This notion of exposing oneself to a plethora of ideas is one 

which can be found in co-design within the phase of ‘generative’ research [see Figure 

48 and Table 3].  As demonstrated in the visualisation and corresponding table taken 

from Sanders and Stappers (2014), generative research occurs in the initial phase of 

the design process, after pre-design (Chapter 4).  A primary aim of generative 

research is to identify the as-yet-undetermined needs of future users, and to create 

ideas and opportunities to meet these needs.  Using this approach, these ideas can 

have a major impact when launched to market, as they have been designed by the 

user themselves (Sanders, 1999).   
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Figure 51: ‘Phases along a timeline of the design process; the first dot indicates the determination of 
the design opportunity and the second dot represents the finished “product”’ (Sanders & Stappers, 
2014:10). 

 
 
Table 3.  The research phases compared 
Design Research Pre-design and 

post-design 
Generative Evaluative 

Purpose To understand 
people’s 
experiences in the 
context of their 
lives: past present 
and future 
dreams 
 

To produce ideas, 
insights and 
concepts that may 
then be designed 
and developed 

To assess, 
formatively or 
summatively, the 
effect or 
effectiveness of 
products, spaces, 
systems or 
services 

 To prepare people 
to participate in 
codesigning 
 

What will be 
useful? Usable? 
Desirable? 

Is it useful? 
Useable? 
Desirable? 

Results Empathy with 
people 

Opportunities for 
future scenarios 
of use 
 

Identification of 
problems 

 Creative 
codesigners 

Exploration of the 
design space 

Measurement of 
effectiveness 
 

Orientation Past, present and 
future 

Future Present and near 
future 

Table 5: The research phases compared (Sanders & Stappers, 2014:11, emphasis added).   

 

 

The execution of generative research requires tools with the capacity to facilitate a 

more directed approach to creating information and projecting these ideas into the 

future than the open exploration found in pre-design (Sanders & Stappers, 2014).  
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This is because generative research aims to find what is ‘useful’, ‘useable’ and 

‘desirable’ (Sanders, 1999; Sanders & Stappers, 2014).  This interrogation of ideas 

prepares the fledgling concept for selection and development (Sanders & Stappers, 

2014).  The value of co-design in research is that the tools employed in the generative 

phase can be collected and evaluated, which means that, together with contextual 

data concerning their deployment, these can be used to identify patterns (Ibid.).  

 

Co-design is an approach which encompasses all three research methods discussed 

herein: experience as method, community of inquiry and visualisation (see Chapter 4 

for more detailed analysis).  Furthermore, co-design brings these research methods 

into the generative design space and evolves to meet the demands of each new 

context.   

 

These methods provide the means to collect and analyse the resulting rich and 

complex data.  Since each industry partner approaches the notion of a future 

residency from a different perspective, it is necessary to design and analyse the 

workshops differently, and reflect the objectives of each accordingly.  Therefore, this 

chapter begins by exploring each workshop separately, assessing how the methods 

used in each facilitated the sharing of experiences and requirements onto which 

future residency models could be projected.  The subsequent section then merges 

insights from both workshops in order to discuss their interconnections and 

divergences, and determine what the conceptualisations of what a design residency 

can be.  

 

Design(ing)	Residencies	for	the	Future:	Design	Museum50	
 

The Design Museum’s Designer-in-Residence (DiR) programme remains one of the 

only residencies devised for designers (specifically, recently graduated designers).  In 

                                                        
50	

The Designers in Residence programme at the Design Museum was featured as part of the Residencies with Resonance 
workshop, and a detailed account of this residency is given in Chapter 4.  In addition, a PechaKucha presentation given by a 
Curator at the Design Museum and the Designers in Residence Programme Manager for 2014 is included in the film, Residencies 
with Resonance, which can be found on the USB drive attached to this thesis.  
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2016, the Design Museum will be moving to a new home: the Commonwealth 

Institute in Kensington, London.  For this relocation, the Design Museum has secured 

£20 million to renovate the existing building and tailor it to suit the needs of the 

organisation.  As part of the redesign of this building’s interior, senior management 

chose to create an on-site residency studio embedded into the museum’s permanent 

collection gallery.  The ambition is to have live and active creation alongside an 

exhibition of existing and renowned objects.  This physical change will have an impact 

on the way that the residency is delivered as part of the year-round programme of 

exhibitions and events.  This change has also generated another important move, 

which will see the residency migrate from the Exhibitions Department to the Learning 

Department.  These critical adjustments offer the opportunity and the organisational 

requirement to rethink the programme in this new context.  These changes, together 

with the shifting landscape of design, necessitate further consideration to determine 

how a design residency can be reframed to complement this new vista.  

 

 

Design(ing)	Residencies	for	the	Future:	Implementing	the	Research	Methods	
 

The research methods of the workshop Design(ing) Residencies for the Future 

respond mindfully to the level of experience of its participants, and to the intended 

objectives of the workshop.  Since the participants were either members of staff from 

the Design Museum or previous Designers-in-Residence, there was an opportunity to 

draw out insights from their rich experiences and dig deeper into what a new design 

residency could look like for the Museum.51  Therefore, this researcher adapted 

methods from The Social Design Method Menu (Kimbell & Julier, 2012) to create a 

bespoke workshop aimed at answering some initial questions about the residency 

programme.   

 

As defined by Kimbell & Julier, ‘social design’ is ‘[a] practical learning journey taken by 

people including managers and entrepreneurs, to create useful, usable and 

                                                        
51

 Participants (n=13) included previous Designers-in-Residence (n=3), staff from the Learning Department (n=7) and staff from 
the collections and curatorial departments (n=3).  The Head of Learning was responsible for the recruitment of participants. 
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meaningful ventures, services and products that combine efficiently and effectively, 

to work towards achieving desired outcomes and impacts on society in ways that are 

open to contestation and dialogue’ (Ibid:2).  Social design is highly appropriate in this 

context, as it has been described as a subset of co-design which serves the needs of 

people (Sanders & Stappers, 2014). This conception of social design and its associated 

methods aligned well with the objectives of the research workshop.  The methods 

used were ‘Drivers of Change’ [see Figure 50] and the ‘Residency Proposition’ [see 

Figure 51], the latter of which is a visualisation adapted from Kimbell & Julier’s 

‘Proposition’ tool (2012).   

 

The objectives were to articulate the value of the current DiR programme for 

designers, the institution, the Museum’s visitors, and external organisations and 

networks.  A further objective was to discuss the shift in the wider design and 

museum ecology, and how a future DiR programme could transform in response.  

This structure was chosen because it allows for participants to draw on their 

experiences, both within the environment of the museum and the larger 

transformative context, enabling them to use these experiences to create ideas for 

change in the design residency programme.   

 

An initial presentation from this researcher delivered information on existing 

residency programmes; the models that had been developed and their associated 

characteristics; and some of the transformations in design.  This informed the Drivers 

of Change activity, in which participants created and shared key issues which shape 

the future of design residencies and the wider museum ecology.  This type of futures-

thinking generated insight into what can be considered the critical challenges or 

opportunities for the future of design residencies.   

 

The purpose of this workshop was to identify whether a new approach to the DiR 

programme was necessary, and to understand as a collective what some of the 

underlying conditions for that change would be (Kimbell & Julier, 2012).  As the 

content of the discussions was formed by the sharing of experiences and knowledge 
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amongst the group, the intention was that this activity would allow everyone to 

understand the various perspectives offered by each participant (Ibid.).  

 

The key issues as identified by the group included culture; economics; design 

disciplines; demographics; political public policy; and technology.  These were arrived 

at collectively by the group, through individual proposal and collective consensus.  

The researchers role in the selection was to take note of the issues that were 

proposed by the group onto a flipchart in the room.  This flipchart had a matrix with 

an x-axis of time (from the year 2015 to 2025) and a y-axis of key issues provided a 

point to which participants could present and explain their opinions of the pertinent 

drivers of change.  Each participant created two to three drivers of change and shared 

them with the group by mapping where they believed their driver would be 

positioned according to topic and critical point in time.52  The drivers articulated by 

the participants during the activity were diverse, yet some arose repeatedly or could 

be grouped to form five major themes.  These were: 

 

• The changing role of audiences, which require new methods of engagement 

• Changes in funding structures 

• Expanding design disciplines 

• Changing notions of the definition of ‘designer’ 

• Design education 

 

This Drivers of Change activity informed the next stage of the workshop, where 

participants formed three groups, ensuring equal numbers of residents and staff from 

both Learning and Exhibition Departments in each.  Each group selected several of 

the drivers of change, and used these suggestions as a platform for co-designing 

future residency programmes by examining how these ideas could be designed to 

embrace some of the challenges and opportunities that a design residency might 

face.   

 

                                                        
52

 A table with the details of the Driver of Change matrix developed by the participants can be found in Appendix H.  
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The Residency Proposition tool was used to visualise ideas for the future DiR 

programme in the Kensington Design Museum.  The purpose of the Residency 

Proposition tool [see Figure 51] is to understand the fundamental concepts at hand, 

and to articulate the associated characteristics and benefits more clearly by mapping 

these out from the perspective of the users and the host organisation (Kimbell & 

Julier, 2012).  In other words, this tool aims to form a more defined idea of the 

concept being developed by clarifying what the proposition signifies to stakeholders.  

Crucially, this tool can reveal whether more research is required, or if concepts are 

ready to be assessed against the practicalities of what is being proposed (Ibid.).  This 

visualisation process helped the groups to articulate what this proposition would 

mean for the prospective residents, the museum and the public.  Consequently, this 

tool was used as the primary data for analysis from the workshop. 
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Figure 52: Residency Proposition tool - Worksheet template.   

This tool enabled workshop participants to detail their needs and expectations for the new Designers in 
Residence programme.  On the left hand-side, there are spaces to detail the drivers of change used as 
the initial point of concept development.  Below, there are spaces to allow the groups to consider the 
factors that create the context for the design residency.   
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Design(ing)	Residencies	for	the	Future:	Discussion	
 

Conceptualisations relating to a new design residency varied between each group.  

Table 1 was highly concerned with the transformative context of design: they 

considered the representation of design to be moving away from the object, and the 

implications this would have on a residency programme.  Table 2 focused on learning 

and the ways a new design residency could demonstrate process and engage with the 

museums visitors.  Table 3 examined the process, and formed a new framework for 

the design residency which reflects the design process: they considered how this 

could be flexible to allow for different levels of audience engagement and various 

kinds of projects, specifically the residency as doctoral study.  However, there were 

three overarching themes in all groups: the role of the audience, new design 

disciplines and exposing the process.53  The following discussion examines each in 

more detail. 

 

Role	of	the	Audience	
 

To meet the strategic objectives of the museum, there is a need for the public to have 

a more significant role in the DiR.  The groups considered at which points audiences 

could be engaged, what an innovative and appropriate course of action would look 

like for these types of engagements, and how the audience could have a stronger 

impact on the resident and residency outcomes.  The preliminary residency 

development stage could be audience-led, it was suggested, and new stakeholders or 

target groups could be involved in this process.  

 

Table 3 proposed that the public be brought into the initial stages of the 
process, aiding the development of the residency brief through open events 
or surgeries held in the residency studio [see Figure 54]. 

 

                                                        
53

 These themes were collectively arrived at during the final phase of the workshop which incorporated group presentations, 
further discussion and comparative analysis of the group’s discoveries through the Residency Proposition tool amongst all the 
participants.   
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Table 1 submitted that the target audience be clearly identified and that the 
DiR be made relevant to the audiences, especially if they were new to the 
museum [see Figure 52]. 

 

 

Figure 53: Residency Proposition tool – Table 1.54  

 

 

                                                        
54

 A scan of the original worksheet can be found in Appendix I. 
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Figure 54: Residency Proposition tool – Table 2.55  

 

 

                                                        
55

 A scan of the original worksheet can be found in Appendix I. 
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Figure 55: Residency Proposition Tool – Table 3.56 

 

 

 

 

                                                        
56

 A scan of the original worksheet can be found in Appendix I. 
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Aligning DiR closer to the existing programme, the audience could play a more 

significant role in the selection process, similar to electing the winners for the Designs 

of the Year exhibition.57  The application could then create something that would 

become part of a live engagement voting process through which the resident would 

be selected.  Another possible way to increase audience engagement is to have a 

selected community define a ‘real-world’ challenge (or brief) as well as the 

prospective designers’ pitch, potentially resulting in a buy-in from new audiences.  

The notion of the audience as the creators of the brief raises questions concerning 

who ‘the client’ is in the residency programme.  As such, the notion of the audience-

as-client was considered as a possibility for the full length of the DiR programme: for 

example, the target group would set the brief and be involved throughout the 

designer’s development, and the final outputs would represent solutions for the 

initial problem.  

 

Audiences become more involved once the designer inhabits the residency studio.  

This reflects current transformation in design practice, which is migrating to 

processes of co-creation.  Responding to this, the participants deemed that the 

designer should be open to engaging and working with members of the public:  

 

Table 2 proposed that one of the qualities of the Designer-in-Residence should 
possess is an interest in collaborative experience and an openness to the 
public and attentive audiences [see Figure 53]. 

 

This ‘openness to the public’ idea is defined not solely as ensuring the accessibility of 

the designer, but rather choosing someone who could also see the value of having 

the audience co-create or help inform the research and development of their 

practice, including during the prototyping stages.  Noting or defining these ‘qualities’ 

in institutions’ expectations evidences a shift in the disciplines from which the Design 

Museum will potentially recruit.  This is noteworthy, as this ‘collaborative’ mindset 

                                                        
57	

Designs of the Year is an exhibition that has been part of the core programme at the Design Museum for nearly a decade. 
Nominations are received from academics and practitioners from around the world, and from these, a jury selects a range of 
applications.  The nominations are themed and exhibited.  During the exhibition, the visiting public is asked to vote for a design 
of choice in each category, and the winners are announced during the final period of the exhibition. (For further information, see 
https://designmuseum.org/).  
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reflects the foregrounding of learning and engagement provision taking place as the 

Museum prepares to move to its new location.  

 

New	Design	Disciplines		
 

This discussion focused on emerging design disciplines and their implications on the 

definition and understanding of design.  

 

Table 1 spoke about this subject the most, and discussed some very complex 
ideas about how changes in design and shifting definitions of ‘designers’ could 
influence a new DiR model.  They examined the traditional residency models 
which cater for traditional design education and traditional design, the kind of 
processes which exclude ‘design for the other 90%’,58 and discussed how, or if, 
future DiR programmes should work around that.  The group proposed an 
alternative view on the residency: to recruit a practitioner who may not have 
not been trained through normal pathways of design education, but brought 
other professions into the equation (ie. engineer, entrepreneur, or even a 
company) who use a process of design thinking in their approach [see Figure 
52]. 

 

Table 1 discussed the possibility of a collaborative residency, in which 
different disciplines would be brought together, not necessarily based on their 
portfolio of work, but on their ability to work with other disciplines [Figure 52].  

 

This conceptual model of a collaborative residency would expose the cross-

disciplinary nature of design that is noted in the industry, and communicate the value 

of design more holistically.  The designer could take on the role of the facilitator, 

thereby using the residency programme to interrogate the traditional view of the 

designer as ‘creative genius’.  

 

The Kensington Design Museum will also be gaining a new Research Centre, and this 

provides an opportunity to explore what role the residency programme can have in 

researching and communicating design research to the public.  

 

                                                        
58

 This is a reference to the Cooper Hewitt Smithsonian National Design Museum 2010 exhibition Design for the Other 90%, 
which explored ‘the growing movement to design low-cost solutions for those not traditionally served by professional designers’  
(source: www.nationalgeographic.com/exhibits/2010/04/28/design-other-90/).  
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Table 3 conversed about the relationship between research and residency.  
They proposed a programme in which the resident was a doctoral research 
candidate: they explored how the residency could shift from an emerging 
designer making objects to something more research-driven, in which the 
outcome would be the knowledge generated rather than something being 
made or displayed [Figure 54]. 

 

This doctoral research can be embedded into the Design Museum and act as part of 

the Museum and its community.  This approach to research could demonstrate the 

practice of KE between resident and museum staff. 

 

Exposing	the	Process	
 

As the DiR programme prepares to move from Exhibitions to Learning, there will be 

an increased focus on the showcase of the design process.  This raises many 

questions about the future of the programme, some of which can be posed here: 

firstly, how does the Museum show the process of the design residency?  How does it 

feed into the research community?  How can the museum expose the complexity of 

the design process so that it is clear to visitors?  And with emergent disciplines and 

more traditional processes, what really happens in a design studio, and how can this 

be displayed in an interesting and informative way? 

 

These questions suggest a shift in the emphases and priorities of the new DiR 

programme, indicating a leaning toward a more process-orientated programme 

rather than an exhibition of final work.  This also provides a new perspective from 

which to discuss the design process, particularly of key concepts that designers must 

negotiate on a daily basis - for instance, responding to a brief, or working 

collaboratively with other designers, non-designers and clients.  

 

Table 2 considered the physical ramifications of having a residency studio 
embedded in the museum, and how this would change the way in which the 
process could be communicated to visitors.  They explained that there were 
real benefits to having a studio in the heart of London, and having the ability 
to expose half a million people to their work.  They also considered the 
implications of the space on the yearly exhibition, and whether it would be 
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output-driven (as it is at the Design Museum in Shad Thames).  As the 
exhibition will now be hosted in the studio, this is indeed a smaller space, but 
offers more flexibility in the programme management [see Figure 53]. 

 

Certainly, the exposure offered to residents in the new design studio will influence 

not only the way in which the design process is communicated to the public, but also 

which designers apply, since this forward-facing role will certainly impact the 

designer’s experience of the residency. 

 

 

Designers-in-Residence	Concept	Development:	a	Problem-Solution	
 

A new approach to the structure of the DiR programme.  

 

Table 3 disregarded the structure of the Residency Proposition tool entirely, 
and instead used the worksheet to devise a new model of residency based on 
modules which represented learning outcomes for the Design Museum, the 
resident and the visitors.  Module One is where the brief is set: normally, this 
is the task of the Design Museum, but their idea for a new approach would 
use co-creation with the audience or specific community to develop the brief.  
This approach could possibly deepen these stakeholders’ engagement and 
offer a different perspective on public programming.  Module Two is where 
the proposal would be submitted, and perhaps would be assessed by some of 
the initial external partners.  Module Three would be the negotiating phase, 
where brief and proposal are merged and the residency is formed.  Module 
Four is the R&D phase, where new ideas are formed and iterated through 
prototyping.  This would be the phase where the designers’ process would be 
revealed through learning and engagement activities with the public.  Module 
Five is for final stage prototyping and the production of solutions [see Figure 
54]. 

 

This staged development of the residency would allow the DiR to emulate the phases 

between R&D to production.  However, it also encourages the resident and Design 

Museum to critique and question some of the assumptions associated with design: 

this would encompass important aspects of design, like the brief, and negotiating with 

clients, suppliers and sponsors, which often goes unquestioned by industry.   
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Table 3 proposed a residency framework which attempted to engage critically 
with the design process.  One idea was to expose the value of ‘the brief’, 
revealing how it is generated (perhaps using a workshop method with 
audience groups to unpack it as a concept while simultaneously engaging with 
museum audiences), or to reveal the collective side of design in a creative 
way, like allowing the resident(s) access to work with the curatorial team [see 
Figure 54]. 

 

The conceptual structure this group proposed paired the role of a designer to the 

Design Museum’s role in a cultural context.  They questioned and devised a method 

for the ways in which the residency could be used to unpack some of the larger 

questions in need of consideration for future design practice.  Interestingly, this five-

stage process reflects the way the design process is communicated in industry, with a 

strong focus on forming the problem through co-design at the initial stage of the 

residency, which would result in a design brief, after which the resident designer 

would develop the solutions at two later stages: prototyping and design 

development.   

 

This bridging framework seems to echo the pairing of Dewey’s pattern of inquiry and 

the design process undertaken in this study.  This has implications for considering 

potential ways to embed design into the real-world process of a residency 

programme.  Furthermore, this framing of the residency’s structure using the design 

process also has implications for the way the residency can be communicated to 

potential design residents, and as a subject for further research to understand more 

fully the design process within a museum context.   

 

Having discussed the main talking points that arose during the Design Museum 

workshop, the next section examines the workshop conducted in partnership with 

V&A Dundee.  Following this analysis of the second workshop, the chapter will turn to 

a discussion of some of the similarities and differences between these sessions. 
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Residency	Workshop:	V&A	Museum	of	Design	Dundee		
 

V&A Dundee aims to be an international centre for design by celebrating and 

displaying Scotland’s past and present achievements, both in its rich design heritage 

and iconic contemporary design.  Even though the building is still in construction, the 

project team is already playing a very active role in the development of Scotland’s 

design landscape.  Since the initial team was formed, the organisation has engaged 

with a diverse range of creative businesses, educational institutions and companies.   

 

As a key component to the overall ambition of the organisation, V&A Dundee intends 

to develop a new and innovative residency model as part of its Design-Led Business 

Innovation programme (DLBI).  This programme is a critical element in the overall 

Learning and Innovation programme at V&A Dundee.  One of the aims of DLBI at V&A 

Dundee is to work with the CCIs to showcase their work on an international stage, to 

facilitate the creation of new networks and design innovation opportunities, and to 

demonstrate success within the creative industries in Scotland.  V&A Dundee’s 

residency programme will also encourage creative professionals to be strategic, have 

a better understanding of their own skills, and learn how to use these to work 

collaboratively with businesses to engage such organisations in the process of design. 

 

 

Residency	Workshop	(V&A	Dundee):	Implementing	the	Research	Methods59	
 

The workshop focused on the future of the residency programme at V&A Dundee, 

and used the ideas devised by the participants to inform the concept development of 

a design residency [see Figure 55].  To assemble those with the level of expertise and 

experience needed to achieve this, a wide range of design professionals from 

Scotland were invited to participate.60  The selection of participants represented 

                                                        
59	

A short film is included as secondary data. The intent of this film is to the environment and context in which this co-design 
workshop took place.  Stills from the film are included in the body of the text to support the discussion and visual analysis.  
60

 Participants (n=12) included staff from the Learning Team at V&A Museum of Design Dundee (n=2), and designers who were 
either from or working in Scotland (n=10).  Recruitment of these designers stemmed from desk-based research, where the 
research compiled a list of over 60 designers working in Scotland from a range of design disciplines, including: fashion & textiles; 
architecture; games design; digital design; graphic design; product design; furniture design; jewelry design; exhibition design; 
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various design disciplines from a wide geographic range, and included professionals at 

different levels in their career.  The Learning Manager for Outreach & Communities 

and the Head of Learning & Engagement attended to contribute knowledge and 

experience from a V&A Dundee perspective.  

 

 
Figure 56: Hannah Maclure Centre, Abertay University.  © Colin Tennant 

This film still depicts the location for the V&A Dundee Residency Development Event, which took place 
at the Hannah Maclure Centre located at the Abertay University campus in Dundee.   
 

 

The workshop was given an ‘Open Space’ format, as this assists workshop participants 

to focus their concentration on issues or ideas of interest, and collectively design 

appropriate courses of action (Vliex, 2007).  This format was supported by 

visualisation tools which helped groups capture the discussions on paper. 

 

                                                                                                                                                               
theatre design; service design; social design; interior design; glass & ceramics; sound & animation; millinery.  V&A Museum of 
Design Dundee distributed e-mail invites and received 17 confirm responses.  However, attendance decreased due to 
unforeseen circumstances on participants’ behalf.   
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Figure 57: Explaining the workshop design.  © Colin Tennant 

The Learning Manager (for Communities and Outreach) from V&A Dundee explains the format of the 
workshop to the participants. 
 

Open Space begins with a theme, which is usually presented in the form of a question 

(Vliex, 2007).  This is given to a group to discuss, but no particular outcome or 

solution is assumed in advance [see Figure 56].  Participants create their own agenda 

by choosing topics related to the focus question about which they feel some passion 

and responsibility (Ibid.).  The theme question presented at the Residency Workshop 

evolved from the problem that was defined as part of Residencies with ResonanceV2, 

which was: 

 

How can V&A Dundee take a fresh approach and provide a Design Residency 
Programme that supports designers, and also adds value to the museum, its 
audiences, and the design industry of Scotland?  

 

Groups shared previous experiences and future desires to create one or two topics in 

relation to the theme [Figure 57].  These topics then informed discussion themes, 

which were captured on ‘Discussion’ tools [Figure 58].  
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Figure 58: Topic-finding activity: identifying the business case for a design company to participate in 
the residency programme.  © Colin Tennant 

After initial discussions, one group was very interested in the tension between the business case that 
would need to be made to undertake a design residency, and the open-ended creative act of free 
research and development.  
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Figure 59: Discussion tool.  © Colin Tennant 

Topics which had been devised in the initial phase of the workshop were assigned to specific tables.  
The participants then broke off and self-selected a table to engage in further discussion. The 
worksheets are placed on the table to aid in documenting these discussions.  After the table 
discussions had taken place, a full-room discussion took place in which ideas were further debated and 
possible solutions put forward.  Badges to represent all the important elements discovered in previous 
research were introduced so that participants could decide where these would fit in a new model.  
 

 

Residency	Workshop	(V&A	Dundee):	Discussion	
 

To position the discussion and co-designing of future residency concepts, the 

discussion moved from topic finding to further exploration of a specific topic. 

Propositions were then devised to address some of the challenges and opportunities 

that each group had discovered through the collaborative inquiry [see Figure 59].  

Interestingly, one question seemed to dominate the entire workshop, which was 

‘’Who is the residency for?” 
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Figure 60: Finding topics for discussion.  © Colin Tennant 

The participants split into groups to consider what the critical points or topics were for discussion. 
 

Who	is	the	residency	for?	
 

The primary response question to come out of the workshop was “Who is the 

residency for?”  Discussions around the future residency were framed by this 

question [see Figure 60].  There were three perspectives proposed in considering the 

answer: first, the residency would add knowledge and value to the V&A Dundee 

organisation; second, the wider Museum community would benefit from engaging or 

being inspired by the resident; and finally, the resident would benefit from the career 

opportunities provided by the residency.   Each of these perspectives allowed the 

participants to empathise with future users, and to consider how a future residency 

model would be structured to deliver the demands of all the stakeholders under 

consideration.  

 

I suppose a lot of the practical questions could be solved by flipping the 
question “Who is it for?”, if you choose the person [who benefits from the 
DiR] before you decide what it is about. (VAP09) 

 

Selecting an individual before structuring the framework is one approach to 

answering this question.  However, by proceeding in this way, the programme might 

be limited to its own network of designers.  Instead, giving the programme a loose 
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framework prior to an open call might initiate some creative thinking in choosing 

prospective applicants.  Nevertheless, it was made clear that for the future of the 

design residency at V&A Dundee, it is the institution which answers this question.  

Indeed, there was an onus on the organisation being aware of its own assumptions 

and priorities before designing the residency, as the designers were concerned that 

their voices or needs might possibly be lacking from existing models, or a potential 

new model.  

 

  

Figure 61: Who is the residency for?  © Colin Tennant   

Images demonstrate how the group pinpointed this important question at the start of the workshop, 
and worked through this question in the development of knowledge to ascertain what a new design 
residency model could provide.  
 

 

What	is	the	value	proposition	of	being	a	V&A	Dundee	resident?	
 

There is a question of value in regard to being a V&A Dundee resident [see Figure 61].  

To consider this in a future context, some workshop participants shared their 

previous experience as residents in other institutions.  Others drew on experience of 

their own professional practice to consider what they believed would represent the 

critical value of a residency programme to them.  Further contributions compared the 

difference between being a resident with the V&A and V&A Dundee.  Specifically, 

how would the Dundee model be different from the London model?  The main 

comparison highlighted the fact that V&A Dundee would not hold a permanent 

collection to which residents could respond.  However, even though the models are 

different, there is a desire for the two institutions to collaborate on the programme. 
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With this in mind, the relationship between the wider programme of V&A Dundee 

and the residency was raised as a way of combining some of the larger projects and 

strategic aims of the organisation, including the Museum launch and similar 

programmes with big partners such as the V&A.  It was proposed that the residency 

could have a relationship with the wider programme of exhibitions and events, just as 

the V&A’s residency programme does.  There was also an opportunity to consider 

what the possibilities the programme offers in regard to its relationship to the DLBI 

programme.  This implies that design-related concepts (like design thinking) could be 

embedded into the residency, and whether the residency might be employed as a 

mechanism for organisations to invest in design and designers, which would link 

directly to the DLBI programme. 

 

 
Figure 62: Capturing discussion on a new design residency.  © Colin Tennant 

A participant takes notes from the discussion and captures it on a workshop sheet. 
 

In addition, considering the residency in regards to design specific concepts like 

design thinking, was seen as equally beneficial to the institution.  It was noted that, in 

particular, hosting a designer to work in-house and engage with visitors could 

differentiate V&A Dundee’s offering to visitors who wished to understand more about 

the design process.  This type of audience engagement could be considered in 

marketing terms a ‘unique selling point’ (USP) for the Museum.  The residency 
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programme could be interwoven into the wider narrative of the Museum’s ‘story’ by 

its inclusion in the overall agenda of the organisation.  As one participant commented:  

 

I think about narratives and programming because the two things are closely 
intertwined.  It could be a general theme that they are responding to, maybe 
not object-specific or collection-specific […]. Also, think about what design is, 
and how you approach design, and whether it is the traditional model for 
education, graphics, products and textiles.  And if we are looking at these 
specifically, it is about opening this up and having the problem at the centre… 
and the way you resolve that, your discipline, is up to whoever makes the 
proposal.  Whatever the idea they have each year, maybe it ties in with the 
programme or maybe not.  Maybe in the first year it is about Scottish design, 
but somehow it ties into the story that the museum is trying to establish - it 
contributes in some way to the overall programme and the overall museum 
structure. (VAP01) 

 

 
Figure 63: A Business Case for the Design Residency.  © Colin Tennant 

One group discussed how a new design residency would require a business case to be articulated in 
their own organisations so that directors, board members and other staff would ‘buy into’ the idea of 
participating in a design residency.  This discussion was captured using the workshop tool and audio 
recording.  
 

It is vital for those designers who run their own business that V&A Dundee make a 

good ‘business case’ for doing a residency [see Figure 62].  In order to do so, 

importance would be placed on being able to remove oneself from the daily routine 

of managing a business; otherwise, the residency would not offer the same 

opportunity for development.   
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There is one thing about a residency - in the name - is that you are resident 
and it gives you space.  It is creating space for designers to innovate, or do 
something that they don’t usually do.  I mean, if you had a residency that 
meant you could then stay in your studio and just be funded, I don’t know 
how much, from a personal point of view, that would disrupt what I was 
doing.  Whereas if you are taken out of your normal situation, you have time, 
you have space. (VAP01) 

 

However, a residency also offers an invaluable opportunity for professional 

development, as it is a chance to escape the pressure of the business world and 

return to the creative practice of designing.  

 

It interests me what you were saying about a commercial sensibility and 
making a business case to your company, but the other side of that is [that] I 
always view residencies as an opportunity to step outside the commercial 
realm.  As a creative, we have a very aggressive regime of getting up in the 
morning and making stuff all day, and it is a total chance to have the 
opportunity to reflect.  What a successful residency is to me is having that 
opportunity to reflect on research. (VAP06) 

 

These core values must work with each other and become the foundation for a new 

residency programme with limitless potential at V&A Dundee.  This idea is the 

rationale for considering the democratisation of elements in the concept 

development of Residencies with Resonance, as this demonstrates that there is a 

need to consider how the expectations and values of each stakeholder will shift and 

transform with each new manifestation of residency.  

 

 

Design	Residency	Concept	Development:	a	Problem-Solution	
 

The development of a new residency model drew heavily on the different 

categorisation models which have been formed by this research (see Chapter 3).  

These were presented to the group, as evidenced by this discussion on a new design 

residency:  
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It almost sounds like we are talking about what [this doctoral researcher] 
mentioned about the three different models; so there is a reflective one and 
there is an outcome one.  So there is a process or there is an outcome, and 
they are two different facets, and possibility they could be two different 
formats.  Maybe the process one could be research-driven and an opportunity 
for reflection and creative development, and maybe that could be a process 
that was shared with the people in the museum?  Maybe the one that was an 
outcome one could be more like a different timeframe or a different 
collaborative process? (VAP05) 

 

The new design residency can be developed from these models; it can be adapted to 

suit the needs and ambition of each specific project, and tailored according to the 

requirements of its various stakeholders.  What has become clear is that it is crucial 

that V&A Dundee is open to taking risks and prototyping different models. 

 

A	Company-in-Residence	
 

A Company-in-Residence61 programme could answer the demand for a business case 

for the residency.  Having the full company in residence is an opportunity for all staff 

members to experiment collaboratively on new ideas, and innovate as a group rather 

than as an individual.  However, this does not come without its challenges: namely, 

the six-month residency period (which is standard practice for the V&A), which would 

mean that staff would be expected, but be unable, to leave their business for the 

duration of the residency, since demands placed on them by the company would 

mean they have client projects to deliver.   

 

The thing about the six-month format is that if you have a handful of clients 
that are all expecting to be able to phone you and request work, and for six 
months, I wouldn’t necessarily be able to not respond. But that could maybe 
be part of the residency, but we couldn’t do that because we have issues with 
confidentiality. (VAP05)  

 

                                                        
61	

This notion of a company-in-residence is not dissimilar to Stefan Sagmeister’s tenet of a year-long sabbatical every seven 
years, or as he describes ‘[s]even years of work (with plenty of living) vs. one year of living (with plenty of work)’ 
(SagmeisterWalsh website, www.sagmeisterwalsh.com).  Sagmeister himself takes a full year out-of-office sabbatical and 
relocates to a studio in Bali, where he dedicates his time to the research and development of his own ideas and design passions.   
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Furthermore, some companies would struggle to move their practice into the 

museum due to confidentiality issues.  However, having a company residency where 

the residency fee was paid to the company (rather than an individual) would allow 

company staff members to take turns being a resident at the Museum.   

 

I’ve never seen a residency programme that is open to companies, at least not 
in this country, and I find that interesting.  As long as the fee is enough to 
cover one person in terms of project time in running a company, I think it 
would be an interesting exercise in how you would share that in the team.  
(VAP01) 

 

This approach would allow companies to send either one, or many, of their 

employees to undertake the residency programme; a free space for those staff 

members to research and develop their ideas.  Indeed, it was determined that those 

who are critical to powering the company should be singled out for residency to give 

them the inspiration and drive to continue to do so.  

 

 
Figure 64: Exchanging values and expectations.  © Colin Tennant 

A workshop participant discusses the difference between the values and expectations of the Museum 
and professional designers with the Head of Learning and Innovation at V&A Dundee.  
 

 

V&A Dundee is potentially considering using the same timescale as the V&A, which is 

six months for its residency as standard.  However, this six-month period seemed to 
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be at odds with the way design professionals work, especially those with businesses.  

Indeed, six months in industrial design is far too lengthy a timescale when considering 

the concept development of a product [see Figure 62].  

 

We’ve never done a project that was six months: that’s a long time in 
industrial design and product design.  If you are working with a slow company, 
it might take two years to get the product to the shops, but you’re working in 
a concept stage for a week to ten days, and that’s that.  So the idea of doing 
one thing for six months sounds to me like a long time. I think it is an 
interesting prospect, but I wonder what the actual day-to-day endeavour 
would be. (VAP06) 

 

As mentioned above in the ‘Company-in-Residence’ section, a few participants also 

expressed concerns over how this would impact the practice of the designer or firm, 

as regular clients might not be able to wait for a long period for deliverables.  

 

Recruitment	Process	
 

In addition to new concept models, there was further discussion on the practical 

considerations of a design-specific residency and how it should mirror the nature of 

design and design practice: for instance, resident selection based on previous 

achievements would lay the foundation for what type of residency model is used.  

 

The discussion also questioned whether, in order to promote the programme’s 

notoriety in the first instance, an internationally recognised individual should be 

selected for the pre-opening residency programme as a means to bring recognition to 

V&A Dundee as the building starts to take shape:  

 

In starting up, should the first resident be invited because they are 
established, and could be the ambassador of the development of V&A Dundee 
and increase awareness of the project? (VAP01) 

 

Having a resident in place before the opening who is interested in social innovation 

and its potential impact on the Museum’s development would assist in getting the 
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wider community involved.  Engagement of this kind could raise awareness and the 

feeling of inclusivity for the Museum’s local communities.   

 

[The aim is to] bring the city on board for the bigger journey that is ahead.  
Something that really engages the people of Dundee, and might help those 
who would otherwise be unconvinced by it, [someone who] understands what 
it [the project] is all about. (VAP09) 

 

Furthermore, the recruitment process could be more aligned to the design industry, 

which uses briefs, portfolios, pitching and discussions to develop projects.  

 

Collaboration	
 

Collaboration is a critical part of a design residency.  The selection of a design resident 

is also a selection of that designer’s network.  However, the residency would also 

broaden the resident’s network, as well as that of the organisation.  The notion of 

collaboration could play a key role in the programme, with an emphasis on securing 

national and international mentorship projects which would enhance the networks of 

both the resident and the organisation.  In addition, mentorship is equated with 

collaboration, and working with an established international creative practitioner 

could enhance the reputation of the resident and the development of their practice.  

 

Games design is a really collaborative process.  So, if it was just me in 
residence, you would only get a slice of what we are able to deliver.  
Collaboration is a really important part of our process.  Something else that 
you would have to consider specific to games design is that we are such a 
young media, so I would like to have some mentorship and to connect to 
people within games design, and I think the V&A [Dundee] can facilitate that. 
(VAP08) 

 

 

In addition to one-to-one support, having mixer events where designers could meet 

possible collaborators and then pitch for the residency together is another possible 

route for collaboration.  This notion stems from the current trend in similar events, 
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such as design jams or hack-a-thons, which promote collaborative working [see Figure 

63].  

 

 
Figure 65: Residency workshop discussion on potential collaboration.  © Colin Tennant 

A group discuss the potential framework for collaboration within a future design residency. 
 

For those designers working primarily in commercial businesses, the notion of public 

engagement is not at the forefront of their decision-making process.  However, public 

engagement can be a core part of launching the building into the community:  

 

Instead of focusing on something inside the museum, perhaps you can focus 
on this emerging heart of the city.  Which is quite an unusual position to be 
put into… maybe respond to that in some way, and intervene in a really big 
way. (VAP04)  

 

 

This idea of building the ethos of the Museum through the residency programme 

resonates well with the notion of embedding the residency into the fabric of the 

Museum.  This thought was considered further by one of the participants: 

 

It’s contributing to the fabric of the Museum, and if you are building the 
Museum, the opportunity for Scottish designers to contribute to that factor is 
an opportunity that only comes along when you build one […].  The format for 
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that wouldn’t necessarily be under the same funding structure because you 
wouldn’t have the same overheads; it could be a remote process. (VAP05) 

 

 

Following this analysis of both workshops, a comparative examination was conducted 

to analyse the ideas uncovered in each.  The concepts highlighted by this comparison 

are discussed in the section below.  

 

Reflections	
 

Between the two workshops, there was a noted discrepancy in the perceived need or 

willingness for the residency to have a strong engagement focus.  The Design 

Museum participants believed that audience engagement was crucial, and considered 

ways in which the audience could collaborate throughout a full residency cycle.  

However, this emphasis could be due to the presence of a higher percentage of 

Museum staff (particularly from the Learning Department) participating in the Design 

Museum workshop.  Indeed, the participants at the V&A Dundee workshop did not 

perceive audience to be a high priority: in fact, it could be concluded from some of 

the issues the designers raised on intellectual property that audience involvement 

might be unsuitable for some practices.  However, this skew could equally stem from 

the higher number of practicing professional designers engaged in the V&A Dundee 

workshop, who were more aware and concerned about the notion of continuing their 

business while undertaking the residency.   

 

These differing opinions are important to highlight, as it could be deduced that this 

strong interest in engagement and the ideas stemming from the Design Museum 

workshop as a whole were perhaps more representative of the anticipated value of a 

residency from the Museum’s perspective.  On the other hand, the higher number of 

established professional designers from the workshop in Dundee demonstrates the 

opinions of designers who are contributing to the existing design industry in Scotland.  

It must be noted that, given the small number of participants in the Dundee 
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workshop, it would be unwise to generalise this finding to the whole design industry 

in Scotland, yet these sessions do give insight into individual perceptions of what 

some of the designers V&A Dundee might be targeting would hope to gain from 

undertaking a residency.  Therefore, comparing the two reveals a possible tension 

between what is understood as valuable by the Museum sector and what professional 

designers deem as such.  

 

There were other distinctions observed between the general viewpoints of the 

workshops participants, and these are equally important to disclose.  Most 

significantly, the participants of the V&A Dundee workshop were more pragmatic 

about what the possible solutions of a new residency could be.  This is a useful aspect 

of the co-design process, as it ties in with Dewey’s phase of problem-solution, 

demonstrating as it does the generation of ideas in a real-world context, even if these 

are being projected into a future context.  The participants spoke about the 

recruitment process, and how this process could reflect the way design is procured in 

industry: through briefing, negotiation and collaborative development between the 

resident and the Museum.   

 

On the other hand, the Design Museum workshop participants were keen to explore 

how the residency procurement process could be more aligned to what exists in 

industry, but believed this emulation should be used as a method to interrogate some 

of the elements of briefing that go unquestioned by industry.  In academia, research 

has already begun this critical discourse by examining how the changing design 

landscape has resulted in a significant shift in the relationship between the ‘client’ 

and the designer in contemporary practice, and processes for procurement need to 

reflect these vital opportunities for knowledge exchange (Murphy & Press, 2007).  

Equally, there is growing consensus that design problems and solutions should be 

developed collectively and actively over the full span of the design process (Murphy & 

Hands, 2012).  As such, there is scope for a future design residency to question some 

of these challenges already facing the design industry.  
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The notion of using the residency to question the design industry can be expanded 

beyond the procurement process.  The residency is a platform to develop a new 

design concept, with the potential to effect changes in design at a broader level.  If 

the residency is to have a focus on demonstrating process, it could be perfectly 

positioned to examine some of the more intangible aspects of design, such as design 

thinking, a shift towards a more collaborative way of working, or design ‘for the other 

90%’.  This further aligns Dewey’s (1938) theory to the way this thesis has presented 

its conceptions of design, and indeed, to the co-design approach propounded herein.   

 

Critical to all three propositions of design residency created during the Design 

Museum workshop is that none of these necessarily put the designer at the centre of 

the design process.  This has interesting implications for who could be considered 

eligible for the new residency, as it could incorporate individuals or a collective who 

use design thinking in their ventures, yet are not classified as being in traditional 

‘design’ roles.  In this case, as the designer is not central and is considered to be on a 

par with other elements in the model, this allows for an expanded interpretation of 

who can become a ‘design resident’, and what the role of design is within the 

residency.  From the museum’s perspective, this expanded understanding of whom 

the residency is ‘for’ is a precarious one, as the institution will need to build a 

reputation around the residency programme so as to attract international recognition 

of its advancements as a cultural institution in the development of design.  This will 

require an open-mindedness to the residency programme, and finding a balance 

between the needs of design professionals and the industry, which is currently not 

the case for most residency programmes.  As a result, this area of inquiry - which can 

be posed in question form as ‘Is there a boundary for design in the residency 

programme?’ - will be a continuing consideration.   
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Chapter	Close	
 

The co-design workshops provided the opportunity for designers and those working 

in design museums to discuss propositions for a new residency model.  The residency 

programme was examined from two perspectives: one already in existence, and one 

in the concept phase.  The first workshop was centred on the existing Design 

Museum, which has had a residency programme for over five years, and has 

developed an existing programme.  The second session was focused on a new 

organisation, V&A Dundee, which seeks to respond to the current landscape and 

develop something ‘from scratch’ to provide a unique offering to the design industry, 

as well as create an evocative cultural programme which can question what it means 

to have a design residency today.  In both cases, facilitating KE between V&A Dundee 

and its target participants – namely, professional designers - further builds on the 

notion of ‘resonance’ in this research.  This notion reflects a theory in co-design, 

which states that:  

 

By knowing how to access people’s feelings and ideas, we are able to establish 

resonance between a company and its customers.  Resonating, or being in 

synch with one’s customers, means being able to quickly respond to their 

changing needs and aspirations.  Resonance can be achieved by inviting users 

to play a role in the design development process (Sanders, 2002a).   

 

Furthermore, the analysis of findings from these two workshops allowed for further 

concept development to the problem as identified and articulated in previous 

chapters.  However, these possible solutions exist only as ideas, and must be 

formulated into a theoretical framework which is embedded in the philosophy of 

design.  Therefore, the next chapter explores the process of ‘reasoning’, which is the 

act of taking these possible solutions and examining them before fleshing them out so 

that they can be enacted.  To this end, the following chapter will consider Dewey’s 

(1938) phase of ‘reasoning’ to provide a new theoretical framework which will 

underpin the plan of action for a future design residency model.  
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Chapter	6.	The	Incorporated	Model:	Reasoning	
 

This chapter illustrates a concept for a fourth model in design residencies.  It 

examines the possible solutions developed by empirical research conducted as part of 

this study, and examines these solutions against the theoretical discussions on the 

transformative context of design.  It is the stage which Dewey’s (1938) pattern of 

inquiry describes as ‘reasoning’; the stage at which hypotheses are considered by 

proposing the possible consequences that could be reached, thereby filtering out the 

least fit solution and identifying those most capable of resolving the problematic 

situation.  To this end, the following chapter considers how this researcher’s film 

documenting the Residencies with Resonance workshop assists in this phase of critical 

reflection, offering evidence of the theoretical amalgamation of pragmatism and co-

design, and demonstrating the impact of this on the development of knowledge 

within this thesis.  Furthermore, the film presents the possible solutions created 

through the co-design workshops.   

 

However, the analysis of all workshops indicate that in order to evolve the concept for 

a fourth model of residency, it cannot be prescriptive: rather, it must be further 

developed as a concept in order to be malleable and useful for future interrogation.  

This chapter continues to explore what the new knowledge means in the context of 

the transformation of design.  In so doing, this section considers the potential 

solutions created through the collective inquiry of a design residency, and puts 

forward a framework for a future plan of action.  To build on the notion of design at 

the core of the residency, Borja de Mozota’s (2003; 2006) ‘four powers of design’ are 

presented to examine the value proposition which design provides to the design 

residency.  This framework is then used to evaluate the application of design theory in 

future provision of design residencies, as well as the role of design leadership in the 

concept development and delivery of this expanded notion of ‘design’ in residency.  

To demonstrate the culmination of this reflective process, this chapter presents the 

final version of the concept, Residencies with ResonanceV3, and offers a new 

theoretical framework for the fourth model, the Incorporated Model.   
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Residencies	with	Resonance:	The	Film	
 

The notion of visualisation refers to a researcher’s sensemaking of a concept’s 

formation, analysis and communication of ideas (Prosser, 2011).  For Dewey (1934), 

inquiry is the gaining and understanding of experience, based on the belief that 

experiences have an aesthetic quality.  Furthermore, he contends that the aesthetic 

and the artistic, while they cannot be combined entirely, share many similarities, and 

that the creative making process can be compared to a situation of inquiry (Ibid.).  As 

such, Dewey maintains that the act of creativity allows the maker to consider form 

and reflect on the outcome until they are satisfied with the object of production 

(Ibid.).  Furthermore, for design, there is an obvious connection between Dewey’s 

beliefs on the learning embedded into creative making and the oft-quoted works of 

Schön (1983).  Speaking directly to the philosophy of Dewey (1938), Schön (1992) 

proposes that ‘design professionals’ engage in reflective conversation through making 

in order to explore situations of uncertainty and complexity, stating that: 

 

Designing and discovering are closely coupled forms of inquiry.  Because 
learning is essential to designing, there is a great potential for learning 
through designing.  The design process opens up possibilities for surprise that 
can trigger new ways of seeing things, and it demands visible commitments to 
choices that can be interrogated to reveal underlying values, assumptions, and 
models of phenomena (Schön, 1992:131, original emphasis). 

 

 

It is only with this awareness that the Residencies with Resonance film can be 

considered.  Indeed, this film has served as a tool for critical reflection for this 

researcher, both in the sense of ‘reflection-in-action’ and the ‘reflection-on-action’ 

(Schön, 1983). The ‘reflection-in-action’ process – which in this case describes the 

preparing, directing and editing of the film - supports reflection and learning, and 

enhancing the process of concept development as the individual works through these 

phases of creation.  To explain this further, the collaboration with the filmmaker to 

prepare for filming and to discuss how to capture the experience of the workshop 

rendered the structure and intent of each stage of the workshop clearer and more 

defined.  Moreover, during the workshop, positioning and directing helped identify 
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that which seemed to be most valuable in the situation: for example, the focus on the 

participants working with the Residency Framework tool to ascertain whether they 

were able to understand and critically engage with it.  Afterwards, repeated playback 

of the footage and audio recordings crystallised the Residencies with Resonance 

concept, and assisted in developing it further.  However, the subsequent version of 

Residencies with Resonance which resulted from this workshop is not the only key 

outcome of this event, since the film provided this researcher with a space of 

reflection to revisit when in need of further analysis and concept development as the 

inquiry evolved.  

 

In terms of ‘reflection-on-action’ and the development of ideas within this research, 

the film also conveys a sense of experience, yet still allows for the crucial distance 

required for the process of critical reflection to tease out and evaluate the salient 

points raised during the Residencies with Resonance workshop.  As a critical reflection 

tool, it calls attention to a several important considerations in relation to the 

objectives of Residencies with Resonance, both as a concept and a workshop.  To 

understand and critically engage with the conceptual model, the juxtaposition of 

images and the narrative that is spoken over each presentation is critical to 

interrogating the Residencies with Resonance concept.  Equally, the film establishes a 

comprehensive sense of the experience of participation in the workshop.  Indeed, the 

film not only gives an insight into the experience of Residencies with Resonance as a 

workshop, but the presentations within in the film also add another layer of 

experience by allowing viewers to understand what it is like to undertake the 

residency programmes described.  The film illustrates the various experiences of the 

residency programmes, but also evidences the different organisational frameworks, 

aims and objectives, and relationship management approaches which are embedded 

in each model.  

 

Rather appropriately for this study, the film is a way of visualising the amalgamation 

of two fields of research.  The intention was to create a film to capture the essence of 

Residencies with Resonance.  However, its outcome is the manifestation of co-design 

and pragmatism, specifically Dewey’s phase of inquiry, the institution of a problem.  
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In other words, the film outlines the parameters of the Residencies with Resonance 

workshop: it shows people coming together during the ‘pre-design’ phase (Sanders & 

Stappers, 2014) to understand their experiences with existing residencies, and how, 

by using their insights, they interrogate the concept of a fourth residency model.  It is 

this artefact which defines the problem in an elaborate and rigorous way, and it is 

because of it that this researcher understands the institution of the problem more 

thoroughly.  

 

This form of critical reflection which the film facilitates is considered part of the 

process of ‘reasoning’.  The film, combined with the knowledge from all the empirical 

research, gives further insight into the development of the next version of the 

concept, Residencies with ResonanceV3.  The following section explains the concept in 

more detail, first by drawing on the knowledge developed throughout the placement 

and co-design workshops.  The discussion then goes on to describe the next iteration 

of the hypothesis, using knowledge about the transformations in design to situate the 

new model in this context.  

A	Design	Residency:	Empirical	Considerations	
 

There is a certain convention to residencies: namely, that the term implies duration of 

time and a certain depth of engagement with various elements, including thinking, 

participation, community engagement and creating.  However, a design residency has 

wider ambitions than those traditionally associated with the museum space, and the 

way conventional residencies are viewed has largely become redundant in this 

context.  The residency has to be reconceptualised and reconsidered so that it can 

work within these strategic organisational aims.  The language around residencies 

must also change, as the design residency does not accurately reflect the paradigm 

from which the term ‘residency’ was originally borrowed (i.e. visual art).  Indeed, the 

residency has moved away from the notion of sanctuary, and instead, it now 

represents a platform for inspired and enriched engagement between a museum and 

the principles which drive design.  
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Equally, continued use of the language derived from traditional artistic residency 

practices could be problematic, as it signifies to prospective resident(s) that the 

programme would lead to a temporary closing of their business during their time in 

residence, which is counter to what a design residency intends to provide.  Indeed, 

designers during the co-design workshop in Dundee indicated that they would opt out 

of the process if they believed taking on the residency would effectively end their 

business.  Instead, future programmes need to reflect the language of the design 

sector to signify that they understand this requirement and can adapt to the 

fluctuations in current professional practice.  In addition, more design-appropriate 

forms of communication must be paired with a design outlook which draws on the 

principles from the discipline itself.  

 

Reflecting the nature of the design residents’ professional practice is key.  Currently, 

the V&A’s residency model operates on a six-month block basis, with immovable 

dates that are planned into the programme long in advance.  However, this proved 

problematic for design professionals during the Residency Workshop with V&A 

Dundee.  It was claimed that if the design residency is to be reflective of professional 

design practice, structuring a flexible time period well in advance would allow the 

museum to agree a lead time with the prospective resident or company, thereby 

allowing for potentially prohibitive issues such as client commitments and intellectual 

property (IP) to be resolved prior to the start of the project.  The notion of flexibility is 

crucial in the human resources (HR) process, and must emulate this for prospective 

residents to view the programme as a project or job.  Equally, the offer of money and 

the amount available signifies to the applicants that the programme is on par with 

employment.  

 

One way to overcome this, as suggested during the co-design workshop in Dundee, is 

to conceptualise the notion of a ‘company-in-residence’.  This could be framed in two 

ways: firstly, it could be that the company has a contract with the museum, and that 

the residency provides the financial subsidy to allow a member of staff to become 

resident within the museum; or secondly, that the whole company is considered ‘the 

resident’, and the implications of what residing in the space means is negotiated 
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through discussion.  In addition to a company, the notion of a ‘collective’ or ‘team’ 

residency could be considered in this context.  These teams could be inter-

disciplinary, working on themes or wider global issues, such as environmental 

sustainability, poverty or world health, to name a few.  The execution of collective 

residencies would need to be prototyped so that research can further assess how this 

approach can be tested to its limits, and identify what it can and cannot cope with. 

However, a critical element in engaging in a residency programme is the residents’ 

removal from what is considered ‘routine’, and so the design residency must retain 

this as a core principle.  

 

This was the case for the Games Designer-in-Residence at the V&A: the programme 

was split equally between an initial period of a research residency at the V&A, 

followed by a period of production and development at Abertay University.  The 

division of the programme is one which could provide both creative stimulus and a 

route to taking the design ideas into production.  Practically, the museum provides 

the space for inspiration and stimulus, while a partner organisation (or residency 

sponsor) provides the location and resources for production.  For the Games 

Designer-in-Residence programme, different people were involved in each stage, and 

it could not have worked unless the programme had been divided in such a way.  

However, this divided model comes with a caveat, which is that residents at the V&A 

usually draw upon its vast collection for inspiration, so a new or alternative source of 

stimulus would have to be developed for a museum lacking such a collection if it 

wished to proceed with this framing of its programme.  

 

Other ideas for inspiration include dovetailing the provision of the residency with the 

existing programme: for example, it was proposed that the community could play a 

more active role in the selection of the residents, so perhaps a project could be 

integrated into the larger pre-opening programme of the museum.  Equally, Open 

Studios offer the chance not only to demonstrate and expose the designer’s practice, 

but also offer designers the opportunity to gain valuable user feedback on their 

concepts and product prototypes. 
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The residency programme also has the potential to increase the brand value of the 

museum by entering new markets of production, similar to the example set by the 

Strawberry Thief iPad app.  Residents can capitalise on their association with the 

museum to increase product exposure, while the museum can launch into new 

markets with product diversification and enterprise support.  This system of 

patronage could be developed by the museum to explore other disciplines for the 

future advancement of the programme, with the potential for a ground-breaking, 

mutually beneficial and reciprocal relationship shared by the organisation and its 

residents.  

 

These are many practical opportunities that can be considered when forming the 

residency, and these will be affected by the specific aims and objectives of each 

(which are likely to be different each time).  This discussion presents these as 

projections of what the form and shape of a future residency can take.  However, it is 

not the intent for this thesis to provide a panacea for design residency provision.  

Instead, it draws on the knowledge that has been co-created with the participants at 

each stage of inquiry, and by considering these insights together with the 

transformative context of design, this study presents these ideas to inform a new way 

of framing a future design residency.  

 

In summary, this research sought to position current provision and discussion on 

residency within the field of design.  To achieve this, the research initial sought to 

explore and categorise past and present models of residency provision.  Following this 

an in-depth study into one of the most prominent residency programmes, the V&A 

Museum’s Residency Programme, was captured and analysed using existing theories 

in design theories in prominent research fields, such as service design, design 

interventions, and design education.  In addition, the research delivered a workshop 

to critically engage those working in the creative and cultural industries and 

collectively considered current residency models, and sought to discover if those 

working in field where of the opinion that there were gaps in state of play of 

residency provision.   Furthermore, the research delivered two workshops with 

designers and museum professionals to explore how residency models could be 
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adapted specifically for design.  What became evident through the evaluation of all 

the field research is that design is, and must be, embedded into the residency at all 

levels, as subject, as process, as strategy and into the very culture of the museum.  To 

root this philosophy into the organisational foundation for the residency model, the 

following section sketches out a theoretical framework for the design residency, 

entitled Residencies with ResonanceV3.  

 

Residencies	with	ResonanceV3:	Developing	a	Fourth	Model	
 

Understanding the practicalities of professional design practice is essential to the 

residency.  However, in order to more fully embed the contemporary notion of design 

into the programme, a further discussion must be presented on the design leadership 

capabilities which can bring value to the institution through the programme.  

Returning to the visualisation of the residency Design Ladder presented as the basis 

for the ‘indeterminate situation’, this forms the next step in the discussions presented 

in previous chapters [see Figure 64].  These developments define the next and future 

incarnation of design in the residency programme.  This new stage is defined as 

‘design leadership’, as it draws on the theoretical principles of this concept in design: 

in this sense, the term ‘design leadership’ is used to define how a firm can advance its 

design approach and its organisational design capabilities (Jevnaker, 1998).    
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Figure 66: The concept of design residencies, as visualised in the Danish Design Ladder.  

This visualisation was initially presented in Chapter 3 to map out the existing provision of design 
residencies.  It is posited that there is a potential for a fourth model which encompasses the notion of 
design more fully.  
 

By way of reminder, the visualisation in Figure 64 is a way to think about a fourth 

model for design residencies by framing it into the current design paradigm.  This is 

achieved by using the Danish Design Ladder, which was created to examine the 

existence and levels of design within an organisation (‘no design’, ‘design as styling’, 

‘design as process’ and ‘design as strategy’: see Chapter 3 for further discussion).  This 

study has reinterpreted these levels to examine the use and understanding of design 

within current residency programmes.  In this context these are:   

 

• Design as subject: programmes which consider the subject or the individual as 

the ‘design’ in the programme. 

• Design as process: programmes where the aim is to communicate the design 

process to audiences, which lends itself to learning and engagement 

strategies. 

Design as Subject !

Design as Process !

Design as Business!

Intramural	Model	
Designer-in-Residence	

Interpreter	Model	
Learning	&	Engagement	

Industry	Model		
Encouraging	Innova;on	

?
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• Design as business: programmes wherein design in the residency offers 

something to industry or the marketplace as a result of residents’ research 

and development.  

 

It has been noted that design is most powerful when it is culturally rooted in an 

organisation (Micheli, 2014).  The two principles which underpin design in this context 

are management and leadership. These two distinct yet complementary systems of 

action function autonomously but are equally necessary in the face of increasingly 

complex business environments (Kotter, 2001).  Design leadership has been 

specifically cited as one of the most powerful approaches to new idea generation and 

as a means to demonstrate added value (Topalian, 2002).  It denotes the holistic 

approach to design which is summarised by the term ‘inclusivity’, and is driven by the 

notion that ‘[d]esign activities are now all-encompassing.  Designers’ skill sets are 

expanding.  Consultancies are diversifying their service offerings.  And the design-

client interface is more collaborative than ever before’ (MacIver, 2012:29).  In this 

context, design leadership is the next step in the progression of residency provision, 

as it is proposed that design is seen as embedded in and guiding all aspects of the 

residency.  

 

As Borja de Mozota (2011) contends, value is the expected outcome of any design 

activity.  However, since evaluation is primarily conducted through peer review, 

quantitative evidence, sales figures and market reputation, she argues that these 

systems do not accurately capture the value of the design from a management 

perspective.   Indeed, to understand the value of the design residency more deeply, 

an examination of what the design residency programme could potentially offer to 

the wider sector must be undertaken.  The theoretical framework is presented using 

Borja de Mozota’s (2003; 2006) ‘powers of design’.  

 

In this context, the design residency views the designer in a similar way to other 

organisations who have shown an increasing understanding of the value of designers: 

namely, that the ‘designer formerly seen as an external actor for the differentiation of 

the firm becomes an internal actor in the building process of core-competency 
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through the differentiation of innovation process’ (Borja de Mozota, 2003: 93).  It 

goes beyond the value that the designer brings to the organisation.  As argued by 

Borja de Mozota (2003; 2006), there are four powers of design which create value 

within an organisation, and these powers are the axes upon which to evaluate the 

system: these are design as differentiator; design as integrator; design as transformer 

and design as good business.  Using these four powers of design, the following is a 

discussion on the value of design transferred by the residency to the wider 

organisation and beyond.62	 With design firmly rooted at the heart of design 

leadership, this new approach is proposed as the Incorporated Model [Figure 65]. 

 

 
Figure 67: The Incorporated Model: the Design Residency.   

This research proposes a new model of provision which embeds the expanded notion of design into 
the programme, moreover the residency no longer sit adjacent the rest of the organisational 
operations but is a critical part of the development and cultural leadership process. 
 

                                                        
62 Initial attempts at using this framework to understand the power of design in the residency programme was used in a paper 
entitled, Powers of design: A heuristic inquiry into the Victoria and Albert Museum’s Residency Programme, which was 
presented at the Design Management Institute Academic Conference, 2014. See Appendix H. 
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During both workshops, discussions often focused on who the future programme’s 

intended user was, and by determining this, the organisation could understand how 

to frame the residency model.  This question has already been discussed in Chapter 3, 

which described how mapping out the V&A residency programme had identified two 

users from the Museum’s perspective.  From this viewpoint, both the resident and 

the audience can be considered as the intended user.  However, identifying the user 

becomes more complicated when the resident is placed at the centre.  Doing so 

requires further consideration of who the client may be, and how, or if, this differs 

from the user.  

 

Although this question adds to the complexity of the concept of residency, it allows 

critical debates in design concerning the notion of ‘the user’ to enter into the 

discussion.  Indeed, there has been a noted shift in the power dynamic between 

consumers and producers, particularly in the design industry, where there is a 

significant change in the way designers design for the consumer.  Where designers 

traditionally employed a user-centric approach, this way of thinking is also becoming 

redundant in the face of social, economic and cultural changes.  The fuzzy relationship 

between maker and user presents a challenge to the way in which design as a 

practice is perceived, particularly as it relates to two separate ways of framing the 

residency.  Lest we forget, the purpose of residency practice is to provide creative 

practitioners with the opportunity for research and development within their 

practice.  Yet the way this is implemented for a residency is variable, and so therefore 

is the way the resident incorporates this way of working into their practice.  However, 

the perception of the new way of working with, and not for, others in design 

discourse offer new insights when combined with some of the traditional concepts of 

audience engagement from the museum sector.  

 

This affects the way that the institution designs the residency, how the Museum 

views its users (the audiences and the residents) of the service, and how this new way 

of designing is incorporated into building a new model.  As a result, the organisation 

must consider this shift in the relationship between the producer and the consumer.  

This debate arguably contextualises this research, and presents the challenges of 
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modern design which influence the cultural organisation in which residencies are 

situated.  Even though it is considered in this thesis, this contextualisation should be a 

continuing process for museums engaging with the Incorporated Model, since this 

model requires such an approach to mindfully respond to future challenges.   

 

Throughout the discussions in both workshops, different terms were used to express 

similar meanings as the design term ‘user’.  The participants of the Design Museum 

used the term ‘client’ more frequently in this context, and considered the ‘audience-

as-client’, thereby shifting the traditional perception of traditional museum audiences 

as receivers of information to stakeholders with a more active and engaged role in 

framing the subject (or brief) of the residency and creating the content or outcomes 

of the programme.  Within the collaborative design process, the role of the user is 

that of co-designer, an additional practitioner who brings his or her own inherent 

creativity and life experience to the design process (Sanders & Stappers, 2008).  

Perhaps in an attempt to open up the debates on audience engagement, the 

audience should not be considered as user or client, but as collaborator.   

 

This edges towards a more collaborative view on the residency, which resonates with 

some of the key observations made during the research placement at the V&A.  For 

example, the Games Designer-in-Residence used the Open Studio sessions to assist in 

gaining critical feedback on the game prototype and to collect ideas for improvement 

(see Chapter 3).63  This example is certainly not the end outcome to strive towards in 

the endeavour to shift museum engagement strategies towards a more ‘designerly’ 

mind-set, but it is a step in the right direction.  This shift in the way the ‘audience’ is 

perceived in the context of a design residency model may potentially provide for 

interesting programme development, and further testing of the framing of audience 

could also have some remarkable implications for the way the cultural sector 

perceives audience engagement.64  

                                                        
63	

The Games Design Residency at the V&A is used as a tangible example to discuss some of the concepts proposed in the 
framework.  Drawing on this researcher’s own insight and a reflective conversation with the V&A’s Games Designer-in-Residence 
and the Communications Manager at University of Abertay, this example of reflexive consideration is used to demonstrate the 
application of a similar model in a future context.   
64

 It is, however, important to note that this way of working is not appropriate in all cases, and it is not the purpose of a new 
residency model to force a way of working onto its residents.   
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As previously discussed, the theoretical framework for the new design residency 

addresses such challenges by evidencing how increased collaboration can support 

new R&D processes, resulting in successful new market products and services.  This 

has been evidenced by the example of the Strawberry Thief  iPad game app created 

during the Games Designer-in-Residence programme at the V&A and a production 

period at Abertay University (see Chapter 3).  In addition to reframing audience 

relationships, a design residency also has the potential to advocate for untraditional 

business models by supporting the resident or business during the risky and 

experimental phase of negotiating how the new venture operates, and allowing 

critical R&D time for the new business offering.  Both these support structures could 

potentially be of high value for the design industry, as it could demonstrate to other 

sectors and potential investors the benefits of this type of approach.  

 

 

Design	as	Differentiator	
 

‘Design as differentiator’ is the application of design as a mechanism for competitive 

advantage which can be delivered through several approaches, such as price 

premium, customer loyalty, brand equity or customer orientation (Borja de Mozota, 

2006).   The museum could adapt this in several ways, depending who is considered 

to be the ‘customer’ in this instance.  This echoes the question which arose in the 

previous chapter concerning the workshop with Scottish designers in Dundee, who 

were keen for the organisation to address whom the residency is for: the institution, 

the resident or the audience?  Importantly, however, if the various approaches to 

design as a differentiator are applied, the residency can be seen as having a customer 

orientation both to the resident and the audience as part of the programme.    

 

Hosting a designer to work in-house to engage with visitors is a source of competitive 

advantage for a design museum, and can be considered a USP for the organisation.  
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The programme could be developed to be user-orientated, with a broad 

understanding of who the ‘user’ is in this context.  For instance, if the user is 

perceived as the resident, the museum could provide key audience groups with an 

opportunity to be a resident, allowing access to the institution and its network as a 

source of inspiration and development in their practice.  The partnerships the 

museum has opens up the possibilities of what that stimulus could look like.  This 

network also opens up the possibilities to pursuing various disciplines and 

applications of design.  In addition, further inspiration can come from the wider 

network of existing or future community institutions.  

 

Furthermore, having a company or team in residence at the museum would also be a 

method of distinguishing this Incorporated Model from others, as this type of 

engagement does not currently exist in the UK cultural sector.  Offering a programme 

as an opportunity to interrupt the routine thinking of the microenterprise would 

provide the mental space or stimulus of being situated in a cultural institution and 

engaging with a project which might not have immediate capital gain, but would be 

essential to the R&D of the company.  Likewise, the residency could provide space for 

interdisciplinary teams or newly-formed businesses to come together to work on a 

design challenge (in the loosest sense of the word).  Essentially, the programme could 

be perceived as a space for R&D within a team, microenterprise or SME.  In industry, 

this offering could be unique, as many small businesses face high barriers to 

innovation, including limited access to start-up capital and research, and restricted 

network and information sources (Department for Business, Innovation & Skills, 

2014).  The residency therefore has the capacity to maximise levels of innovation for 

small businesses.  

 

As an approach to differentiation, crucial design considerations exist in the election of 

an individual for the residency position: within a museum context, choosing someone 

who is open to exposing their practice to visitors is paramount to this selection 

process.  Having a resident present, visible and accessible is perceived as vital in 

maintaining effective strategies in passing information from the museum to 

audiences, particularly in terms of providing an interpretation of the creative process.  
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This is an existing objective.  Yet, as design domains are expanding, and practice is 

morphing into new forms, the demand to have a designer who can communicate the 

general complexities of design to the museum’s eclectic mix of visitors becomes 

increasingly important.  This knowledge, skill and capability may arguably have 

greater significance in future designing, selection and delivery of a residency.  

 

It is the responsibility of the museum to develop new curatorial strategies and 

collectively investigate and experiment with the resident(s) in order to find new 

approaches to showcase contemporary exhibition methods and demonstrate practice 

in its live form.  These experimental methods can dovetail with existing programmes, 

and therefore receive increased exposure through other marketing streams, as was 

often the case at the V&A.  

 

Design	as	Integrator	
 

Based on the notion of design as a resource which improves new product 

development (Borja de Mozota, 2006), the contribution made by a resident to the 

wider fabric of the museum is crucial.  In the V&A, observed residents tended to work 

with staff in the Learning Department to develop products (i.e. talks, events, 

workshops and/or museum resources) intended for visitors to use to actively engage 

with the building or the wider community.  In this new way of perceiving the 

residency, learning is collectively developed on both sides of the relationship.  This 

would ultimately be enhanced by pushing the boundaries of traditional residencies 

into an unknown and uncomfortable space.  These space are high-risk, but are also 

considered to be the areas in which extreme innovation is fruitful. 

 

Similarly, disruption is a critical and increasingly important factor of design (Liedtka et 

al., 2014).  As was declared during the Residencies with Resonance workshop, the 

resident can offer a disruption in the thinking or actions of the institution, and this 

new perspective can assist in the development of product or services for the host.  

Equally, designers have been termed our contemporary ‘cultural intermediaries’, 
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since they play a critical role in designing the symbolic products and services that 

define present day sociocultural structures (Zurlo & Bohemia, 2014).   Hence, ‘design 

as integrator’ (Borja de Mozota, 2006) in this experiential context is a relatively 

neutral facilitator between past and present creative practice; it inspires and teaches 

educators and industry to see and understand alternative approaches to working in a 

contemporary way with the museum.  

 

As a reference tool, the Games Design Residency is one which can demonstrate this 

new approach in merging education in the industry and cultural sectors.  This 

interdisciplinary approach was crucial in educating both sides of the partnership, and 

disrupting existing structures of product and service development.  Practically, this 

meant a shift in the way the museum devises its residency programme, and 

correspondingly, the way a new iPad app is developed in the gaming industry.   

 

There is also scope to explore the value of design as integrator in the residency 

programme beyond its role in existing learning and curatorial departments and 

project this into other areas of the museum.  In particular, the application of service 

design and systems design in the wider organisational framework is interesting and 

unchartered territory, offering the potential to further enhance the level of 

innovation in organisational practice and experiment with new internal collaborative 

partnerships nurtured through design.  

 

At a more localised level, another example of ‘design as integrator’ can be witnessed 

in the value offered to the organisation by a resident through the creation of a 

museum resource or programme.  In this way, the resident can be a source for new 

knowledge for the museum.  The implications of this are more far-reaching than 

those usually considered for a residency programme: for instance, examining the 

temporary and freelance workforce who work within a museum widens the scope of 

who can participate with the institution and integrate their knowledge into its 

organisational practice.  As such, a Design Historian working on research for an 

upcoming exhibition can be considered to be ‘in residence’.  However, such 

‘residents’ may find their base located in another space, like an office.   In all cases, it 
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is important to document their involvement and capture their learning from the 

outset, building a database that captures this collaboration beyond the exhibition or 

presentation space.  This will give a sense of how they work with the organisation and 

help develop the fabric of practice which could be critical for the museum to 

communicate the creative process to its audiences.  

 

 

Design	as	Transformer	
 

The application of ‘design as transformer’ (Borja de Mozota, 2006) verifies the 

importance of strategic design in the process of planning and managing the residency 

programme, as it is one of the few parts of the museum programme subject to 

frequent change, reflecting as it does external interests and fluctuations in the 

sociocultural landscape.  The Games Designer-in-Residence programme at the V&A 

attracted national attention, garnering a media frenzy that saw it featured in The 

Guardian, The Independent, The BBC Breakfast Show and many more online reporting 

platforms.  The residency was devised during a period of increased interest from the 

V&A on the subject of ‘digital arts’.  At the time, the V&A was increasing their 

collection of digital artefacts, and immediately before the residency began in August 

2013, it hosted a Friday Late Event themed around the internationally recognised 

digital game Minecraft.   

 

The Games Design residency was part of the V&A’s public activities to reflect a 

notable change in the times, and to evidence the fact that the museum is responsive 

to topical interests, a key feature in ‘design as transformer’ (Borja de Mozota, 2006).  

This strategic approach to design management is further developed when museums 

are able to discover new disciplines in an effort to build relationships with potential 

new visitors, particularly if they can also capitalise on what exists in terms of shared 

resources and audience.  Understanding this method of employing design as a tool for 

transformation in the residency programme offers new insight into the development 
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and delivery of this service, specifically as it pertains to managing an evolving 

programme.  

 

In the context of a new museum, the notion of ‘design as transformer’ in the context 

of a new museum can have far-reaching implications in terms of how the museum 

wishes to project its ethos and capabilities to an international audience.  By using the 

residency as a platform to explore topical subjects and new innovations only accessed 

through experimental activities, the residency becomes a testing ground for idea 

generation that might struggle to find a place in industry.  Giving space for topical 

themes (such as global health) offers businesses or collaborative teams the 

opportunity to work in a free creative space where boundaries can be pushed.  

Indeed, the resident(s) could be viewed as ambassador(s) for the museum in an off-

site location, engaging and demonstrating the value of design to communities and 

organisations that might otherwise be hard to reach with the existing resources of the 

museum.  

 

 

Design	as	Good	Business	
 

The Incorporated Model offers the opportunity to integrate new information on 

certain disciplines of design into specific departments or galleries, as well as into the 

wider organisation.  Using the Games Design Residency as an example, this offered a 

variety of benefits to the V&A (in addition to that conferred by the resident working 

within the institution) which are detailed below.  As part of the residency, the Games 

Designer was expected to create a new game inspired by the British Galleries.  These 

galleries were the first to be renovated as part the wider development strategy 

‘FuturePlan’, which begin several years prior.  Therefore, at the time of the residency, 

the British Galleries needed a new lease of life, and something that would draw 

visitors back to these spaces.  The Games Design Residency achieved that objective 

through the events that were hosted in the Galleries and the media attention 

garnered from the residency programme.  
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As such, the benefit for the V&A in this instance was the new game (which was good 

promotion for the British Galleries) and its production (which was good value for 

money, as the resident was an early career games designer, meaning that the 

residency cost a fraction of the normal price of commissioning a game from a game 

design company).  When launched, the game was well received by critics and players, 

a result which has allowed the Game Residency to become a key example in the 

argument for this method of engagement.  

 

This approach also allowed the V&A to increase its brand value by supporting an iPad 

game and entering into the gaming industry.  By the same measure, the resident 

capitalised on the association with the V&A brand to increase product exposure.  This 

system of patronage is one that would fit well into a design museum’s strategic plan.  

It would also serve as an international beacon for the design industry, allowing the 

organisation to be a leader in the diverse disciplines of design, while supporting and 

capitalising on the growing industries of the nation.  This approach also has the 

capacity to be applied to other areas and other cross-discipline ventures, allowing the 

mutual benefits to be shared by the organisation and its residents.   

 

However, the V&A’s primary concern was the added value provided to the visitors 

and the Museum’s reputation.  For the designer and the partnership institution, the 

University of Abertay, this residency was centred on building an alternative 

framework for the designer to work within which could potentially increase the levels 

of innovation while providing a platform for creative efficacy in a young games 

designer.  As an example of the possible, this residency provided vitally important 

evidence that this is a successful way of working.  To an industry like gaming, which is 

driven by strict budgets and project management, allowing free space for creative 

exploration and research is often unheard of or actively discouraged.  The 

incontrovertible success of the Game Design residency, as evidenced by the 60,000 

downloads of the Strawberry Thief  iPad app worldwide, provides the evidence to 

promote this type of practice in the future.   
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Chapter	Close	
 

Design without boundaries is still relatively new concept – yet it is very real, and is 

increasingly gaining traction in an environment of wider sociocultural and economic 

change.  This premise is founded on the understanding that design can be considered 

as going beyond product and process: rather, design is a systemic approach to 

considering the way a service, or indeed a whole organisation, can function.  The 

intention of this chapter was to explore how such an approach could impact the 

theoretical framework of the design residency, and how this idea could be structured 

to fit the development of the programme, but simultaneously remain open to 

constant external changes.    

 

The field research verifies that the exchange between the organisation and its 

resident is a crucial element of any residency programme, and this relationship can be 

used to scrutinise future advancements in a reciprocal and mutually supportive 

relationship between resident and institution.  Using the powers of a design 

framework means that the residency can engage with other areas of work that might 

not be design-based.  However, their adherence to a design process and involvement 

which requires multi-disciplinary collaboration with those involved can still be 

considered under the banner of a ‘design residency’.  This also applies to teams and 

collaborations between those working in specific areas which may not be traditionally 

associated with design, such as science, policy or crime.   

 

While the Game Design Residency is used as the shining example here, this is purely 

because it has guided the discussion in thinking about the parameters of a new design 

residency framework.  It is important to note that this specific residency is not being 

proposed as the model to be employed, but as a step forward in thinking about the 

potential of a new residency.  Throughout this research, the question of specifying 

and limiting whom the residency was for posed a constant conundrum.  Perhaps it is 

the notion of the design residency itself which is considered by many to be ‘design as 

subject’?  However, if the advancements in the understanding of design are applied 

to the residency, then the residency can benefit from the adoption of a holistic 
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‘design leadership’ rather than its application as mere subject, process, or product 

development.   

 

  



 

	

288 

Chapter	7.	Concluding	Thoughts:	Contribution,	Implications	and	
Further	Research	
 

 

As design research has been positioned to tackle wicked problems, it means that the 

journey is not defined from the outset.  Rather, the process begins from a place of 

high uncertainty, with ‘reflection-in-action’ (Schön, 1983) the universal resource 

available to the researcher as she treads a new path in her respective subject.  

Furthermore, in both industry and research fields, designers are trained in divergent 

thinking when faced with a new challenge, which allows for interdisciplinary and often 

innovative solutions to be realised.  This is beneficial for designers, as it means they 

become knowledgeable in many diverse fields and subjects.  However, with this 

demand and potential absorptive capacity for interdisciplinary projects, defining and 

creating academic rigour is an ongoing challenge for the sector.  Indeed, this was 

identified from the outset as a principal challenge for this research project.     

 

This researcher’s combination of professional and creative experience as empirical 

knowledge, paired with academic diligence honed during the formative studies 

towards a Masters in Management at the University of St Andrews, laid the 

groundwork for fundamental understanding that could be built upon in this research 

project.  However, this was only the beginning of a long road to reframing existing 

knowledge through interdisciplinary analysis, and painstakingly piecing together 

seemingly disparate fields to achieve the greater doctoral aim: the contribution of 

new knowledge.   Due to the context of the study, with its multiple stakeholders and 

objective of concept development for a design residency, this contribution would 

need to deliver both in theory and practice, and be relevant and applicable to the 

fields of design and the CCIs.  

 

As mentioned at the beginning of this thesis, Dewey (1938) defines inquiry as ‘the 

directed or controlled transformation of an indeterminate situation into a 

determinately unified one’ (117).  This study has attempted to demonstrate a case of 

pragmatic inquiry for the concept development of a fourth model of residency.  To 
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achieve this aim, it has been demonstrated through the antecedent conditions of 

inquiry that there was indeed reasoning for doubt: primarily, that while residencies 

have evolved through needs and demands of the institution and the creative design 

professionals who participate with that institution, no model existed which was truly 

considerate of the nuances of design.  A six-month research placement at the V&A 

allowed this researcher to explore this indeterminate situation further by 

understanding the experiences of those most closely engaged with the residency 

programme (Chapter 3).  This placement was critical to understanding how those 

most embedded into the residency programme perceived their experiences, since 

each residency is built on these multifaceted perspectives.  Moreover, assessing the 

residency in its live form and observing it through the awareness of others revealed 

further uncertainties in the concept of residency, requiring more detail to be 

gathered to grasp the problematic situation.  

 

This process undoubtedly enhanced understanding of the problematic situation.  This 

knowledge, in addition to the theoretical developments of design, allowed for the 

first version of the hypothesis to take shape (Chapter 4).  However, as the information 

gleaned came from observations and engagement with a single iteration of the 

programme at a single museum, it became clear that further engagement with the 

wider CCIs would be required to interrogate the hypothesis and allow others in to 

assist in questioning and developing the initial thoughts on a new model of provision.  

This was crucial, as this engagement event helped to frame the problem appropriately 

by generating insights and honing in on the important challenges and problems faced 

by those who managed the various residency models.  By engaging with this group of 

creative professionals on the subject of residencies, the problem could be positioned 

in a way that was most relevant to the cultural field.  However, equally important to 

concept development is allowing solutions to be considered through co-design, since 

it is particularly important to engage those who would be most affected by the new 

model.  

 

To achieve this, two co-design workshops were devised with this objective in mind 

(Chapter 5).  These workshops were created in collaboration with the two principle 
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cultural design institutions in the UK: the Design Museum and V&A Dundee.  Both 

were eager to participate in a workshop aimed at devising a new residency model 

(which is yet further evidence of the necessity of this research).  The Design Museum, 

which has an existing residency but aims to advance its model after relocating to its 

new premises, offered the opportunity of discussing a new residency in the context of 

its previous iterations and considerable experience in this area.  V&A Dundee offered 

the opportunity to hold a workshop to consider building a residency ‘from scratch’, to 

which professional designers from different specialisms and from all over Scotland 

were invited to discuss and challenge what a new residency could look like.  

 

From these co-design workshops, a theoretical framework started to take shape, and 

an idea was formed of how the fourth residency model could be developed (Chapter 

6).  However, critical reflection on the research revealed that the application of an 

overly regimented programme would be counterintuitive to the discipline of design, 

and that what was in fact needed was a more theoretical framework describing the 

power that design brings to an organisation in order to expand the design residency 

conceptually to match its equally broadened context.  This framework offers further 

insight into how the principles of design could be embedded into the framework for 

the benefit of a future residency model.  Based on this research, the thesis proposes a 

fourth model for a design residency, the Incorporated Model, which is based on Borja 

de Mozota’s (2003; 2006) powers of design in design management (Chapter 6).  Using 

this model, this study was able to consider what design can bring to the programme, 

the wider museum and its audiences.  

 

In design, once a plan of action has been devised, that solution is then tested to 

advance the product or service (or equivalent) to arrive at a practical solution or 

concrete idea.  For this research, this new model exists as a concept, poised for 

further testing and development during the next phase of research.  Continuing the 

development process means engaging others and building the programme so that 

every iteration is tailored to meet the needs of the individual or collective, and 

ensuring it supports the strategic aims of the organisation will be critical to the 

continuous development of the residency programme.  This implies that there is an 
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opportunity to take this research forward (see ‘Future Applications’ below).  

However, before either these future applications or limitations can be further 

discussed further, this analysis must consider what this thesis offers in terms of its 

original contribution to new knowledge.   

 

Original	Contribution	to	New	Knowledge	
 

Along the doctoral journey, the researcher is repeatedly reminded that the thesis 

must achieve two main objectives.  The first is that it serves as evidence that the 

candidate can conduct research to a level which merits a doctoral degree.  The work 

for the degree is essential ‘research training’ (Phillips &Pugh, 2010) which, of course, 

entails much reflection not only on the research, but also on the process.  The second 

objective is to contribute original new knowledge to their academic field.  Among 

others, there are three concepts of originality put forward by Phillips & Pugh (2010) 

which are most relevant to the research described in this thesis: these entail ‘carrying 

out empirical work that hasn’t been done before’; ‘being cross-disciplinary and using 

different methodologies’; and ‘looking at areas that people in the discipline haven’t 

looked at before’ (69-70).65  

 

This thesis presents three original contributions to knowledge which reflect the three 

concepts of originality above.66	 The first of these contributions includes a robust and 

in-depth discussion and visualisation using Dewey’s philosophy of pragmatism in the 

context of design, specifically co-design.  Secondly, this thesis also offers the most 

complete review of residencies to date, and further adds to the field of cultural 

provision by presenting a method for their categorisation.  This is the only piece of 

research which has specifically merged the notion of residency with the field of 

design.   Finally, this study presents a case for the concept development of a fourth 

model of residency.  Each of these contributions are given further consideration in 

the sections below.  

                                                        
65	

For	further	discussion	on	concepts	of	originality,	see	Gray	and	Malins	(2004).	
66
	These	three	models	represent	original	contributions	to	the	best	of	this	researcher’s	knowledge.  
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Dewey	and	Design:	Visualising	the	Amalgamation	of	Two	Distinct	Fields	
 

The application of Dewey’s philosophical pragmatism upon design is not new.  As this 

thesis has demonstrated, many design academics have brought pragmatism into the 

discussion in an attempt to give the discipline a more philosophical robustness.  This 

thesis adds to this growing interest in the inherent relationship between the 

emerging theories and practices of design.  Furthermore, this study contributes to 

this burgeoning cognisance by indicating potential pathways towards yet further 

appreciation of the relevance of this philosophy to design.  It explores how Dewey’s 

pragmatism is relevant and applicable to the way in which design and design research 

is considered and conducted, specifically Dewey’s ‘pattern of inquiry’ and how it is 

reflected in the design process, arguably offering new ground for discovery and 

discussion in academic debate.  It demonstrates this bridging of two fields not just 

through textual and written analysis, but also through visualisation to illustrate the 

theoretical merging of pragmatism and co-design.  For this researcher, the 

photographs taken throughout the study and the films produced, (specifically 

Residencies with Resonance) offer an alternative way of devising approaches for data 

collection and engaging in critical reflection on evidence-based research to consider 

and form new theoretical concepts.    

 

The	Landscape	of	Residency	Provision	
 

There has yet to be a review conducted of residency provision in the CCIs which is as 

extensive as that undertaken as part of this research project.  The existing theoretical 

work carried out on the subject was woefully sparse, and often only considered the 

practical management aspects or the social engagement statics of national residency 

programmes.  The industry documentation mainly originated from grey literature, so 

information often had to be mined from marketing material which would portray an 

unduly favourable picture of its residency programmes.  Prior to this research, there 

had been no formal models from which to understand practice, and residencies 
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lacked any theoretical discourse, and indeed, any foundational principles at all 

underpinning their programmes.  The categorisation method developed in this thesis 

will help articulate the scale of engagement, and the characteristics of residencies 

provides a uniquely beneficial tool which can be used by those working in industry, 

regardless of whether they are looking to provide a residency specific to design.  

Furthermore, these frameworks allow for conversations on residency practices to be 

more fruitful, and provide a springboard for enriched discussion and understanding 

on the subject.   

 

Residencies	with	Resonance	
 

Conducting a review of the landscape of residency provision also allowed this 

researcher to reposition the models into a design context, which enabled further 

consideration of what the concept for design residency, or a fourth model of 

provision, can be.  Following a review of the landscape of residency provision and 

subsequent field research, the thesis presents the notion of the Incorporated Model, 

which is a novel understanding of the interdisciplinary fusion of design and the 

cultural provision of residencies.  This research employs the concept development of 

Residencies with Resonance as the lens through which the traditional and emerging 

frameworks of design can be viewed, so as to foster discussion on the agency of 

design within a cultural organisation.  In so doing, this thesis arguably adds to the 

understanding of the potential added value of design to the programme beyond 

simply being its subject matter.  The Incorporated Model, although still in its 

conceptual form, is the final contribution to the industry.  If anything, this model 

demands systemic change in the way people view residencies, and calls for a more 

integrated and embedded approach than simply offering time and resources, or 

having residency programmes run at the fringes of organisations, regardless of the 

subject-specific discipline. 
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Limitations	
 

Often, the nature of this analysis would require its author to be a researcher, 

designer, facilitator, ethnographer, participant and observer – all at the same time.  

At times, these intense moments spent donning multiple hats felt like a hindrance, 

and may have prevented this researcher from capturing more in-depth live field data 

to benefit the research.  The need to achieve many tasks within the given methods 

and approaches in the research – while necessary to explore such a complex project – 

meant that the range of tasks needing to be delivered in certain situations was barely 

achievable.  The Residencies with Resonance event can be used as one example.  This 

workshop was conceived as a collaborative effort by the researcher and the 

Residency Co-ordinator, with support from voluntary members of the Museum’s 

Learning Team.  As it turned out, however, this researcher was the only one trained in 

facilitating design-led knowledge exchange events, which meant that although the 

conversations were fruitful due to the content and knowledge of the invited speakers, 

the tools designed for the exchange were often ignored by the participants unless this 

researcher was present during these discussions to capture and record them.  

However, this limitation was foreseen, and an external documentary filmmaker was 

recruited to capture the events and discussions of the day.  This material became 

crucial primary evidence for analysis of the session (see Chapter 6).   

 

A further limitation of this research is a distinct lack of audience voice.  It was not the 

original intention to leave this critically important group of stakeholders out of the 

equation when conducting the research; actually, it was quite the opposite.  The 

original research design saw the audience as key participants in the co-design 

workshops.  However, several esteemed academics advised caution in considering a 

small subset of potential audiences’ opinions to be representative of the authoritative 

voice of the general public.   

 

In addition, this research is bounded by its occurrence in time: simply put, it speaks 

only to the current moment and landscape of provision.  The new residency model 

proposed herein (Chapter 6) is poised to take effect in the immediate future, but any 
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future is inevitably unknown.  Therefore, this study is constrained by its time of 

writing, and as such, there is a danger that near-future readings of this thesis will 

suffer as a result of its inability to capture more than a snapshot of a particular 

moment in time.  However, with the increasing interest in design as strategy, its 

foundation is actually a critique of existing doctoral research projects, and throws 

down the gauntlet for the next wave of research.  In addition, as a case study for 

other new contributions to the field, it is hoped that the information herein can still 

be relevant to the sector and design researchers in the future.  

 

Lastly, while this research has been useful in contributing to the concept 

development phase of a new design museum and its design residency programme, it 

is important to note that neither the theoretical framework nor the conceptual 

prototypes have been tested in context, and therefore the research cannot commit to 

concrete testing on the subject.  Further research is required, either by a 

collaborative partnership or by an external or internal researcher, on the 

development and outcomes of the design residency.  This does provide an 

opportunity for future research, either in partnership with the sponsor, or by 

examining the design residency model in a different context.  This is an important 

element of the future applications of this research. 

 

Future	Applications	of	This	Research	
 

There is scope for this research to be continued: as such, the most obvious route 

would involve testing the theoretical framework of the Incorporated Model.  In order 

to achieve this, a framework for testing would need to be developed, perhaps to 

assess how the ‘powers of design’ could be captured and valued among key 

stakeholders.  However, by building methods for testing into the framework, the 

research would offer an interesting opportunity to test other relevant concepts in 

design management, such as value, knowledge exchange, or the impact of the 

environment on a designer’s process, to name just a few.  
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Other projects that could be taken forward include the compilation of four academic 

papers written on what constitutes a new contribution to knowledge.  The subjects 

featured in these papers might include Dewey and design; the landscape of residency 

provision; and the design residency, which could be written using the empirical 

evidence gathered during this doctoral research.  Each could be submitted to a 

publication either in the field of design or museum studies.  This could feature in 

academic or industry-based journals depending on the subject matter, the intended 

audience and what new knowledge could be offered to those readers.  For instance, 

Design Studies would be the target journal for a paper on ‘Dewey and design’, and the 

industry-based Museum Journal would be an appropriate publication to submit a 

discussion on the landscape of residency provision.  A further article on the details 

and proposed application of the Incorporated Model could feature in a journal like, 

Museum Management and Curatorship.  It is also intended that an online platform 

will be created to disseminate information on residency programmes, thereby 

providing a forum in which to publish some of the rich visual content that has been 

created as part of this study.   

 

Finally, throughout this endeavour, this researcher has also become acutely aware of 

the importance of visual communication, and how visual research methods can be 

used to capture and analyse data, as well as to communicate the research effectively 

to external parties.  This notion of visualising theoretical concepts and ideas is one 

which would be interesting to take forward.  In this visual age, where communication 

is now starting to migrate from standalone text to still and moving images, the 

question must be raised concerning the potential implications for a field so reliant on 

the printed word.  This will be an ongoing consideration for the future of this 

researcher, regardless which direction her professional trajectory takes her.  

 

Closing	Remarks	
 

In the wider academic context, this thesis presents a case for concept development 

wherein research is sponsored by an emerging institution to develop a theoretical 
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framework with which to inform the practice of that institution.  Purely in terms of its 

structure and relationship with its sponsor, this endeavour offers a blueprint for those 

in the academic field wishing to incorporate this process of research into their own 

institution.  It is true that developing a new method for doctoral research in design is 

high-risk, and there are no previous examples to fall back on.  However, it is hoped 

that future doctoral candidates and institutions engaging in equally precarious 

research projects can use this thesis.  While this PhD project’s sponsor was an 

emerging design museum, the nature of this relationship points to other potential 

pathways which could further strengthen the relationship between academia and 

industry.   

 

Yet having doctoral research contribute to the fabric of an institution is an unusual 

and highly complex undertaking.  Impact cannot immediately be identified, which is a 

difficult reality for both academia and industry to grasp.  However, this thesis is an 

example of the growing enthusiasm for design to be included in the initial phases of 

product and service development.  This study assesses how design research can be 

used during the formative phase of a new organisation, and what this relationship can 

offer both to the institution and the field of design research.  

 

Lastly, if design is potentially universal in scope, then it must be considered in these 

terms.   To do so, we need to find better ways to communicate the complexities and 

multifaceted uses of design, and be able to reflect on these accurately.  Design as a 

discipline must continue to invest in co-design as an expression of ‘design as 

leadership’ to ensure that its value as a strategy for transformation is globally 

understood.  This research outlines ‘design as leadership’ in the development and 

delivery of a future era of residency provision.  The Incorporated Model is a proposed 

model for such leadership, and while immediate testing in the business context of 

residencies in a future design museum is a priority, the next new challenge is to 

understand and consider its full potential in wider economic and social contexts.   
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Appendices	
 

Appendix	A.	Instruction	to	Research	Participants	(Chapter	3)	
 
	
Instruction	to	Research	Participants	
Tuesday	18th	March	2014	
	
	
	
Dear	 	 ,	
	
Thank	you	for	your	interest	in	my	dissertation	research	on	the	experience	of	
residencies.		I	value	the	unique	contribution	that	you	can	make	to	my	study	and	am	
excited	about	the	possibility	of	your	participation	in	it.		The	purpose	of	this	letter	is	to	
reiterate	some	of	the	things	that	we	have	already	discussed	and	to	secure	your	signature	
of	the	participation-release	form	which	you	will	find	attached.	
	
The	research	model	I	am	using	is	a	qualitative	one	through	which	I	am	seeking	
comprehensive	depictions	or	descriptions	of	your	experience.		In	this	way	I	hope	to	
illuminate	or	answer	my	question:	What	is	the	nature	and	phenomenon	of	the	Victoria	&	
Albert	Museum’s	Residency	Programme?		Through	your	participation	as	a	co-
researcher,	I	hope	to	understand	the	essence	of	the	phenomenon	as	it	reveals	itself	in	
your	experience.		You	will	be	asked	to	recall	specific	episodes	or	events	in	your	life	in	
which	you	experienced	the	phenomenon	we	are	investigating.		I	am	seeking	vivid,	
accurate,	and	comprehensive	portrayals	of	what	these	experiences	were	like	for	you;	
your	thoughts,	feelings	and	behaviours,	as	well	as	situations,	events,	places,	and	people	
connected	with	your	experience.		You	may	also	wish	to	share	personal	logs	or	journals	
with	me	or	other	ways	in	which	you	have	recorded	your	experience	–	for	example,	e-
mails,	photos,	artwork,	learning	resources.		
	
I	value	your	participation	and	thank	you	for	the	commitment	of	time,	energy	and	effort.		
If	you	have	any	further	questions	before	signing	the	release	form	or	if	there	is	a	problem	
with	the	date	and	time	of	our	meeting,	I	can	be	reached	at	+44	(0)	759	551	8425.	
	
	
Sincerely,		
	
	
Saskia	Coulson	
ESRC	CASE	Studentship	Doctoral	Candidate	
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Appendix	B.	Participation-Release	Agreement	(Chapter	3)	
 
 
	

	
Participation-Release Agreement 
	
	
	
	
	
I	agree	to	participate	in	a	research	study	of	the	Victoria	&	Albert	Museum’s	
Residency	Programme	as	described	in	the	attached	narrative.		I	understand	the	
purpose	and	nature	of	this	study	and	am	participating	voluntarily.		I	grant	
permission	for	the	data	to	be	used	in	the	process	of	completing	a	Ph.D.	degree,	
including	dissertation	and	any	other	future	publication.		I	understand	that	my	
name	and	other	demographic	information	which	might	identify	me	will	not	by	
used.	
	
I	agree	to	meet	at	the	Learning	Department	Meeting	Room,	on	Monday	the	24th	
of	March	2014	at	3	pm	for	an	interview	of	1	hour.	I	also	grant	permission	for	the	
voice	recording	of	the	interview(s).		
	
	
	
	
	
	
	
	
	
	
___________________	 	 	 													____________________	
Research	Participant		 	 	 	 Primary	Researcher	
	
	
	
___________________																																																			____________________	
Date	 	 	 	 	 	 	 Date	
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Appendix	C.	V&A	Residency	Event	Invited	Speakers	Information	Pack	
 
1. Introduction	
	
This	workshop	has	been	designed	to	encourage	the	sharing	of	knowledge	and	
experiences	on	the	subject	of	residencies	within	a	group	of	35	professionals	from	the	
cultural	and	creative	industries.		The	event	will	involve	5	invited	speakers	and	30	
delegates	who	have	experience	in	working	with	residencies	or	would	like	to	incorporate	
a	residency	programme	into	their	organisation.		The	event	will	be	intensive	and	
practical,	allowing	the	participants	to	identify	the	overlapping	and	disparate	
characteristics	of	residencies,	and	provide	an	overview	of	various	real-world	practices	
to	discuss	the	main	practical	and	strategic	value	offered	by	residencies	to	project	
stakeholders.			
	
The	purpose	of	the	workshop	is:	
	

• Firstly,	to	deliver	an	engaging	event	which	provides	a	platform	for	participants	
to	present	and	discuss	a	range	of	residency	models,	and	to	share	knowledge	and	
experience	with	other	residency	programme	producers.	

• Secondly,	to	gather	data	as	part	of	my	research,	specifically	in	this	instance	by	
facilitating	discussions	around	the	Residency	Framework	Tool	and	to	assess	its	
effectiveness	in	providing	a	way	to	discuss	the	critical	components	on	the	notion	
of	residency.		

	
The	5	invited	speakers	have	been	chosen	to	represent	the	diverse	nature	of	residency	
programmes.	The	invited	speakers	will	be:	
	
Pollyanna	Clayton-Stamm	(Curator)	–	Design	Museum:	www.designmuseum.org	
	
Rachel	Falconer	(Head	of	Art	and	Technology)	–	SPACE,	The	White	Building:	
www.thewhitebuilding.org.uk	
	
Laura	Southall	(Residency	and	Displays	Co-Ordinator)	–	The	V&A	Museum:	
www.vam.ac.uk	
	
Victoria	Tillotson	(Producer)	–	The	Watershed,	iShed:	www.watershed.co.uk/ished	
	
Dawn	Youll	(Programme	Producer,	Crafts)	–	Cove	Park:	www.covepark.org	
	
	
After	the	event,	a	report	will	be	written	that	will	summarise	the	session	and	the	findings,	
this	will	be	sent	to	all	the	invited	speakers.	This	event	is	also	being	filmed,	and	a	short	2-
3min	video	will	be	an	outcome	of	this	session.	This	video	will	also	be	shared	with	all	the	
invited	speakers.		
	
	
	
	
	
2. Summary	of	the	Doctoral	Research		
 
The Department for Business, Innovation and Skills and the Department for Culture, 
Media and Sport have advocated that the creative industries, totalling 5.6% of the UK 
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GDP, are a critical area for growth in these current times of austerity (Kendall, 
2011).  The increased investment arising from this position of strength can be 
observed in the way British museums work more strategically with the creative 
industries.  Together, they create new partnerships to investigate the benefits arising 
from this interdisciplinary exchange of resources and audience (Kendall, 2011), and 
construct ‘hubs’ for the advancement of professional creativity (Bishop, 2004).  In 
turn, this has expanded the role of the museum from one of showcase to that of the 
patron and client (Pavitt, 2009), and has contributed to an increased interest into the 
nature of residencies.  
 
The term residency can be found in a diverse range of disciplines, and within each of 
these areas, the definition of this term varies.  For the purposes of this research, the 
term is considered in the context of the cultural (specifically, museums and galleries) 
and the creative industries.  In this context it is proposed that residency denotes a 
provision of time and resources to innovate in practice, subsequently resulting in 
objects, events or services that the resident, participating individual and host 
organisation benefit from.   
 
Residency implies an idea of an individual rooted in a physical location or 
community, whereby the organisation providing the residency supplies the resources 
to the individual in residence to create new work or resolve an existing problem in 
their practice.  The traditional notion of residency can be traced back to the 
Renaissance, when artists were commissioned to reside within a wealthy patron’s 
property and create a piece of work at a specified location (Lydiate, 2009).  This type 
of patronage dwindled over the centuries, and it was not until the 1960s that the 
notion of residency re-emerged, when Organisation and Imagination (O+I, later 
known as the Artist Placement Group) implemented ‘artists’ placements’; a radical 
concept of introducing artists as paid employees in workplaces such as factories, 
institutions and government bodies (Stephens, 2001).  Thereafter, the 1970s brought 
the emergence of cultural policy, and the government initiated a campaign to provide 
creative activities aimed at tackling some of the existing sociocultural issues within 
the United Kingdom (Stephens, 2001; Hesmondhalgh, 2007).  At this time, cultural 
agencies appropriated the term to describe the activity of providing an artist the time, 
space and resources to work with target groups (i.e. prisons, schools or deprived 
communities) in developing the creative practice of non-artists (Lydiate, 2009).   
 
There has since been a proliferation in the use of the term, which can be attributed to 
the New Labour policies supporting an increased investment into the creative 
industries, and this has informed its subsequent definition.  The notion of the 
residency ‘proper’ has been altered through a rash of semantic changes in project 
labels: for example, incubator, Incongruous, and Museumaker.  Currently, there is no 
one model in use, and the various frameworks employed in practice - which are 
shaped by the different missions of the organisations housing the programmes - lead 
to great variances in expectations and requirements.  The current landscape of 
residency provision is diverse: centres provide ‘space away from their usual 
environment’ and ‘time of reflection, research, presentation and/or production’, and 
can include individuals or collectives from the full spectrum of the creative industries, 
including designers, artists, writers, curators and academics	(Res Artis, 2014).  
Residency programmes can also be at the core of an organisation, or be provided as 
part of a wider programme.   
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Currently, there exist only a limited number of studies on the provision of residencies: 
these have primarily been conducted on a national level, and are aimed at gauging the 
importance of state-wide residency campaigns (EKOS, 2009; Hutton & Fenn, 2002; 
Stephens, 2001).  These mainly quantitative research documents often report on the 
number of activities provided and participants included, and tend to focus on the 
economic or social benefits offered by residencies to communities or geographic 
areas.  In addition, there are several reports on residency case studies, and these have 
often been undertaken as part of a larger initiative of delivering similarly structured 
residencies to several organisations (Hercombe, 1986; Museumaker, 2011).  These 
provide insights from the organisation about the residencies, as well as their beneficial 
value to employees or visitors.  Finally, there are also a handful of internal evaluation 
reports, often commissioned by the organisation providing the programme and only 
made available to those working in the institution.  This means that what does exist 
contributes to an incomplete and insufficient critical debate on the subject.  
Furthermore, the current discussion in industry journals criticises programmes for 
their lack of consideration in the preparation and provision of residencies (Gray, 
2009).  It is argued, therefore, that despite progress being made in terms of provision, 
there remains limited research conducted on the design and effectiveness of this 
service.   
	
This Economic and Social Research Council funded CASE Studentship (PhD) is 
conducted at Duncan of Jordanstone College of Art and Design, and sponsored by 
V&A Museum of Design Dundee.  Opening in 2017, V&A Dundee is an emerging 
organisation that aims at informing, educating and entertaining, while also intending 
to generate creativity and innovation across Scotland.  A key component to the overall 
ambition of the organisation, V&A Dundee intends to develop a new and innovative 
residency model as part of its Design-Led Business innovation programme.  Design-
Led Business Innovation (DLBI) is a critical component of the overall Learning and 
Engagement programme at V&A Dundee. One of the aims of DLBI at V&A Dundee 
is to work with the creative industries to showcase their work on an international 
stage, enable new networks and design innovation opportunities to be explored and to 
demonstrate success within the creative industries in Scotland.  V&A Dundee’s 
residency programme with also encourage creative professionals to be strategic, have 
a better understanding of their own skills and how they can use them to work 
collaboratively with businesses to engage them in the process of design.   
 
The doctoral research aims at structuring a theoretical framework that will be able to 
inform V&A Dundee by providing the institution with the research to support the 
development of a residency programme.  
	
3.	Activities	Summary	
	
3.1	‘PechaKucha’	Presentations	
	
‘PechaKucha’	is	a	simple	presentation	format	where	images	are	shown	for	20	seconds,	
the	images	advance	automatically	and	the	presenter	talks	along	to	the	images.		The	
slides	should	have	limited	text	and	usually	comprise	of	images	or	illustrations	that	
coincide	with	the	presenter’s	speech	(for	examples	and	inspiration,	visit;	
http://www.pechakucha.org/).			
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The	aim	of	the	presentations	is	to	demonstrate	the	diversity	of	residency	models	
through	a	snapshot	of	existing	programmes	in	the	UK.		The	content	of	the	presentations	
should	establish	an	overview	of	the	residency,	and	can	include	details	on:	the	way	the	
residency	is	situated	within	the	organisation;	the	value	that	the	residency	brings	to	the	
resident,	the	organisation,	and	the	audience	and/or	other	networks	(if	applicable);	the	
founding	principles	and	the	process	of	continuous	development	of	the	residency	
programme.		Some	of	the	invited	speakers	have	also	participated	in	the	residencies	as	
residents	themselves,	and	it	would	be	interesting	to	hear	this	dual	take	on	the	
programme	too.			
	
Normally,	PechaKucha	presentations	consist	of	20	slides,	however,	since	we	have	
limited	time	the	presentations	for	this	event	should	have	maximum	15	slides	so	that	
each	presentation	lasts	exactly	5	minutes.		The	PowerPoint	will	be	automatically	set	so	
that	the	slides	will	change	after	every	20	seconds,	and	there	will	be	two	minutes	
between	each	speaker	for	question	generation	and	presentation	hand-over.		
	
Please	send	your	PowerPoint	presentation	to	me	no	later	than	Friday	25th	July,	2014.				
	
I	will	set	up	a	Dropbox	folder	if	the	PowerPoint	file	is	too	large	to	be	sent	via	e-mail.		
Once	I	receive	everyone’s	presentation	I	will	collate	into	one	file,	which	we	can	review	
before	the	session	begins.		
	
3.2	Question	Generation	
	
During	the	PechaKucha	presentations	the	delegates	will	be	asked	to	write	down	one	or	
two	questions	or	comments	in	response	to	the	residency	model	being	presented.		There	
will	be	post-its	and	markers	available	at	each	table	for	the	participants	to	write	on.		I	
would	also	encourage	the	invited	speakers	to	join	in	on	this	activity	during	the	other	
presentations.		
	
After	all	the	presentations,	the	session	will	break	for	tea	and	coffee	and	the	post-its	will	
be	collated	and	brought	over	to	the	spare	table	(or	designated	wall	space).		The	
questions	will	then	be	quickly	evaluated	and	grouped	into	five	emergent	themes,	I	ask	
that	the	invited	speakers	help	with	this	theming	task.		It	will	also	be	the	point	when	each	
invited	speaker	can	choose	which	theme	they	would	like	to	lead	a	round	table	
discussion	on.		After	the	break	I	will	announce	the	themes	to	all	the	delegates	and	they	
will	choose	which	discussion	they	would	like	to	join.		
	
Note:	In	the	unlikely	case	that	one	theme	is	particularly	popular	amongst	the	delegates,	
that	theme	will	be	spread	out	over	two	tables,	or	maybe	replace	one	of	the	less	popular	
themes.		However,	this	can	be	resolved	at	the	time	according	to	what	we	see	as	the	best	
option.		
	
	
Figure	1.	Residency	Framework	Tool	(this	is	a	draft	of	what	the	A1	print	out	will	look	
like,	but	it	is	subject	to	incremental	changes)	
	
	
3.3	Round	Table	Discussions	and	Residency	Framework	Tool	
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On	each	table	there	will	be	an	A1	print	out	of	the	Residency	Framework	Tool	(see	Figure	
1).		With	the	theme	in	mind,	each	table	is	invited	to	use	the	Residency	Framework	Tool	
to	discuss	the	theme	and	to	use	the	markers	and	post-its	to	capture	their	conversations	
on	the	table	print	out.		The	role	of	the	invited	speakers	during	this	task	sits	somewhere	
between	facilitator	and	engaged	participant.		Please	guide	the	discussion	and	keep	the	
conversation	relevant	to	the	activity	and	theme,	and	please	ensure	that	the	discussion	is	
captured	on	the	Residency	Framework	Tool.		
	
The	Residency	Framework	Tool	has	been	developed	to	demonstrate	the	integration	of	
project	stakeholders	into	the	concept	of	residency,	and	acknowledge	the	need	to	avoid	a	
linear	transmission	of	resources	and	information,	since	each	element	of	the	residency	
should	be	engaged	in	the	development	process.		It	intends	to	provide	the	groundwork	

for	discussion	on	the	value	of	all	these	elements,	and	their	interconnected	relationships,	
to	a	residency	programme.		This	framework	is	a	concept	prototype	and	is	not	fixated,	so	
please	feel	free	to	change	it	or	encourage	others	to	change	it	during	the	table	discussion	
if	needed.		
	
As	session	facilitator,	I	will	be	roaming	around	the	room	and	joining	the	discussions	at	
each	table.		I	will	also	be	available	for	guidance	or	to	answer	any	questions.				
	
At	the	end	of	the	hour,	each	table	will	have	2	minutes	to	present	a	summary	of	their	
discussion	to	the	room.		Please	present	for	your	group	only	if	you	wish	to	do	so.		
Similarly,	if	there	are	others	at	your	table	that	wish	to	present,	please	let	them	do	so.		
	
3.4	Full	Room	Discussion	
	
The	presentations	will	then	lead	into	a	full	room	discussion	with	all	the	participants.		It	
is	hoped	that	at	this	time	some	of	the	critical	points	made	during	the	table	discussions	
can	be	debated	in	relation	to	other	themes	and	demonstrate	the	connections	between	
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themes	and	ideas.		During	this	time	a	roaming	microphone	will	be	passed	around	to	the	
delegate	who	is	speaking.			
	
Note:	Since	this	event	is	being	filmed,	it	is	important	that	delegates	speaking	talk	into	
the	microphone	so	that	the	best	audio	quality	can	be	captured.		
	
3.5	Take	Away	
	
At	the	end	of	the	session	a	Take	Away	(see	Figure	2)	activity	will	be	passed	around	to	all	
the	delegates.		This	will	be	a	small	printout	on	card,	with	space	on	the	back	for	each	
delegate	to	write	what	he	or	she	found	most	valuable	from	the	session.		As	a	means	of	
capturing	the	feedback	from	the	delegates,	I	will	take	a	photograph	of	each	participant	
with	their	Take	Away	activity	as	they	leave	the	Seminar	Room.				
	
Figure	2.	Take	Away.	The	print	out	will	be	5”x5”	in	size	and	will	have	space	on	the	back	
for	delegates	to	write	what	they	found	most	valuable	about	the	session.	Again,	this	is	a	
draft	and	the	final	version	might	be	altered	slightly.		
	
3.6	Reflection	
	
At	the	end	of	the	session,	I	am	hoping	to	spend	a	few	minutes	with	each	of	you	where	we	
can	reflect	on	your	experiences	of	the	session.		There	are	a	few	key	areas	you	can	reflect	
on	over	the	course	of	the	day,	listed	below	are	some	general	questions	to	consider	in	
advance	of	the	event,	which	we	can	go	over	after	the	other	delegates	have	left.		
	

1. Did	you	find	the	structure	of	the	event	and	the	activities,	and	the	tools	suitable	to	
the	session?			

2. Specifically,	how	did	you	find	using	the	Residency	Framework	Tool?	
3. Were	there	any	critical	concepts	that	arose	during	the	discussions?	If	so,	what	

were	they	and	why	were	they	important?	
4. Did	you	find	it	valuable	to	speak	to,	and	share	knowledge	and	experiences	with,	

other	residency	producers?		
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5. What	will	you	take	away	from	the	session?		
	
	
4.	Expenses	Procedures	
	
Duncan	of	Jordanstone	College	of	Art	and	Design,	University	of	Dundee	and	the	Institute	
for	Capitalising	on	Creativity	at	the	University	of	St	Andrews	are	kindly	funding	this	
event.		For	this	reason,	speaker’s	fees	and	expenses	will	be	processed	through	the	
University	system.			
	
These	costs	include:	

	
• £80.00	speaker	fee	(based	on	the	V&A	0.5	day	rate	for	professional	speakers)	
• Public	transportation	inside	London	on	the	day	(maximum	£10)	

	
Please	claim	these	costs	by	completing	and	returning	the	attached	invoice	form	and	any	
receipts	of	purchase	to	Jackie	Ritchie,	Senior	Finance	Assistant.		This	can	be	done	either	
by	sending	the	form	to	the	address	listed	on	the	top	of	the	invoice	document	or	by	e-
mailing	the	form	to:	J.A.Ritchie@Dundee.ac.uk		
	
Please	note,	if	the	form	is	e-mailed,	a	hard	copy	of	receipts	may	be	requested	and	these	
would	need	to	be	sent	by	post.		
	
Please	ensure	that	you	have	listed	an	invoice	number	and	that	you	only	claim	VAT	if	
applicable.		
	
As	the	academic	financial	year	ends	on	July	31st	2014,	the	finance	office	has	requested	
that	the	invoice	is	sent	to	them	as	soon	as	possible	after	the	event	has	taken	place.			
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For	those	of	you	who	are	travelling	outside	of	the	London	area,	and	who	need	overnight	
accommodation,	these	arrangements	will	be	made	by	the	University	of	Dundee	booking	
office.	I	will	get	in	touch	with	you	individually	to	arrange	these	bookings.	
	
	
5.	Ethics		
	
The	following	2	pages	include	the	Participant	Information	Sheet	and	the	Consent	Form.	
The	Participant	Information	Sheet	contains	details	of	the	doctoral	study	and	the	
particulars	for	participation	in	the	research.		The	Consent	Form	will	need	to	be	signed	
and	returned	on	the	day	of	the	event.	I	will	have	hard	copies	of	both	sheets	at	the	
session,	so	it	is	not	necessary	to	do	this	before	hand.		
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Appendix	D.	Residencies	with	Resonance,	Participant	Information	Sheet	
 
PARTICIPANT INFORMATION SHEET 
Design Residency: concept development for new products and services for an 
emerging design museum 
(working title) 
	
INVITATION	TO	TAKE	PART	IN	A	RESEARCH	STUDY	
You	are	being	asked	to	take	part	in	a	research	study,	for	which	the	aims	and	objectives	
are	concerned	with:		

• The	investigation	into	the	design	of	residency	programmes,	specifically	in	
regards	to	developing	innovation	both	at	an	individual	and	organisational	level.	

• Understanding	how	practice-led	research	may	be	used	for	concept	development	
of	a	new	product	and	service	for	an	emerging	design	museum.		

This	research	is	being	conducted,	through	a	PhD	study	at	the	University	of	Dundee,	by	
Ms.	Saskia	Coulson	and	is	currently	being	supervised	by	Dr.	Louise	Valentine	and	Dr.	
Graham	Pullin.	

PURPOSE	OF	THE	RESEARCH	STUDY	
The	research	aims	at	understanding	the	landscape	in	the	provision	of	residencies	and	to	
analyse	and	evaluate	the	existing	models,	defining	the	characteristics	and	variances	
between	them.		This	research	intends	to	structure	a	theoretical	framework	that	will	be	
able	to	inform	V&A	Museum	of	Design	Dundee	by	providing	the	institution	with	the	
research	to	support	the	developments	of	a	residency	programme.			Your	cooperation	in	
this	research	is	very	important	to	the	doctoral	researcher	and	receiving	your	thoughts	
and	hearing	about	your	experiences	with	residency	provision	is	critical	to	the	research	
project.		
	
TIME	COMMITMENT	
The	study	will	require	a	combination	of	one	or	more	of	the	following	(of	varying	time	
durations):	
	

• Semi-structured	interview	
• Workshop	interaction	
• Critical	conversation	

	
RISKS	
There	are	no	known	risks	for	you	in	this	study.	
	
TERMINATION	OF	PARTICIPATION	
You	may	decide	to	stop	being	a	part	of	the	research	study	at	any	time	without	
explanation	and	without	penalty.		
	
FOR	FURTHER	INFORMATION	ABOUT	THIS	RESEARCH	STUDY	
Saskia	Coulson	will	be	glad	to	answer	your	questions	about	this	study	at	any	time.	You	
may	contact	her	at:	S.M.Coulson@dundee.ac.uk	
	
Duncan	of	 Jordanstone	College	of	Art	&	Design,	Research	Ethics	Sub-Committee	with	 the	
delegated	 authority	 of	 the	 University	 Research	 Ethics	 Committee	 of	 the	 University	 of	
Dundee	has	reviewed	and	approved	this	research	study.		
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Appendix	E.	Residencies	with	Resonance,	Consent	Form	
 
CONSENT FORM 
 
Design Residency: concept development for new products and services for an 
emerging design museum 
(working title) 
	
The	research	aims	at	understanding	the	landscape	in	the	provision	of	residencies	and	to	
analyse	 and	 evaluate	 the	 existing	 models,	 defining	 the	 characteristics	 and	 variances	
between	them.		This	research	intends	to	structure	a	theoretical	framework	that	will	be	
able	 to	 inform	 V&A	Museum	 of	 Design	 Dundee	 by	 providing	 the	 institution	 with	 the	
research	to	support	the	development	of	a	residency	programme.	
	
By	signing	below	you	are	indicating	that	you	have	read	and	understood	the	
Participant	Information	Sheet	and	that	you	agree	to	take	part	in	this	research	
study.		
	
	
_________________________________		 	 																									_________________	
Participant’s	signature		 	 	 											Date	
	
	
	
_________________________________	
Participant’s	name		
	
	
	
_________________________________	 	 																										_________________	
Signature	of	person	obtaining	consent		 												Date	
	
	
	
_______________________________	 	 		
Name	of	person	obtaining	consent	 		
	
Please	circle	your	preference	
		
“I	grant	permission	to	record	and	use	images	of	my		 	 	 YES	 NO	
participation	in	the	event”					 	 	 						 	
	
“I	agree	to	the	use	of	extracts	from	my	participation	in		
the	event	in	conference	papers	and	academic	publications”			 	 YES							NO	
	
A	completed	copy	of	this	form	should	be	retained	by	both	the	participant	and	

researcher	
 

Duncan of Jordanstone College of Art & Design, Research Ethics Sub-Committee with the 
delegated authority of the University Research Ethics Committee of the University of Dundee 
has reviewed and approved this research study.  
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Appendix	F.	Residencies	with	Resonance,	Take-Away	Table	and	Images	
 
Take-Away	
	

Statement	 Themes	

Take-Away 1 “Would it be of value and 
it there a way to make a 
more effective residency 
experience for specific 
disciplines?” 

• Exposure to residency 
variation 

Take-Away 2 “Being part of a research 
project and thinking about 
how the V&A are going to 
select and use all of our 
accumulative consensus.” 

• Networking 
• Research 

Take-Away 3 “Importance of in-built 
flexibility into structure of 
residency and evaluation.” 

• Programme 
management 

Take-Away 4  “Thinking about a 
residency as an 
interruption.” 

• Innovation 

Take-Away 5 “Question you 
assumptions about a 
residency.  Think about a 
virtual space. Who 
decides? The time, the 
space, the brief, the 
outcomes?” 

• Exposure to residency 
variation 

Take-Away 6 “Inspiration to remove 
constraints of residencies: 
no brief; no outcome; any 
discipline; different time 
lengths etc.” 

• Exposure to residency 
variation 

Take-Away 7 “We need more residency 
networking events like 
this!” 

• Networking 

Take-Away 8 “Encourage DISRUPTION; 
meet great PEOPLE & find 
out about PROGRAMMES.” 

• Innovation 
• Networking 
• Exposure to residency 

variation 
Take-Away 9  “How space effects an 

artists practice.  Thinking 
about the different types 
of residencies that can 
happen” 

• Programme 
management 

Take-Away 10 “How can we use 
residencies to showcase 

• Public engagement 
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process in a way that 
engages the public?” 

Take-Away 11 “As a designer and 
researcher, the thing that 
stood out for me the most 
is this realization:  Why are 
residency programmes 
offered to artists & 
designers only?” 

• Exposure to residency 
variation 

 

Take-Away 12 “Important to manage 
expectations for the org & 
artist – be very clear from 
the start but be open.” 

• Programme 
management 

Take-Away 13 “Reflecting on different 
models and values of 
residency programming.” 

• Exposure to residency 
variation 

 
Take-Away 14 “Process vs outcome – 

consider the importance of 
process rather than 
focusing on outcome.” 

• Programme 
management 

Take-Away 15 “Hearing about breadth 
and variety of residency 
practices.” 

• Exposure to residency 
variation 

 
Take-Away 16 “Artist-in-residence 

programmes can be totally 
scaleable [sic] – it’s about 
finding the right fit for the 
artist + organisation.” 

• Programme 
management 

Take-Away 17 “Intrigued by the variety of 
different residency models 
offered across the country 
…” 

• Exposure to residency 
variation 

 

Take-Away 18  “All the approaches within 
the network.” 

• Exposure to residency 
variation 

• Networking 
Take-Away 19  “Finding out about diff. 

residencies in particular 
Cove Park & NPG Choir.  
Need for stronger / 
different evaluation 
process @ V&A.” 

• Exposure to residency 
variation 

• Evaluation frameworks 
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Appendix	G.	Residencies	with	Resonance	Report	
	
Introduction:		
	
Residencies	with	Resonance	was	a	professional	event	hosted	by	the	V&A	Museum	in	
South	Kensingston	on	Monday	28th	of	July	2014,	from	14:00-17:00.		The	session	was	
open	to	individuals	who	had	an	interest	and/or	experience	in	residencies	in	the	creative	
and	cultural	industries.		
	
The	key	objectives	of	the	session	were:	

• to	discuss	the	breadth	of	residency	models	in	the	UK		
• to	provide	a	space	for	those	who	were	thinking	about	starting	a	residency	

programme	to	ask	questions	
• to	develop	a	network	of	people	involved	in	residency	programmes	across	the	UK	
• to	discuss	the	future	of	residency	provision.	

	
Five	invited	speakers	presented	a	range	of	residency	models	and	shared	their	
knowledge	and	experience	in	managing	a	programme.		
	
These	speakers	were:	

• Laura	Southall	(Assistant	Programme	Manager:	Creative	Industries,	Higher	
Education	&	Residencies)	–	V&A	Museum:	www.vam.ac.uk	

• Pollyanna	Clayton-Stamm	(Curator)	–	Design	Museum:	www.designmuseum.org	
• Rachel	Falconer	(Head	of	Art	and	Technology)	–	SPACE,	The	White	Building:	

www.thewhitebuilding.org.uk	
• Victoria	Tillotson	(Producer)	–	The	Watershed,	iShed:	

www.watershed.co.uk/ished	
• Dawn	Youll	(Programme	Producer,	Crafts)	–	Cove	Park:	www.covepark.org	

	
The	event	also	enabled	discussions	on	the	key	challenges	and	benefits	associated	with	
residency	programmes.		It	allowed	the	participants	to	identify	the	overlapping	and	
disparate	characteristics	of	residencies,	and	provided	an	overview	of	various	real-world	
practices	to	determine	the	main	practical	and	strategic	value	offered	by	residencies	to	
project	stakeholders.		
	
This	event	was	delivered	through	an	academic-industry	partnership	between	the	
Duncan	of	Jordanstone	College	of	Art	and	Design	(University	of	Dundee),	the	Victoria	&	
Albert	Museum,	Institute	for	Capitalising	on	Creativity	(University	of	St	Andrews),	and	
the	ESRC.		The	event	is	part	of	an	ongoing	study	on	residency	practices	in	the	creative	
and	cultural	industries	currently	being	undertaken	by	doctoral	candidate,	Saskia	
Coulson.	
	
Presentations:		
Speakers	were	selected	to	represent	the	diverse	nature	of	residency	programmes,	each	
speaker	gave	a	five-minute	presentation	which	illustrated	the	model	of	residency	their	
organisation	provides.	
	
Organisation:		 	 	 	 	 Victoria	&	Albert	Museum,	London	
	 	 	 	 	 	 Museum	Residency	Programme	
Speaker:	 	 	 	 	 Laura	Southall	
	 	 	 	 	 	 Assistant	Programme	Manager:	
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	 	 	 	 	 	 CIs,	HE,	and	Residencies	
	
The	V&A	Museum	Residency	Programme	aims	at	demonstrating	the	creative	process	in	
its	live	form	to	diverse	audiences	and	bringing	the	V&A’s	vast	collections	to	life	in	new	
and	unexpected	ways.		
	
Residency	Framework	
	

• The	V&A	can	host	up	to	four	residencies	at	any	one	time,	displaying	the	breadth	
and	variation	of	creative	practice.	

• The	residency	programme	is	managed	and	situated	in	the	V&A	Museum’s	
Learning	Department.		

• Residents	have	access	to	a	studio,	the	Museum’s	resources	and	staff.	
• Residents	are	not	required	to	create	a	final	exhibition	but	are	encouraged	to	use	

the	collections	as	a	source	of	inspiration	for	R&D.		
• The	ceramics	residency	is	situated	in	the	fully	equipped	studio	space	embedded	

in	the	Ceramics	Galleries	of	the	Museum,	the	ceramics	residencies	are	usually	
privately	funded	and	last	for	six-months.	

• There	are	two	multifunctional	studio	spaces	situated	in	the	Sackler	Centre	of	the	
V&A,	these	residencies	last	between	three	to	six-months.		

• There	is	one	off-site	residency	studio	for	the	Community	Residency	programme.		
	
Engagement	Strategies	
	

• Main	aim	of	the	programme	is	to	ensure	that	the	V&A	exposes	the	creative	
process	of	reinterpreting	and	making	new	work	inspired	by	the	Museum’s	
collections	to	all	audiences.	

• The	residents	take	part	in	regular	events,	e.g.	Open	Studios,	gallery	
demonstrations,	and	organised	projects	with	the	V&A	key	audiences:	families,	
schools,	young	people,	community	groups,	adults	and	students.		

• Residents	can	contribute	to	other	events	that	happen	within	the	Museum,	e.g.	
Friday	Late	and	London	Design	Festival.		

	
Future	Planning	
	

• The	V&A	will	be	piloting	‘speed	residencies’,	lasting	for	two-weeks.	
	
Organisation:	 	 	 	 	 Design	Museum	
	 	 	 	 	 	 Designers	in	Residence	
Speaker:	 	 	 	 	 Pollyanna	Clayton-Stamm	
	 	 	 	 	 	 Curator	
	
Designers	in	Residence	programme	provides	practicing	designers	with	time	and	space	
away	from	their	regular	routine	and	environment	to	reflect,	research	and	consider	new	
ways	of	approaching	and	developing	their	practice.		
	
Residency	Framework	
	

• The	programme	has	four	main	outcomes:	a	newly	commissioned	body	of	work;	a	
yearly	group	exhibition;	a	publication	featuring	the	designers’	work	paired	with	
a	critical	discourse;	a	raised	profile	for	each	resident.	

• A	brief	devised	by	the	Design	Museum	is	the	starting	point	and	determines	the	
style	of	the	commissions	and	the	exhibition.		



 

	

352 

• The	residency	is	offered	to	four	designers	or	collectives,	this	maintains	a	group	
support	network	which	is	an	essential	part	of	the	critical	development	of	the	
designers’	practice.	

• Residents	discuss	their	practice	with	established	practitioners,	industry	experts	
and	residency	alumni.		

• The	relationship	between	the	Design	Museum	and	the	residents	continues	
beyond	the	programme,	alumni	are	often	invited	back	to	contribute	to	the	
programme	as	advisors	or	exhibition	designers.	

	
Engagement	Strategies	
	

• Museum	audiences	benefit	from	engaging	with	unseen	and	new	ideas	generated	
by	the	next	wave	of	emerging	designers.	

• The	residents	are	exposed	to	established	practitioners,	industry	experts	and	
residency	alumni	to	gain	critique	and	to	test	their	ideas.		

• Young	visitors	find	the	exhibition	inspiring	and	learn	from	tangible	
demonstrations	of	the	designers’	processes.		

• The	publication	allows	for	deeper	engagement	and	understanding	into	the	
creative,	intellectual	and	technical	process	of	design	practice.		

	
Future	Planning	
	

• Design	Museum	will	be	moving	to	a	new	home	in	Kensington.	
• Designers	in	Residence	programme	will	move	to	the	Learning	Department	and	

will	focus	on	making	the	design	process	more	accessible	to	audiences.	
• Residents	will	be	based	in	an	on-site	studio	and	have	access	to	shared	workshop	

facilities,	and	will	be	viewable	by	visitors.		
	
	
Organisation:	 	 	 	 	 SPACE	
	 	 	 	 	 	 The	White	Building	/	Media	Lab	
Speaker:	 	 	 	 	 Rachel	Falconer	
	 	 	 	 	 	 Head	of	Art	and	Technology	
	
The	White	Building	residency	studio	host	international	and	UK	artists,	providing	time,	
space	and	support	to	make	new	work.		
	
Residency	Framework	
	

• SPACE	host	residencies	at	The	White	Building,	a	dedicated	residency	studio	
space	and	the	Media	Lab	at	SPACE	head	quarters.	

• The	residencies	are	run	in	association	with	partners;	Bloomberg,	Arts	Council	
England,	IASPIS,	Goethe-Institut	London,	and	Eyebeam	in	New	York.	

• Residencies	are	currently	three-months	in	length.		
• The	White	Building	residency	studio	is	a	multipurpose	and	open	plan	space	that	

can	be	tailored	to	suit	the	need	of	the	artists.		
• Media	Lab	residencies	showcase	the	process-led	work	rather	than	finished	

pieces,	and	there	is	a	concentrated	focus	on	the	activity	of	prototyping.	
• Themes	are	used	to	maintain	consistent	outcomes	and	feedback;	the	current	

residency	programme	is	based	around	the	theme/provocation	of	‘infraspection’	
or	‘stacktavism’.	

• Feedback	from	the	artists	is	gained	through	a	continuous	process	throughout	the	
programme,	the	artist’s	experience	leads	the	conversation.		
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Engagement	Strategies	
	

• The	White	Building	is	adjacent	to	Crate	Brewery	and	Pizza	place	located	on	the	
canal	in	Hackney	Wick,	therefore	residencies	are	situated	in	a	public	facing	
environment.	

• The	White	Building	naturally	shares	audiences	with	Crate,	events	and	
exhibitions	are	hosted	in	The	White	Building	studio	to	encourage	this	process.		

	
Future	Planning	
	

• Experimenting	and	testing	what	the	residency	model	could	and	should	be,	
transporting	the	residency	model	and	positioning	it	in	a	new	context.		

• Playing	with	the	notion	of	time,	thinking	about	how	different	lengths	of	time	to	
alter	the	dynamics	of	a	residency.		

• Examining	alternative	structures.		
	
	
Organisation:	 	 	 	 	 The	Watershed	
	 	 	 	 	 	 Studio	Residency	
Speaker:	 	 	 	 	 Victoria	Tillotson	
	 	 	 	 	 	 Producer	
	
Watershed’s	Studio	Residencies	offer	artists	supported	time	to	research	and	develop	
ideas	at	the	juncture	of	art,	culture	and	new	technologies.	They	maintain	an	open	
approach	to	what	those	ideas	could	be	and	view	role	as	creators	of	an	environment	in	
which	artists	can	flourish.		
	
Residency	Framework	
	

• Residencies	are	situated	in	the	Pervasive	Media	Studio,	a	research	lab	inside	
Watershed’s	building	which	brings	together	an	active	network	of	over	a	hundred	
and	fifty	artists,	creative	companies,	technologist	and	academics.	

• The	structure	supports	a	mutual	flexible	space	in	which	practitioners	can	meet	
to	research	and	develop	ideas.	

• The	programme	encourages	artists	to	test	early	and	iterate	throughout.	
• Residents	are	offered	a	bursary,	travel,	accommodation,	production	budget,	and	

critical	and	technical	support	from	the	staff	so	that	they	can	fully	immerse	
themselves	in	the	residency	and	the	development	of	their	ideas.		

• Everyone	involved	is	encouraged	to	learn	each	other’s	‘language’.	
• Artists	are	encouraged	to	enjoy	themselves	and	keep	an	open	mind.	

	
Engagement	Strategies	
	

• Collaboration	is	curated	by	actively	looking	for	mutuality;	the	residents	are	
introduced	to	other	individuals	associated	with	the	Pervasive	Media	Studio	and	
they	develop	a	mutually	beneficial	relationship.		

• Artists	fully	immerse	themselves	in	the	studio	community.		
• Time	for	conversations	is	factored	in	from	the	outset,	including	conversations	

between	Watershed,	the	project	team	and	wider	communities,	both	on	and	off-
line.		

• Toward	the	end	of	the	residency	a	PR	company	is	brought	in	with	the	aim	to	
increase	awareness	of	the	artists’	stories	and	the	number	of	people	who	engage	
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in	the	work.		
• Every	residency	concludes	with	a	celebratory	showcase,	and	the	public	is	invited	

to	experience	the	work	and	learn	more	about	the	artist(s)	and	their	ideas.		
	
	
Organisation:	 	 	 	 Cove	Park	
	 	 	 	 	 Craft	Residencies	
Speaker:	 	 	 	 Dawn	Youll	
	 	 	 	 	 Programme	Producer,	Crafts	
	
Cove	Park	is	a	charitable	organisation	in	the	west	of	Scotland,	which	runs	an	annual	
programme	of	funded	and	self-funded	residencies	to	established	and	emerging	artists	
working	in	visual	arts,	crafts,	literature	and	performance.		
	
Residency	Framework	
	

• Residencies	are	at	Cove	Park’s	core	and	the	annual	programme	is	split	between	
two	sections.	

• From	May	till	October	is	mostly	dedicated	to	funded	residencies.		
• Self-funded	residencies	occur	mainly	during	the	winter	period,	can	vary	from	

individuals	to	organisations	(e.g.	National	Theatre	of	Scotland	and	Scottish	Book	
Trust).	

• Visual	Arts	programme	attracted	hundreds	of	applications	each	year	and	has	
generated	a	number	of	collaborations	and	commissions.	

• Crafts	programme	is	intend	for	work	being	produced	under	the	heading	of	crafts	
and	design	and	provides	the	space	to	think	about	design	without	a	brief.	

• Literature	programme	host	writers	from	national	and	international	backgrounds	
who	are	working	across	all	genres	of	creative	writing.		

	
Engagement	Strategies	
	

• Cove	Park	host	residents	from	a	range	of	art	forms	so	there	is	always	a	mixed	
creative	community.	

• Cove	Park	host	a	dinner	each	month	throughout	the	summer	to	introduce	artists	
to	people	across	a	wide	variety	of	professions,	backgrounds	and	interests.		

• Residents	are	encouraged	but	not	obligated	to	take	part	in	the	events	
programme,	e.g.	Open	Studios,	workshops,	talks,	and	screenings.		

• Events	are	developed	with	the	artist	depending	on	their	individual	interest.	
	
Future	Planning	
	

• In	2015	Cove	Park	will	rebuild	their	artist	centre,	the	new	design	will	offer	both	
artists	and	the	public	new	facilities	to	explore	and	share	the	making	of	new	work	
across	art	forms.	

• The	new	space	will	also	increase	capacity	with	two	new	bedrooms	and	equipped	
studio	spaces.		

	
	
Round	Table	Discussions:	
After	each	presentation,	participants	were	asked	to	think	of	one	or	two	questions	or	
comments	that	responded	directly	to	the	residency	model	illustrated	by	the	speaker.		These	
notes	were	compiled	at	the	end	of	all	the	presentations	and	themed	into	discussion	topics.		
An	invited	speaker	led	a	small	round	table	discussion	on	each	theme.		The	groups	discussed	
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the	themes	for	45	minutes,	after	which	each	group	gave	a	brief	presentation	as	to	what	
was	discussed.		
	
The	topics	generated	for	the	round	table	discussions	were:	

• Process	and	Planning,	led	by	Pollyanna	Clayton-Stamm	
• Collaboration	and	Engagement,	led	by	Victoria	Tillotson	
• Impact	and	Evaluation,	led	by	Laura	Southall	
• Finance	and	Funding,	led	by	Rachel	Falconer	
• Time	and	Space,	led	by	Dawn	Youll	

	
NB:	Due	to	participant	interest	in	subject	topics	(Finance	and	Funding	and	Impact	and	
Evaluation)	two	groups	merged	to	form	one.		
	
Process	and	Planning	
	

• The	practicalities	of	programme	management:	
o Finding	the	right	amount	of	staff	time	and	pastoral	care	that	goes	into	

the	management	and	organisation	of	each	residency.	
o Each	organisation	will	vary	depending	on	size	and	the	amount	of	

residencies	they	host	at	one	time.	
o Planning	is	dependant	on	whether	the	residency	is	physically	situated	

within	the	organisation.	
o The	recruitment	of	external	contacts	and	expertise;	providing	mentors	

which	can	provide	academic	or	technical	skills	training.		
o Managing	internal	networks,	encouraging	staff	to	meet	with	residents	

and	nurturing	professional	relationships.	
• Whether	residencies	are	part	of	the	curatorial	or	learning	departments	of	an	

organisation,	how	the	two	departments	are	increasingly	blending	which	make	a	
distinction	difficult	to	define.	

• The	use	of	a	brief,	and	how	this	differs	if	the	residency	is	a	design	based	project	
or	one	more	situated	in	the	modern	arts.		

• Demonstrating	the	creative	process	to	the	visitors:	
o This	could	be	done	through	an	exhibition	at	the	end	of	the	residency.	
o Displaying	prototypes	and	sketch	books	can	also	reveal	process.	
o Through	illustrating	the	creative	process	residencies	can	open	up	areas	

of	an	organisation’s	collection	that	are	typically	more	academic	and	can	
be	slightly	exclusive.	

	
	
	
Collaboration	and	Engagement	
	

• The	importance	of	who	is	involved:	
o Some	residents	may	have	a	more	participatory	practice,	a	residency	that	

demands	a	lot	of	engagement	might	be	more	suitable	to	them.	
o The	host	organisation	should	ensure	that	there	is	a	balance	between	the	

public	engagement	programme	and	time	for	the	resident	to	focus	on	
practice	development.	

• Different	methods	of	public	engagement:	
o Looking	at	different	methods	that	can	enable	the	resident	to	be	identified	

quickly,	like	having	them	wear	a	name	badge.	
o On	and	off-line	activities,	online	journals	showing	behind	the	scenes	
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moments,	workshops,	and	open	studios.	
• The	relationship	between	the	organisation	and	the	resident:	

o The	organisation	could	collaborate	with	the	resident.	
o The	resident	could	enable	collaboration	across	different	departments	of	

the	organisation.	
o Residencies	should	create	an	experience	which	is	beneficial	for	the	

resident	and	the	organisation.	
• Value	of	collaboration:	

o Being	able	to	make	things	that	the	individuals	could	not	make	
themselves.	

o Being	able	to	innovate	in	practice,	both	for	the	resident	and	the	
organisation.	

o Finding	value	for	the	organisation	–	the	residents	are	able	to	consolidate	
thoughts	and	share	new	skills.	

o Value	of	demonstrating	process,	not	necessarily	a	finished	object.	
• Managing	expectations	and	being	explicit	about	what	are	the	expected	and	

desired	outcomes	of	the	residency.	
• ‘Interruption’	-	the	resident	should	be	someone	that	the	public	is	not	expecting.	

	
	
Finance	and	Funding	and	Impact	and	Evaluations		
	

• Methods	for	project	evaluation	and	measuring	impact:	
o Evaluation	of	a	project	can	essentially	be	a	process	of	ticking	boxes.	
o Dependant	on	the	organisation	and	the	funding	bodies,	and	the	desired	

outcomes	of	the	project.	
o Residents	should	be	consulted	on	which	methods	of	evaluation	should	be	

used	for	their	residency.	
o The	notions	of	evaluation	and	funding	are	intertwined.	

• Impact	in	the	‘community’:	
o How	is	‘community’	defined?	And	how	does	this	relate	to	the	evaluation	

of	the	impact	of	a	residency	on	a	certain	community?	
o The	difference	between	a	resident	who	is	already	embedded	in	a	

community	and	one	coming	from	the	outside	with	a	different	
perspective.	

• The	organisation	should	know	what	the	expectations	are	before	the	start	of	the	
residency,	the	organisation	should	also	know	what	the	residents	expectations	
are	too.	

• Documentation:	
o Aides	in	the	evaluation	process.	
o Can	be	analogue	or	digital.	
o Emphasises	on	the	process,	and	captures	the	engagement	of	the	people	

involved.		
	
	
Time	and	Space	
	

• Different	perceptions	of	time:	
o Finding	the	right	time	for	a	specific	residency	means	having	to	factor	in	

the	different	components,	e.g.	scale	of	the	institution,	the	level	of	people	
the	resident	is	engaging	with,	what	the	residents	require.	

o Time	in	relation	to	the	audience	and	the	amount	of	time	the	audience	can	
scale	from	none,	if	it	is	only	a	final	exhibition,	to	repeated	in-depth	
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engagement.	
o Internal	sense	of	time	for	the	resident,	how	the	residents	structures	the	

time	during	their	residency.	
• External	stimuli	can	make	the	resident	feel	that	the	time	for	their	own	practice	is	

quiet	constrained.	
• Physical	space:	

o The	physicality	of	the	residency	space	can	have	great	impact	on	a	
resident.	

o In	museums,	there	are	restrictions	to	what	can	be	done	and	where,	and	
this	puts	constraints	on	what	can	be	achieved	during	a	residency.	

o Space	can	have	an	impact	on	the	residency	experience,	some	residencies	
require	that	the	individual	relocates	their	life	for	a	certain	amount	of	
time.	

• The	dynamics	of	a	residency	with	multiple	spaces	challenges	the	process	and	
practicalities	of	a	residency.	

• Virtual	space	can	be	a	medium	for	the	residency	and	also	be	a	method	for	
audience	engagement.		

	
	
Full	Room	Discussion:	
Following	the	table	discussions	the	conversation	opened	up	to	the	floor	and	the	
participants	were	able	to	ask	questions	to	each	other	and	comment	on	what	the	other	
groups	had	feedback	on.		
	

• A	residency	can	have	a	strong	impact	on	other	individuals,	e.g.	the	resident	
working	with	the	collections	and	reinterpreting	or	showing	the	collections	in	a	
new	light	can	have	a	positive	impact	on	audiences	and/or	staff	–	to	what	extent	
could	this	be	applied	to	organisational	operations?	

• Smaller	organisations	note	that	the	residency	has	a	great	impact	on	the	
company,	specifically	in	those	cases	where	the	resident	in	on-site	making	and	
receiving	a	lot	of	training	from	the	staff	members.		

• Curating	and	Residencies:	
o Curating	in	‘real-time’	can	be	a	challenge	because	the	curator	is	forced	to	

be	reactive	and	also	to	allow	the	resident	the	creative	freedom	to	
continue	to	explore.	

o Curators	are	having	to	revaluate	their	role	in	a	residency	programme	
and	develop	and	different	or	new	way	to	curate.	

• The	institutions	hold	the	power	to	make	key	decisions	and	set	the	residency	
framework,	perhaps	residents	should	be	given	more	of	a	leadership	role	instead	
of	the	having	structures	imposed	on	them?		

• The	residency	recruitment	process:	
o Giving	more	power	over	to	the	resident	in	regards	to	structuring	the	

residency	brief.	
o Traditional	recruitment	structures	can	prohibit	or	limit	the	success	of	

experimental,	unconventional,	and	exciting	proposals.	
• There	are	difficulties	in	managing	and	negotiating	the	expectations	and	

relationships	between	the	resident,	the	organisation	and	surrounding	
communities	and	target	audiences.	

• The	notion	of	the	‘artist-in-residence’,	do	they	always	have	to	be	artists?		
• The	residency	should	be	something	that	is	unexpected.		Perhaps	it	is	

counterproductive	to	categorise	residents	into	disciplines?	Maybe	the	resident	
should	be	working	in	a	discipline	that	is	completely	unrelated	to	the	
organisation?	
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Appendix	H.	Drivers	of	Change	Matrix	–	Design(ing)	Residencies	for	the	
Future:	Design	Museum	
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Drivers of Change Matrix (continued) 
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Appendix	I.	Residency	Proposition	Worksheets	
 

 
Residency Proposition tool worksheet image – Table 1 
(High-contrast and monochrome has been used for readability)  
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Residency Proposition tool worksheet image – Table 2 
(High-contrast and monochrome has been used for readability)  
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Residency Proposition tool worksheet image – Table 1 
(Colour has been used for readability)  
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Appendix	J.	Conference	Papers	
 

Making	it	happen:	The	role	of	design	research	in	an	emerging	design	museum	
 
Louise VALENTINE, Joanna BLETCHER, Saskia COULSON  

Duncan of Jordanstone College of Art and Design, University of Dundee 
 
Abstract 
 
The paper briefly describes changes within the field of design and design research.  It 
considers these in the context of collaboration between academia and an emerging 
contemporary design museum, namely V&A at Dundee.  Two CASE Studentships are 
discussed to exemplify the changes and offer a framework for examining the 
university-industry collaboration, specifically the issues of curating design exhibitions 
and residency provision.  The discussion focuses on why and how design researchers 
approach the capture and analysis of data to understand existing practices in museum 
environments, whilst projecting forward into future scenarios.   
 
KEYWORDS: Design Research, Museum Practices, University-Industry 
Collaboration 
 
Introduction 
 
The definitions and characterisation of design practice are expanding. Traditionally, 
design was most commonly understood as the creative production of objects and 
images.  However, over the last 20 years, knowledge of design has grown 
exponentially due in part to the value of design being recognised as a strategic tool.  
Increasingly it is implemented as a method for identifying and solving complex 
problems in the provision of services (Kimbell 2011), and in the design of systems 
and organisations (Buchanan 2010).  
 
The principles of uncertainty and pluralism underpin the process of design. The 
ability to understand and manage varying and frequently high degrees of ambiguity is 
an inherent capability of many designers and design researchers.  This ability 
acknowledges the complex systems in which design operates, and helps to identify 
new possibilities and innovative opportunities for change.  Pluralism, is identified in 
the diversity of context, form and subject that design attends to through its activities. 
Confronting plurality and uncertainty has contributed to a deepened knowledge of 
design in terms of how people are able to navigate change and manage complexity. 
Communicating design in these terms has enabled new partnerships where design is 
increasingly recognised as a key strategy for stimulating growth and mobilising 
innovation. 
 
In Scotland, the influence of these changes can be found, for example, through the 
Inter-University and multi-disciplinary partnership, the Institute for Capitalising on 
Creativity (ICC) at St Andrews University. Within this is an investment in multi-
disciplinary PhD studentships with a commitment to developing new knowledge in 
partnership with the Creative Industries. They are part of research that seeks ‘to 
ensure Scotland has the capacity to sustain and enhance a vibrant creative industries 
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base and to conduct industry-led research which builds a strong knowledge base of 
the sector in Scotland’ (http://www.st-andrews.ac.uk/icc/). A second example is an 
initiative that sees the Victoria & Albert Museum (V&A) create a home in Scotland 
via V&A at Dundee. V&A at Dundee is an emerging design organisation offering a 
unique international facility for Scotland to champion design heritage and innovation. 
It is a purposefully devised partnership between the V&A, the Universities of Dundee 
and Abertay, Dundee City Council and Scottish Enterprise. These two complex 
partnership initiatives epitomise the step-change in design and provide the context for 
both CASE Studentships outlined in this paper.  
  
The following discussion examines how the sponsorship provided by V&A at Dundee 
offers a ‘real world’ context (Robson 1993) for the research to be conducted. This 
context is challenging, in that there is a contradiction between traditional notions of 
rigorous long term planning in PhD research and the emergent properties of a cultural 
agency which are defined by the ‘spontaneous outcome of ongoing processes’ 
(Gharajedaghi 2006:48). Design research is uniquely placed to attend to the 
uncertainty and pluralism inherent in this context and it is argued that these doctoral 
research projects exploit the potential for interdisciplinary knowledge exchange 
within cross-university faculties (Davis 2008).  They explore the integration of theory 
and practice through meaningful collaboration between academia and organisations 
based in industry. 
 
Case studentship: Curating design innovation 
 
The industry sponsor, V&A at Dundee is an organisation emerging into an evolving 
cultural landscape.  It intends to both celebrate the rich design heritage of Scotland, 
and be a catalyst for present and future design innovation.  Exhibitions are an integral 
part, both intellectually and economically, of the working practices of 
museums.  They function both as a means for producing and disseminating 
knowledge, and as a product that can be marketed to potential audiences (Greenberg 
et al. 1996).  As a strategic interface between institution and audience, they have an 
important role to play in offering not only information, but also an experiential 
encounter that can have lasting effect.  The dynamic and changing practices of design 
now offer a challenge to traditional models of display in museums, which tend to 
privilege individual artists, 'classic' artworks, and canonical styles or historical 
movements. The combination of the shifting landscapes of museum and curatorial 
practices, and the fundamental changes occurring in design, offers a unique set of 
circumstances in which to conduct academic research, which aims to offer insight 
towards unravelling a ‘real world’ problem. In light of this, this PhD research is 
intended to scope the current landscape of museum practice, offering theoretical 
frameworks to inform the future development of exhibition practices for design and 
approaches to audience engagement.  This requires not only looking at approaches to 
exhibition making, but examining other ways in which design is, and can be used as a 
tool for engagement.   
 
Museums have traditionally favoured an object-based exhibition model, where 
historical and contemporary themes are explicated for the visitor through the 
theoretical and physical juxtaposition of artifacts, texts, and increasingly other forms 
of media (such as video, interactive displays, sound installations etc.).  Their mode of 
communication has been based on an approach likened to ‘broadcasting’, where 
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information and knowledge is communicated outwards from the museum to the 
audience.  However, as leading museums scholar Eilean Hooper-Greenhill (2011) has 
noted: 
 
There is a move from a narrow, backward-looking paradigm based on behaviorist 
psychology and a transmission or expert-to-novice model of communication to a more 
open and forward-looking interpretive paradigm that employs a cultural view of 
communication involving the negotiation of meaning. (p.362) 
 
Long held notions of authoritative truth are being challenged and audiences are being 
credited with a more equal role in the creation of meaning.  Fuelled in part by the 
cultural rise of Web 2.0 technologies, the ability to access, comment, share, and create 
personal content online, is encouraging the expectation of engaged interaction with 
cultural institutions.  Within the previously conservative environment of the museum, 
affording control to visitors ‘is actually a paradigm shift’ (Shettel 2008, cited in 
Kirchberg and Tröndle 2012:437).  These developments begin to thoroughly 
problematise the notion of cultural practices which privilege individuals, promote 
unidirectional channels of communication and remain wedded to what are seen as 
increasingly out-dated notions of authoritative knowledge production and 
consumption (Stein 2012).  Recognising the central role of the audience as ‘cultural 
participant’, rather than only as ‘passive consumer’ (Simon 2010) marks a shift from 
objective to subjective knowledge production, which has serious implications for 
traditional transmission models of exhibition and methods of engagement within the 
museum.  If there is a developing acceptance that knowledge is created by being an 
‘active participant in the drama of an on-moving world’ (Dewey 1946/1971, cited in 
Buchanan 2000:154), then seriously considering the expectations and engagement of 
the audience is vital for providing spaces in which people can negotiate and construct 
their own meaning and experience.  This new, equal role afforded to audience-
participants, of all kinds, is echoed in the shifting parameters of design, where the 
‘user’ is increasingly being positioned as a co-designer or co-creator (Sanders in 
press). 
 
During a contextual review of design exhibitions in the first year of research, a 
number of key themes were highlighted, which indicate how design is being presented 
in the public sphere.  These included: the privileging of ‘talented’ individual 
designers, perhaps depreciating the value and prominence of collaborative work; final 
designed products treated as ‘art’, potentially limiting interpretation to aesthetic 
concerns; static displays, which inhibit comprehension of the dynamic, iterative 
processes of design; and a lack of critical questioning of design’s pivotal role in the 
shaping of culture, which is a developing strain in the literature (Fry 2009; Alben 
2002).  These approaches arguably mask the complexity of design activity.  Although 
there is a lack of consensus, across the industry and academia, as to what constitutes 
‘design’, it is widely accepted that over the course of the last century, the emphasis of 
design practice has shifted from the creation of images and objects, to the design of 
processes and services, to an emphasis on the people who will experience the 
‘products’ of design activity (Sanders in press; Kolko 2012; Kimbell 2011; Buchanan 
1992).  This is not to say that designers no longer make ‘things’, but that the products 
of design can be experiences as well as objects, and are rooted in a contextual 
understanding of users’ lives (Stickdorn and Schnieder 2010).  Human-centred 
design, championed by prominent organisations such as IDEO and Philips, works to 
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consider the complex interrelations between people, things and the world they inhabit.  
Companies are increasingly using design to tackle complex problems, such as the 
redesign of healthcare systems and experiences (e.g. 
http://www.ideo.com/work/childrens-eye-care/), and are turning their attention to 
socially meaningful innovation and transformative change.  The participatory, 
collaborative nature of this design practice, values the intellectual and practical 
engagement of people affected, in the key stages of the development process (Sanders 
in press).  The embedded principles of shared responsibility, and the sometimes 
intangible nature of the outcome, are a challenge to traditional forms of museum 
presentation, which privilege the final object as the bearer of a project’s significance. 
The value propositions of design are now partly the experiences afforded by 
considering a holistic view of engagement with the ‘product’.  This research asks, if 
part of the value of design is in the relational frameworks created between key 
stakeholders, what does this mean for exhibiting the ‘results’ of design activity, if 
these results are the experiences themselves?  Coupled with the shift in museums 
from a broadcast model to a more conversational approach, the premise of telling a 
single, static version of a complex, dynamic design story is problematised. 
  
Considering the developing people-centred approach of design and museum practice, 
audience experience of, and engagement with design is at the core of the study.  This 
move towards a more equitable exchanging of knowledge and experience between 
audience and institution, suggests examining notions of the curatorial role in 
museums.  Curating is a practice and discipline that is also evolving.  Within 
museums, the curator was traditionally an expert ‘carer’, looking after items in the 
collections, and sometimes selecting and organising objects for public display.  More 
recently there has been an intensification of interest in curating itself as an artistic 
practice (Farquharson 2003).  The curator Barnaby Drabble has suggested: 
‘curating…is not about the display of the work (be that in a gallery or on the internet), 
it is about the development of critical meaning in partnership and discussion with 
artists and publics.’ (Drabble, cited in Graham and Cook 2010:10)  Here, the role of 
curating is considered ‘less a display/meaning production activity and more a mode of 
inquiry/enquiry’ (Fernández 2011:40).  In terms of facilitating inquiry, curating 
becomes the construction of frameworks within which people can engage in collective 
debate, discussion and action.  The noted design theorist Richard Buchanan (2010) 
has argued that design itself is a form of deliberation: a space where people gather to 
debate the future circumstances they wish to pursue.  Bringing these notions together, 
the research argues that ‘curating design’ can be conceptualised as involving the 
facilitation of a collective inquiry, into how design can be used as a collaborative 
method of deliberation over desired future circumstances.  Here, the curator may 
provide the framework, but the audience becomes a more equal partner.  The 
institution as a whole becomes the dynamic site for conversation and inquiry. 
  
With this conception of ‘curating design’ guiding the research, it is proposed that 
looking beyond conventional exhibition formats is required, in order to explore the 
audience experience of engaging with design at a more connected level.  The research 
intends to conduct interpretive, qualitative case studies (Stake 1995) of time-bound 
events, such as DesignJams, Hackjams and Make-a-thons.  These types of events can 
be seen as a new form of contemporary design practice, which actively seeks 
collaborative exchange between disciplines to stimulate innovative new ideas. For 
example, the recent IDEO London Make-a-thon, ‘Superhuman’, involved IDEO 
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designers working alongside ‘makers, designers, hackers, system thinkers and 
friends’, who applied to the project, to ‘craft, hack, and build human-centred design 
solutions to real world problems’ (http://make-a-thon.org/).  All the work created 
during the process was uploaded to the web as open source, potentially allowing 
anyone in the world to access it and continue to develop promising ideas further.  
Aiming at informing future developments in museum practice, investigating these 
types of events stimulates questions for the research, such as:  
 

• How does the open, collaborative nature of contemporary design practice 
challenge traditional methods of exhibition in museum environments?   

• How does the increasingly audience-centred approach of museum practice 
impact audience engagement with design in the context of an emerging design 
museum? 

• What lessons can be learned from understanding the roles and experience of 
‘curator’ and ‘participant’ in contemporary design contexts?  How can these 
insights be used to inform the development of an emerging organisation? 

 
The rationale for using these events as case studies is to gain holistic understanding of 
the experience of engaging with design, in participatory contexts.  The environments 
created for these events are not neutral.  Expectations, intentions and assumptions are 
built into any cultural activity (Morrison et al. 2010).  Therefore the study interrogates 
the role of the constructed environment, and assumptions and expectations of the 
‘curator’ or ‘facilitator’, the audience, and the researcher herself. The research aims to 
offer insight into how an emerging design organisation can design experiences, which 
are meaningful to audiences, and begin to unfold the complexities of design, in past, 
present and future contexts. 
 
CASE studentship: residency practices 
 
The term ‘residency’ can be found in a diverse range of disciplines, and within each 
of these areas a definition of the term will vary.  For this research, the term residency 
is considered in the context of the cultural (specifically museums and galleries) and 
the creative industries.  In the 1970’s, with the emergence of cultural policy, the 
government initiated a campaign to provide creative activities that aimed at tackling 
some of the existing socio-cultural issues within the United Kingdom (Hesmondalgh 
2007).  At this time cultural agencies, appropriated the term ‘residency’ to describe 
the activity of providing an artist the time, space and resources, to work with target 
groups (i.e. prisons, schools, deprived communities) in developing the creative 
practice of non-artists (Lydiate 2009).  This type of residency practice still exists 
today, however, it is joined by the upsurge of other residency practices that have 
appeared in response to the growing and changing needs of the cultural and creative 
industries.  Achieved through many different methods, the main practical and 
strategic value that a residency offers a creative professional is the time and resources 
to develop levels of creative and business practice.  The full gamut of residency 
provision is diverse, ranging from an individual working in the remote landscapes of 
Argyle and Bute at the residency hothouse, Cove Park, to the Geeks-in-Residence 
programme that pairs a designer with a cultural organisation for the purpose of 
interdisciplinary knowledge exchange.  Due to the heterogeneous nature of residency 
practices, this research examines past and present practices as a means to building an 
understanding of the notion of residency to date. 
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Granted that there is much to be learned from an examination of current residency 
practices, the industry Sponsor aims to be an international leader in the 
communication and application of design, and has therefore identified the need for 
practices to be reassessed in accordance with the changes of the design discipline.  
The research maintains that design must be employed at all levels of inquiry, as the 
subject and as the lens through which research is conducted.  Buchanan (1992), 
contends that notions of design thinking can be applied to disciplines in which 
‘wicked problems’ (a term used to describe a problem inherently complex and 
unpredictable) meet creative human endeavour.  In light of this, the research proposes 
that the residency is a viewed as a  ‘wicked problem’, which by the nature of design 
will have indeterminate solutions and outcomes (Buchanan 1992).  To expand on this 
suggested viewpoint, there must first be a discussion around which these practices are 
formed.  
  
Residencies are part of the business model for many cultural agencies.  The 
Department for Business, Innovation and Skills and the Department for Culture, 
Media and Sport advocate that the creative industries, which total 5.6% of the UK’s 
GDP, will be a critical area for growth in the current times of austerity (Kendall 
2011).  Museums are working more strategically with other creative industries, and 
investigating the benefits of interdisciplinary exchange of resources and audiences 
(Kendall 2011).  Bishop (2004) posits that museums are responding to this by 
displaying their organisations as a place for the creative community by constructing 
hubs for the advancement of professional creativity.  For example, as the V&A’s 
Strategic Plan 2011–2015 states, the objective of the residency programme is ‘[to] 
promote, support and develop the UK creative economy by inspiring designers and 
makers, and by stimulating enjoyment and appreciation of design’ (V&A 2011:12).  
This illustrates the growing interest museums have in developing a relationship with 
the design community, and also suggests that the residency is an essential part of the 
operational intent of the whole organisation.  
  
To understand the role the residency has within current practices of the cultural 
institution, a contextual review of existing residency practices was conducted in the 
first year of research.  This investigation brought forth the idea that residency 
practices can be categorised into three models. These models represent a scale of 
engagement between agency, designer, audience and industry, and have been titled; 
the Intramural Model, the Interpreter Model and the Industry Model.  
  
The Intramural Model is formed on the basis that the resident is given time and 
resources in isolation from social and economic distractions to develop new creative 
outputs or an exhibition.  This model is inspired by residency provision in the visual 
arts that sought to have prominent artists create work inspired by their environments 
(Lydiate 2009).  Success within this model can be tracked in the careers of those who 
have partaken in this process, and organisations promote the fact that past residency 
holders have gone on to receive larger commissions, awards or notoriety in their 
respective industry.  
  
In the Interpreter Model, the resident is viewed as the intermediary through which the 
audience interprets creativity.  This model has been founded under the assumption 
that a creative practitioner can foster innovative audience engagement approaches 
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within museums and galleries (Gray 2009; Kendall 2011; Morris 2005) by 
reinvigorating the collection and adding a critical dimension to works or curatorial 
methods (Morris 2005).  The ‘Museumaker’ project of 2011/12, for example, brought 
craft-makers into museums around England in order to ‘unlock the creative potential 
of museum collections’ and to provide a contemporary perspective to the display of 
objects (Museumaker 2011:3).  This use of residency as a catalyst for audience 
engagement has been developed in response to the shifts in museums and galleries 
when the interests in these organisations have migrated from the static environment to 
an open, participatory and accessible process-driven display practices (Morris 2005).  
  
The Industry Model views the designer from a business-focused perspective. These 
programmes within the field are expanding on the notion of a residency as a catalyst 
for innovation and enterprise within the designer’s practice and within the practice of 
an organisation.  It has been noted that designers are part of what is considered the 
super creative core within the creative class, a social division which develops the 
economy through the advancement of ideas, technology and the production of 
creative innovation (Florida 2002).  However, actors in the creative class find their 
practice defined by the opposing rationales of economic driven decisions versus 
creative aspirations, and the understanding that an individual working as a creative 
professional must compromise between the two (Eikhof and Haunschild 2007).  
Residency programmes such as Cultural Enterprise Office’s newly-launched ‘Fashion 
Foundry’ and the ‘Incubator’ scheme at Cockpit Arts, have noted this tension and 
devised programmes that directly support new businesses in design and craft.  New 
models of residency provision are also occurring in companies that bring designers in-
house for a specific purpose, with an agreed trade-off that the residency will improve 
on the designer’s practice.  An example of this can be seen in the ‘Research Designer 
in Residence’ programme at the EMERGE, a recycling centre, where the designer-in-
residence examines new forms of reusing materials.   
  
This review of existing models is integral to the research, yet design domains are 
currently undergoing a process of radical transformation, shifting focus from 
designing objects to designing interactive sites for cultural and personal exchange 
(Sanders in press).  Thus the application of these models to a new design museum is 
questionable.  For example: the Interpreter Model employed in the museum 
environment is intended for the reinterpretation of the collection of objects, yet V&A 
at Dundee will not hold a permanent collection; the Intramural Model focuses on the 
solidary practice of the individual, but design is increasingly focused on collaborative 
processes; the Industry Model proposes the placement of a designer in industry, but 
V&A at Dundee is a cultural agency and cannot provide a residency solely focused on 
industry.  V&A at Dundee is positioning itself as a cultural agency with a unique 
business model, and this new approach must be reflected in the ways in which it 
interacts with the design community through its residency programme.  If the 
residency is part of the business model and ‘the business model is like a blueprint for 
strategy to be implemented through organisational structures, processes, and systems’ 
(Osterwalder and Pigneur 2010:15), the residency becomes part of the strategic 
objective of the organisation.  The intent of this research is to provide the Sponsor 
with the research that assesses the phenomenon of the residency and understands the 
new landscape that a fit-for-purpose residency model would be situated in.  An 
inquiry into the context and phenomenon of the residency will identify gaps in current 
provision and the true values and needs of key project stakeholders.  The ambition is 
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to embed this information into practice, to develop an innovative ‘design residency’ 
which will have a unique selling point (USP) and will be highly sought after by the 
national and international design community.  
  
In response to the aims and objectives of the research the following research questions 
have been articulated: 
 

• What lessons can be drawn from research into past and present residency 
practices, and how can this academic knowledge be best delivered to an 
emerging design museum? 

• How can residency practices enable an emerging design museum to achieve its 
wider business objectives?  To what extent does it meet the needs of its clients 
(i.e. designers and audiences) and transform their perceptions and/or business 
practices? 

• What are the particular challenges in developing a new residency model for an 
emerging design museum?  

 
The research aims at forming a deeper understanding of the residency as a design 
activity by considering both the process and content.  The intended purpose is to form 
an understanding of the ‘design context’ (the environment, approaches, the roles that 
designers take, their partnerships, and the way they work with stakeholders) all of 
which are activities of design (Dorst 2007), and contextualise any residency.  
Informed by Buchanan’s (1998) empirical and speculative inquiry, the research draws 
on concepts from social science and design research to form theories on the notion of 
‘design residency’. In order to gain a profound understanding of the concept of 
residency as a complex social phenomenon, the subject must be approached 
holistically with further inquiry into its characteristics (Yin 2003).  The research 
therefore proposes conducting an exploratory case study on an existing residency to 
develop detailed and in depth knowledge of a single exemplification (Robson 1993; 
Yin 2003).  This will be conducted through a process of data collecting techniques 
including: observation, interview and documentary analysis.  The intent is to inform 
future practices and to contribute knowledge to design, social science and museum 
practice about design in human culture.  
 
Conclusion 
 
Both of these CASE Studentship research projects are powered by working within a 
university-industry partnership.  They are unique in their requirement to mindfully 
respond to opportunities and developments connected to V&A at Dundee, an 
emerging organisation.  The value of engaging in academic research in this scenario is 
in supporting the continuing development of an industrial partner emerging into the 
transformative, dynamic contexts of contemporary design and museum practices, and 
wider economic and socio-cultural environments.  Significantly, each project employs 
design research as a strategic tool to cultivate insight into the industrial changes 
currently taking place. They aim at indicating potential pathways for deeper 
understanding of the relevance of design in contemporary culture, and outlining the 
impact this understanding may have for supporting innovative practices in a new 
design organisation.  Valuable opportunities for building theoretical and practical 
knowledge are afforded to both sides of the industry-academia partnership, adding to 
the development of the fields of design, and design research as a result.  
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Abstract 
 
This paper describes the role practice-led research has played in identifying an 
opportunity for innovative organizational progress (for a globally recognized 
museum), and discusses one role of practice-led research in product and service 
development for the new business. It looks at why collaborative research is employed 
to explore concept development, how this is being investigated and what the insights 
thus far indicate. Two projects are discussed, one in the area of curatorial practice for 
communicating design and craft innovation and, the other in the design of residency 
programmes in terms of nurturing innovation in design and craft practices.  The 
design of knowledge exchange is presented as a context for concept development and 
why collaborative research is used as a means of exploring design as a core business 
competency; a visioning tool shaping  company  developments  for achieving 
sustained  growth.  Case Study as a methodology is applied to investigate the concept 
development phase of innovation especially in terms of researching the actors within 
the design activity and the context within which the activity takes place. The paper 
closes by sharing the insights gained from the collaborative research and presents six 
values emerging from the collaborative research thus far. 
 
Keywords:  
concept development; museum environment; collaboration; knowledge exchange; 
design. 
 
Introduction 
 
The landscape of design is changing and while it is difficult to say with any degree of 
certainty where the discipline is headed, there is no doubt a new chapter has begun. 
Change will certainly build on the 40 (plus) years of international investment made in 
academia to characterize design research (and, by default typify the values and value 
of design and designers themselves) while mindfully considering the needs of people 
and the rapid developments in technology.  
 
Amidst this change is a tension identified through the lead author’s research into 
communication of design and craft thinking (2004-14), specifically the relationship 
between a traditional product-design framework (with its associated services) and, the 
growing service design processes and products agenda. The two viewpoints have 
different value systems. They both have a rightful, equal place in education and 
industry, yet understanding the emerging relations is a work in progress. 
 
Why is deeper understanding of this relationship important? Analysis suggests there 
are at least two reasons: its impact on the development of skills, knowledge and 
expertise – and its use in building strong links with enterprise, and communication 
with the general public - design arguably cannot reach its optimum employment if a 
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large degree of ambiguity exists in its communication to people and sectors in terms 
of what it does and why it does it.  
 
This paper describes the role practice-led research has played in identifying an 
opportunity for innovative organizational progress, and discusses one role of design 
research in product and service development for the new business. It looks at why 
collaborative research is employed to explore concept development, how this is being 
investigated and what the insights thus far indicate.  
 
Design Innovation: identifying a need for concept development 
 
Research and development is a critical component of business innovation and this is 
no different for an arts organization, a museum for example, than it is for a leading 
business such as Apple, Philips or Toyota. Through design and craft research (entitled 
‘Past, Present and Future Craft Practice’ which was conducted over five-years, 2005-
10) new knowledge and insights contributed to the emergence of an idea for 
innovative organizational development (Follett & Valentine 2010; Valentine & 
Follett, 2010). Through the ambition of a newly formed strategic partnership and 
interdisciplinary team, the idea was mobilised in 2009 and is being developed into an 
opportunity called ‘V&A at Dundee’ [1] (Figure 1). How can design reach its full 
potential if there is a lack of knowledge and understanding about what it is, what it 
does and what is has done to improve the world we live in? Where can people go in 
the UK, outside of London and in Scotland specifically, to engage and learn about 
design, its heritage and its capacity to nurture innovation and by definition, cultural 
and economic growth? Both of these challenges (and others) are met through the 
concept of ‘V&A at Dundee’.  
 

 
Figure 1. V&A at Dundee. ©KKAA/Design Dundee Ltd. 
 
In addition to contributing to the emergence of an innovative organizational idea, the 
research council funded project developed a number of opportunities for product and 
service innovations (Valentine, 2010a; 2010b; 2011a; 2011b; 2013): one in the area of 
curatorial practice for communicating design and craft innovation [2] and, the other in 
the design of residency programmes in terms of nurturing innovation in design and 
craft practices. These outcomes are being further investigated through two 
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collaborative doctoral awards [3]. They are used to exemplify design research for 
concept development of a new product and service for the emerging museum. Before 
looking at these examples, further contextual information is provided to support 
understanding of the framework employed for nurturing concept development. 
 
The Design of Knowledge Exchange for Concept Development 
 
Our knowledge of the world we live in is continually growing. The rapid development 
of concepts, culture, materials, methods and technologies offer an unprecedented era 
of design. In the U.K this new knowledge has derived, in part, from a shift in context; 
we have moved from a country and an economy excelling in mass-manufacturing 
capabilities to one where service(s) and servicing is beginning to enter centre court. 
This shift is further compounded by the ensuing rise of 3D printing and its impact on 
design and manufacturing. The importance of change to this paper is its profound 
influence on design, designers and designing with strategy, process and methods 
taking precedent over product in its traditional manufacturing sense.   
As the transformation in design’s value is widely discussed and debated (Borja de 
Mozota, 2006; Brown, 2009; Buchanan, Doordan & Margolin, 2010; Evans, 2011; 
Fry, 2009; Inns, 2010; Inns, Baxter & Murphy, 2006; Jahnke, 2012; Kimbell, 2009, 
2011; Krippendorff, 2006; Redstrom, 2006; Stickdorn & Schneider, 2011; Yee, 
Jeffries & Tan, 2013), it is not the purpose of this paper to describe the change, rather 
to acknowledge and present it as a given in this research. What is note-worthy is a 
major feature of the emerging and emergent new problems is there is no previous 
example to learn from; they are extremely complex requiring radical thinking and 
intense trans-disciplinary collaborations for their solution (Peat, 2008; Brown, 2009; 
Bruce & Baxter, 2013). 
 
A major challenge set by this shift in perspective is the new knowledge generated is 
predominantly understood by the design sector itself. However, what good is this new 
design knowledge if nobody uses it, understands it or even knows it is out there? And 
with the highly turbulent real-world environment - its increasingly complex problems 
with unknown solutions - how can designers and design researchers help this situation 
if they do not recognize what business, culture and society really needs to know?  
In designer’s thinking, ensuring there is sufficient respect and disrespect for heritage 
and innovation is a continuing responsibility (Valentine, 2004; 2011a); it’s not a new 
conundrum but the highly complex, digital and technological context in which 
problems sit today, means there is a new layer of responsibility integrated into the 
system of designing. Interdisciplinary teams and collaborative projects have increased 
in both size and ambition. Certainly within Higher Education in the UK, this increase 
has been fuelled by government investment and, in Industry because of globalization 
and the affects it has collectively undergone these past five years especially. In 
academia, our subsequent priority is arguably leading cultural change and assessing 
how we embed and make effective the use of design at all levels of business, across 
the sectors, including our own i.e. education 
 
This is where sharing knowledge and exchanging skills and expertise plays a critical 
role. Interdisciplinary teamwork can broker connections between people, places and 
problems in order to help us create a better world. Currently, in the UK’s Research 
Councils, it is popularly referred to as ‘knowledge exchange’ (KE). It is a way of 
working that removes unnecessary barriers between subjects, specialists and 
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knowledge domains to help identify, manage and resolve the increasingly complex 
problems we face today: it encourages people to leave unnecessary intellectual 
baggage at the front door of the collaborative ‘house’ – which can often arrive 
disguised as ‘ego’. KE is not a new phenomenon; as a subject, one simply has to refer 
to business, ethics and management journals to realize its history. In the context of 
design, KE is an inherent aspect of the socially dynamic process and the rich culture 
within which it intervenes; it is an activity engaged with in many ways across many 
situations. Indeed, one simply has to participate in conversation with the sector to 
appreciate the part it plays in today’s market and emerging markets (see for example, 
the work of FROG design and IDEO). 
 
In the collaborative research referred to in this paper, ‘knowledge exchange’ is used 
to describe the multi-dimensional exchange of skilled people, knowledge and 
expertise between the design community and those who use and wish to use design. It 
covers the processes by which knowledge, expertise and skills are exchanged between 
the design sector, its users and potential communities to contribute to economic 
competitiveness, effectiveness of design policy, and quality of life.  
 
The concept development research for Design Curation draws on the doctoral 
researcher’s background in creative arts, humanities and jewellery design, while the 
concept development research for the service design associated with a new residency 
programme draws on the doctoral researcher’s knowledge and expertise of 
photography, creative arts and design management. Both studies learn from the 
knowledge and expertise of the partner organisations. Knowledge of the culture and 
philosophy underpinning the parent organisation, V&A (London) is incorporated into 
the concept development process, as is knowledge and expertise of the culture and 
philosophy of visual research at the art school within the host University (of Dundee). 
In addition, the international museum and academic institutions offer organisational 
infrastructure: V&A offers, for example, tangible learning and outreach strategies for 
engaging diverse audiences, curatorial programming, and enterprise strategies. The 
University of Dundee offers, for example, a research and development infrastructure, 
research-led enterprise capabilities and policy development. Together they contribute 
to the framework, resources, time and rigour required to fully investigate new product 
and service design in advance of V&A at Dundee’s completion, intended for 2016 [4].  
The knowledge exchange in the partnership and collaborative research is created to 
explore design as a core business competency; a visioning tool shaping company 
developments for achieving sustained growth.    
 
In this next section, a brief overview of each of the doctoral studies is offered, 
followed by a broader discussion of case study methodology.  For reasons of brevity, 
and as these studies are currently in progress, this section seeks to open discussion 
and present insight into the use of case study methodology as a framework for 
concept development research.  
 
Curatorial Practice for Communicating Design Innovation  
 
Understanding of the transformation in design’s value arguably remains 
underdeveloped beyond the design industry and academia.  The ambition for 
meaningful audience engagement and learning within public museums indicates a 
productive domain in which to begin addressing this imbalance.  A core aim of V&A 
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at Dundee is to reflect and respond to the legacy in Scotland of past designers, 
companies and partnerships, allowing the scale and intricacies of innovation through 
design to be seen on an historical spectrum that also projects forward to inform future 
practices.  This doctoral research examines curatorial methodologies and exhibition 
practices for design, arguing that if the changes in design and its strategic value are to 
be explored, understood and enjoyed within a modern museum context, then existing 
approaches need to be investigated, evaluated and potentially redesigned. 
 
If curation was once seen as the scholarly collection, preservation and presentation of 
artworks and objects, it now includes being characterised as an active artistic and 
authorial practice (Farquarson, 2003; O’Neill, 2012), a mode of inquiry (Drabble as 
cited in Graham & Cook, 2010; Fernández, 2011; Rogoff, 2010), and a means of 
facilitating and producing relationships between people and different forms of 
creative practice (Smith, 2012).  Curatorial practice for design - being primarily based 
on models from art practice - has yet to be fully articulated.  Exhibitions, although not 
the sole outcome, nevertheless are a prevalent manifestation of curatorial practice.  A 
contextual review undertaken of the subject suggests that preoccupation with product 
design, the lionization of the ‘hero’ designer, and a focus on aesthetic or functional 
concerns are just some common aspects of design exhibitions; these emphases 
arguably inhibit a more nuanced discussion and elaboration of strategic design 
processes.  In addition, as authoritative or transmission modes of communication 
within museums begin to change with the recognition of the interpretive agency of the 
visitor (Hooper-Greenhill, 2011), approaches for sharing knowledge and collectively 
exploring the complexity of design become opportunities for organizational 
innovation.   
 
For curatorial teams, these communicative developments and the new forms and 
theories of design pose challenges, as the display of outcomes may not be possible or 
desirable.  The outcome of a service design process for example may be an improved 
interaction or user experience (Stickdorn & Schneider, 2011).  The value of these 
design processes is more intangible and arguably becomes difficult to capture and 
present in traditional exhibition formats.  The research must question the extent to 
which new conceptions of communication and design ask for a reconsideration of the 
purpose of the exhibition, and of what it means to ‘curate’ design. For museums 
committed to developing wider understanding and appreciation of design, interest in 
tackling these issues is growing, but there is still work to be done to establish a firm 
base in academic design research. 
 
This research uses case study methodology to bring together the broader contexts of 
museum practice, design research and curation with the specificities of a small 
number of ‘cases’ of curatorial practice, chosen through purposeful sampling.  A 
hermeneutic approach (cf. Alvesson and Sköldberg, 2009; Crotty, 1998; Laverty, 
2003) is adopted, as the study seeks to bring together the ‘products’ of curatorial 
practice (such as exhibitions) with the interpretive horizons of the researcher, and 
those of individuals and teams engaged in curatorial projects.  This aims at opening 
up the multiple interpretive layers within each case, leading to a deeper understanding 
of the personal and collective values and characteristics that are reflected in curatorial 
methodologies.  Verganti and Öberg (2013) suggest that innovation, when explored 
through the framework of hermeneutics, can be seen as a process of interpreting 
(developing meaningful scenarios) and envisioning (imagining experiences, rather 
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than answering existing needs).  With a hermeneutic framework then, it is possible to 
both interpret existing practices, and learn from these to project forward, to envision 
new experiences.  Existing cases can be examined and questioned; offering deeper 
understanding of the past and present, and new possibilities can be envisioned; 
through an exploration of new meanings for products and services being designed for 
the future.   
 
The research also employs the notion of prototyping to conceptualise curatorial 
practices, in order to investigate how ‘scenarios of meaning’ (Verganti & Öberg, 
2013) are developed and to examine how and why innovation occurs in particular 
cases.  Michael Schrage (2013) suggests that prototyping is a means of ‘crafting 
interactions’: it is the creation of places for people to gather around different types of 
artefacts - tangible, digital or conceptual. For Schrage, prototypes are hypotheses, 
marketplaces and playgrounds: ideas to test; spaces where value is negotiated and 
exchanged; and spaces for play, structured and unstructured.  Each of these 
descriptions reflects qualities of exhibitions and other curatorial outcomes.  These 
notions of prototyping and the prototype allow the researcher to seriously play with 
conceptual framing of the curatorial design process, to build criteria for evaluating 
innovation.  In the development of new products and services for an emerging 
museum, it is necessary to be playful with existing concepts, allowing provisionality, 
physical and conceptual exploration and co-creation to be considered as part of 
framework for evaluation. 
 
Design Residencies: concept development for new products and services 
 
From 2005 to 2010 there was a noted 40 per cent rise in the total of freelance 
designers in the UK, with totals reaching over 65,000 in numbers (Design Council, 
2010).  This figure contributes to the 8.4 per cent of the population recorded to be 
working in the creative industries in 2010 (Bakhshi, Freeman & Higgs, 2013).  The 
Department for Business, Innovation and Skills and the Department for Culture, 
Media and Sport have advocated that the creative industries, which total 5.6 per cent 
of UK GDP, will be a critical area for growth in the current times of austerity 
(Kendall, 2011).  In response to these changes in the socio-economic landscape, 
museums have been working more strategically with creative industries, investigating 
the benefits of interdisciplinary exchange of resources and audiences (Kendall, 2011), 
and constructing hubs for the advancement of professional creativity (Bishop, 2004).  
This has led to a substantial increase in the provision of residencies provided by 
cultural and creative organisations, which aim at nurturing the professional capacities 
of the designer (e.g. Designer in Residence at the Design Museum, London; 
Designers in Residence at the University of Northumbria; and Fashion Foundry with 
the Cultural Enterprise Office, Glasgow).  However, despite progress being made in 
terms of provision, there remains limited research conducted on the design and 
effectiveness of this service and the current discussion in industry journals criticises 
programmes for lacking in consideration and preparation (Grey, 2009).   
One of the few definitions of residencies in circulation articulates the concept as 
‘schemes in which artists of all kinds – poets, composers, dancers, painters, 
craftspeople, photographers, filmmakers, and so on – work outside their ‘normal’ 
working circumstances and in contact with people who may not be considered to be 
an ‘arts audience’ in any conventional sense’ (Stephen, 2009, pp. 43-44).  This 
definition is limited to artistic practice and those residencies that tend to learning and 
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engagement strategies.  It excludes the residency models which consider the 
programme as a means for developing the business capacities of the practitioner in 
residence and the models which have the practitioner in isolation from social and 
economic distractions to develop new creative outputs or an exhibition.  The various 
frameworks that have been collated and examined through a rigorous contextual 
review offer a malleable understanding of residency.  Specifically, residencies offer 
creative practitioners the time and resources to innovate in practice, subsequently 
resulting in objects, events or services that the resident, participating individual and 
host organisation benefit from.  
 
Using the V&A at Dundee as the context for the investigation, this research aims at 
demonstrating how design research might be employed in the concept development of 
new products and services for an emerging museum.  The research intends to discover 
the strategies that can structure a residency programme which supports the 
development of innovation in practice, both at an individual and organisational level.  
Therefore, the methodology has been devised to capture and analyse existing 
residency practices whilst prototyping and testing a new model of provision.  As an 
inter-disciplinary project, the research exploits the strength of design research, 
specifically the ability to adapt methods and methodologies from other fields to 
develop new discipline specific research paradigms (Chow, 2008), and the belief that 
design is projective and powered by its ability to create new possible futures (Jonas, 
2001; Krippendorff, 2006).   
 
The research employs a case study methodology for the concept development of a 
new model of practice and it intends to provide a detailed and in depth account of the 
knowledge accumulated through a single exemplification (Robson, 1993; Yin, 2009).  
As part of the field research, a six-month placement at the Victoria & Albert Museum 
in London offered the opportunity to gain an understanding into the nature and 
phenomenon of residencies through use of heuristic research (Moustakas, 1990). This 
placement allowed for the researcher to: immerse herself in the museum environment; 
observe the events associated with the residency; interview the individuals 
participating in the programme; assess the importance of the residency with the 
Museum’s visitors; analyse relevant organisational documents, all of which provided 
rich empirical data from which to analyse and evaluate a residency programme in 
operation.  In addition, the placement offered an example through which to discuss 
the traditional and growing frameworks for design. 
 
The projective aspect of the design research in the case is powered by the 
advancement of prototyping in generative design thinking activities to facilitate and 
cultivate the design of services that truly represent those which are possible in real 
world practices (Simonsen & Hertzum, 2010).  The research employs the 
Participatory Prototyping Cycle, a method for using the prototyping process beyond 
physical construction to a convivial tool and a model for co-creation (Sanders, 2013).  
Concept development of a new residency model will be drawn from the ideas and 
conversations with individuals chosen through judgement sampling (Burgess, 1984).  
Insights gleaned from the field research will be conveyed to V&A Dundee and the 
Victoria & Albert Museum London through knowledge exchange sessions, research 
seminars and reports.  
 
Case Study: research methodology 
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In both of the aforementioned doctoral studies, Case Study as a methodology is 
applied to investigate innovation, specifically the concept development phase. Case 
study is a research method sitting along side experiments, surveys, archival analysis 
and histories, (Yin, 2009[5]) and it can also be considered as a methodology much 
like Narrative Research, Phenomenology, Grounded Theory and Ethnography 
(Creswell, 2013).  The main paradox of case study research is that it is widely used 
but often held in low regard by the research community (Flyvbjerg, 2013; Gerring, 
2007).  Many elements contribute to this conflict, much of these are deep rooted in 
wider contexts of social science research and often stem from fundamental differences 
within various research traditions (Langrish, 1993) and the existing qualitative-
quantitative divide in some social science research communities.  Case studies have 
been noted as a practice not worthy of regard as a ‘rational, scientific venture’ (Miles, 
1979, as cited in Yin, 1981, p.58).  The dismissive attitude could be due to a lack of 
consensus in regards to the definition of the term ‘case’, and the other terms 
associated with case analysis, even though case study as a practice is prolific and 
central to social science discourse (Ragin, 1992).  The strength of case study is in its 
ability to be malleable, and in its use as an applied method for both qualitative and 
quantitative social science research.  However, the flexibility and adaptability of the 
case study can cause much disagreement even amongst advocates.  Whereas some 
research states that multiple cases are vital to the generation of new theory, with high 
levels of empirical validity (Eisenhardt, 1989; Eisenhardt, 1991), others would argue 
that research which uses multiple cases are too concerned with developing methods of 
analytical measurability, and lack the rich and informative context needed to support 
new theoretical constructs (Dyer & Wilkins, 1991). 
 
Case study is well established, yet as a method for design research Breslin and 
Buchanan state, “designers have not yet made the leap to writing and using case 
studies as an important part of design education and research development” (2008, pp. 
37-8).  A number of reasons are cited for this, including: a reticence to allow outsiders 
into the product development process; a tendency to see individuality rather than 
universal ideas within the designers process; and the business-focused form of 
existing case reports that obscures other aspects of design practice. Dorst (2008) 
contributes to this discussion noting in design research’s bid to produce universally 
validated models and tools, too much investment has been directed towards the design 
processes, to the neglect of three prime aspects of creative endeavour: the object of 
activity (i.e. the problem and its emerging solution); the actors within the activity (i.e. 
the designer or team); and the context within which the activity takes place. 
 
Conducting “an intensive analysis of an individual unit (as a person or community) 
stressing developmental factors in relation to environment” (Flyvbjerg 2013, p 169) 
would appear to be an appropriate approach for gaining valuable knowledge about the 
practices of design, problematizing the notion that generalization is a necessary result 
of research.  Nuanced understandings, valid within one context, may be transferable 
to others, but generalising on the basis of specific cases should not always be the goal 
of social research.  Flyvbjerg (2001; 2013), Stake (2003) and Dorst (2008) argue for 
gaining in depth and particular understanding of current or past situations, in order to 
create a strong foundation for their respective disciplines.  However, if the aims of 
design research are to project forward, to create possible future products, services and 
experiences, then, as design researcher Rosan Chow (2008) argues, Case Study 
becomes inadequate.  Chow asserts it is unsuitable for the projective domain of the 
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design process, and that projection is the most distinctive aspect of designing.  There 
is a difficulty here for doctoral research, which most commonly explores existing or 
past design practices in detail.  While case study is a legitimate and effective 
approach, this research team has a responsibility to the industrial sponsor, which 
seeks insight towards the creation of innovative forms of learning and engagement in 
the museum environment. 
 
Chow continues to develop the concept and method of Case Transfer as a means of 
exploring the possibilities of design innovation, through transferring principles and 
qualities of design across different contexts (e.g. Chow, 2008; Chow, Jonas and 
Schaeffer 2009; Chow & Jonas 2010; Chow 2013; Press, Bruce, Chow and White 
2011).  In a manner similar to Flyvbjerg and Stake, she argues for questioning 
‘generalizability’ as a quality and evaluation criterion for design research.  This 
questioning, although rooted in similar beliefs about the contingency of human 
endeavour, has different aims.  In open-ended situations, where no outcome has been 
determined, design needs to project forward, to consider new possibilities.  Chow 
(2008) employs a Jonasian Toolkit to argue that case study is only useful to the 
analytical stage of designing but leaves the projective stage untouched, however the 
reverse could be said for her proposal on case transfer.  The work of Verganti and 
Öberg (2013) may begin to tentatively bridge what Chow perceives to be the gap 
between analysis and projection – or what Verganti and Öberg term the interpretation 
(Case Study) and envisioning (Case Transfer) that is required for the ‘radical 
innovation of product meanings.’ They employ a hermeneutic framework to explore 
innovation and there appears to be some crossover between this approach and some of 
the aims of Case Transfer.  Consideration of both of these approaches and 
frameworks informs the development of case study methodology within the doctoral 
research described above. 
 
The researchers are seeking to ensure a dialogue with people is integrated into design 
research in a seamless way, from conception to completion and engagement with the 
public. An objective of V&A at Dundee is to communicate the transformational 
capability of design and shift the popular understanding of design in the marketplace 
from an artifact to a force for sustained economic and cultural growth. The two 
doctoral projects are therefore working with this in mind.  
 
Conclusion: values emerging from the collaborative research 
 
A largely unspoken component in this concept development project is the 
underpinning values. For this research and these authors, there is no precedent to fall 
back on and/or reference for guidance: it is a complex environment to navigate; one 
filled with both high opportunity and risk.  The research offers an experiential and 
practical base from which shared values have developed and through experience and 
deep learning, we note the emphasis on value falls from the artifact or product of 
design towards the values underpinning design as a series of strategic processes. The 
emerging values from this collaborative research journey are design, innovation, 
partnership, people, trust and resonance: 
 
Design as “a problem solving process of conceptualisation and planning, concerned 
with the integration of technical, [material] and aesthetic issues existing within a 
social, cultural and philosophical framework” (Valentine, 2009, p 156, drawing on the 
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work of Richard Buchanan, 1998; Clive Dilnot, 1998; Tony Fry, 1999, 2009; Klaus 
Krippendorff, 1998, 2006 and Victor Margolin, 1998). The collaborative research 
explores design as a core business competency; a visioning tool shaping company 
developments for achieving sustained growth. 
 
Innovation as “collaboration between diverse organizations and individuals, the result 
of which is organizational learning” (Brown, 2008); the creation of genuinely new 
products and services classed as radical in nature (Kaiman & Schwartz, 1982), 
incremental improvements on existing designs (Phillips, 1966) and the introduction of 
existing ideas, products and services to new markets or organisations (Drucker, 
1985).  Particularly important is the definition of innovation as a process and a series 
of relationships: an on-going practice involving the creation and sharing of new 
knowledge, new collaborations and new ways of working (Tidd, Bessant & Pavitt, 
2005).  In thinking differently about the complex problems of today’s world and the 
way design permeates it, collaboration and partnership based design research seeks to 
challenge assumptions by seriously playing with ideas to offer innovative solutions 
that inspire people and businesses to achieve sustained creative, cultural and 
economic wellbeing. 
 
Partnership as an act of mindfulness; the ability to listen deeply, observe attentively 
and question critically the actions, information, knowledge and personal expertise 
unfolding through dialogue (Valentine, 2004; 2011). In this quest to develop a 
sustained partnership, a new inter-agency and trans-disciplinary model (or 
collaboration between Academia, Industry and Public Agencies), mindfulness is 
nurtured as a central tenet. Partnership is not viewed as a panacea for the design and 
delivery of complex policy, although policy development may be an outcome. 
 
People are the lifeblood of our work; they are the central connectors in our research 
and the most precious investment for achieving the design research aspirations.  
Without people’s willingness to engage honestly and ethically, progress is inhibited 
(Peat, 2008). Trust is the base upon which honesty and ethical engagement are built 
and why trust is also a value underpinning collaborative research. 
 
Trust as a critical tool for creating and sustaining working relations; as David Peat 
notes, “Trust…is the glue that holds society together, alive and functional. Without 
trust, our institutions would collapse” (Peat, 2008, p 106). Trust being compromised 
is one of the highest risks in collaborative research. Trust is nurtured at every stage, 
for example, by providing a respectful attitude and environment where ideas can be 
developed and discussed, using ways of working that bring together people with 
widely different experiences and expertise to facilitate effective solutions to highly 
complicated problems. 
 
Resonance with the real world is a sixth value as it allows a measurement of 
effectiveness with regards design research and researcher’s engagement with culture 
and society to identify, facilitate and demonstrate innovation. Enterprise and the 
transformative process of prototyping with the marketplace over a sustained period of 
time will be one way of measuring impact for collaborative design research. 
In presenting the values underpinning this design research, communication of why it 
operates the way it does and the influence this has on how design is undertaken, 
access to its relevance can, for some, be opened further. Indeed, it is perceived that 
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the values underpinning design and-or design research can provide a framework from 
which to evaluate performance and to understand how, where and what changes are 
needed in future iterations of design as a series of inter-connected strategic tools and-
or innovative processes. Looking ahead, the six individual values (identified to date) 
can be used to measure performance, but of arguably greater concern will be in 
understanding the relationships and inter-relationships between the values, and the 
emerging constellations they create.  
 
Notes 
[1] Design Dundee Ltd is driving V&A at Dundee and Design Dundee Ltd is a 
registered Scottish Charity, No: SC041219. Design Dundee Ltd is a partnership 
between the V&A, the University of Dundee, the University of Abertay Dundee, 
Dundee City Council and Scottish Enterprise. Professor Philip Long is the Director of 
V&A at Dundee. For further information: http://www.VandAatDundee.com. 
[2] The method of exhibition for conducting research as well as communicating craft 
and design innovation was central to the practice-led study and the first major 
exhibition was called, ‘Future Craft: Celebrating Diversity’ and held in 2007. It 
showcased the work of 27 international practitioners (individuals and groups) with 
over 250 examples of visual craft practice. Central to the exhibition was an invitation 
to the viewer to touch and physically engage with the work, and to explore the 
relation between word and image as a way of communicating the innovation within 
the process and product of a designer’s thinking. Proceedings of the exhibition were 
published. Follett, G., Moir, S & Valentine, L. [Eds.] Future Craft: Celebrating 
Diversity. Dundee: Duncan of Jordanstone College of Art & Design. Further 
information can be found at http://futurecraft.dundee.ac.uk Accessed 12 March 2014. 
[3] The doctoral awards are supported by the ESRC capacity building cluster, 
"Capitalising on Creativity", grant #res 187-24-0014 administered by the University 
of St Andrews, and conducted at Duncan of Jordanstone College of Art and Design, 
University of Dundee, UK.   
[4] The site mobilisation of V&A at Dundee is planned to commence in August 2014. 
It is anticipated the building will complete in late 2016, with the first full year of 
programming in 2017. 
[5] Robert Yin’s classic textbook Case Study Research: Design and Methods is now 
in its fourth edition, having first been published in 1984 
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Abstract 
 
There has been a well-documented increase in the level of investment and 
engagement offered by British museums to the creative industries, as evidenced by 
the proliferation in the provision of residencies in recent years.  Residencies offer the 
time and resources to innovate in practice, and can result in objects, events or services 
which benefit the host organization and participating individuals.  This paper will 
briefly review British examples of contemporary residency programs, identifying the 
overlapping and disparate characteristics of residencies, and provide an overview of 
various real-world practices to determine the main practical and strategic value 
offered by residencies to project stakeholders.  
 
Furthermore, this paper will offer an in-depth heuristic perspective of the Victoria and 
Albert Museum’s Residency Programme, with emphasis given to the development 
and management of the service and its situation within the Museum’s wider 
organizational framework.   This study contributes to a growing debate that design 
can be employed as a way of thinking about the development of cultural products and 
services, and uses the concept of residency as a lens through which the traditional and 
emerging frameworks of design can be viewed and can foster a discussion on the 
agency of design within a cultural organization.  
 
Keywords: Residency, Museum, Design Management, Heuristic Research 
 
Introduction  
 
From 2005 to 2010, there was a noted 40% rise in the number of freelance designers 
in the UK, with the total reaching over 65,000 (Design Council, 2010).  This figure 
contributes to the 8.4% of the population recorded to be working in the creative 
industries in 2010 (Bakhshi, Freeman & Higgs, 2013).  The Department for Business, 
Innovation and Skills and the Department for Culture, Media and Sport have 
advocated that the creative industries, totalling 5.6% of the UK GDP, are a critical 
area of growth in these current times of austerity (Kendall, 2011).  Part of the 
increased investment arising from this position of strength can be observed in the way 
British museums work more strategically with the creative industries.  Together, they 
create new partnerships to investigate the benefits arising from interdisciplinary 
exchange of resources and audience (Kendall, 2011), and construct ‘hubs’ for the 
advancement of professional creativity (Bishop, 2004).  In turn, this has expanded the 
role of the museum from one of showcase to that of the patron and client (Pavitt, 
2009).  
 
These factors disrupt the foundations that influence organizational behavior, and have 
contributed to an increased interest into the nature of residencies for creative 
practitioners.  The term residency can be found in a diverse range of disciplines, and 
within each of these areas, the definition of this term varies.  For the purposes of this 



 

	

390 

research, the term ‘residency’ is considered in the context of the cultural (specifically, 
museums and galleries) and the creative industries.  In this context we propose that 
residency denotes a provision of time and resources to innovate in practice, 
subsequently resulting in objects, events or services that the resident, participating 
individual and host organization benefit from.   
 
In a recent international survey conducted by the International Federation of Arts 
Councils and Cultural Agencies, 89% of the eighteen Arts Councils and Ministries of 
Culture from all continents reported that they provided support for residencies.  It was 
also noted that less than half (38%) of the respondent organizations had recently 
conducted an evaluation of these residency programmes (Gardner, 2013).  This 
reveals a tension between the intent and delivery of residency programs.  
Furthermore, the current discussion in industry journals criticizes programs for their 
lack of consideration in the preparation and provision of residencies (Gray, 2009).  It 
is argued, therefore, that despite progress being made in terms of provision, there 
remains limited research conducted on the design and effectiveness of this service.   
 
It has been noted that design thinking is key factor for a successful business (Martin, 
2009), and there has been a marked proliferation of the use of design thinking in a 
wide range of contexts beyond what is considered the traditional field of design 
(Kimbell, 2011).  This has filtered through to the cultural industries, which have seen 
a number of researchers exploring the use of design in the creation and development 
of products and services (Mitroff Silvers, Hamley, Trihn, Lytle-Painter, Ludden & 
Lee, 2014; Mitroff Silvers, Rogers & Wilson, 2013; Pitsaki, 2010, 2007; Pitsaki & 
Rieple, 2011; Rieple & Pitsaki, 2011).  This paper contributes to this growing debate 
using the concept of residency as a lens through which the traditional and emerging 
frameworks of design can be viewed.  We contend that Victoria and Albert Museum 
Residency Programme can foster a discussion on the agency of design with emphasis 
placed on the value design brings to the organization through a discussion on the four 
powers of design (Borja de Mozota, 2003, 2006).  We close by indicating the impact 
of this research on a future design museum’s strategy for engagement and 
participation. 
 
A Panorama of Residency Provision 
 
The term ‘residency’ implies an idea of an individual rooted in a physical location or 
community, whereby the organization providing the residency supplies the resources 
to the individual in residence to create new work or resolve an existing problem in 
their practice. Currently, there is no one model in use, and the various frameworks 
employed in practice - which are shaped by the different missions of the organizations 
housing the programmes - lead to great variances in expectations and requirements.  
The landscape of residency provision is diverse: centers provide ‘space away from 
their usual environment’ and ‘time of reflection, research, presentation and/or 
production’, and can include individuals or collectives from the full spectrum of the 
creative industries, including designers, artists, writers, curators and academics (Res 
Artis, 2014).  Residency programs can also be at the core of an organization, or be 
provided as part of a wider program.   
 
There exist only a limited number of studies on the provision of residencies: these 
have primarily been conducted on a national level, and are aimed at gauging the 
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importance of state-wide residency campaigns (EKOS, 2009; Hutton & Fenn, 2002; 
Stephens, 2001).  These mainly quantitative research documents often report on the 
number of activities provided and participants included, and tend to focus on the 
economic or social benefits offered by residencies to communities or geographic 
areas.  In addition, there are several reports on residency case studies, and these have 
often been undertaken as part of a larger initiative of delivering similarly structured 
residencies to several organizations (Hercombe, 1986; Museumaker, 2011).  These 
provide insights from the organization about the residencies, as well as their 
beneficial value to employees or visitors.  Finally, there are also a handful of internal 
evaluation reports, often commissioned by the organization providing the program 
and only made available to those working in the institution.  This means that what 
does exist contributes to an incomplete and insufficient critical debate on the subject.  
 
To overcome the lack of academic discussion on the subject, and to understand the 
role of residency within the current practice of cultural institutions, we conducted a 
rigorous contextual review of existing design and craft residency practices in Britain.  
This contextual review of residency provision introduced the idea the residency 
practices can be categorized into three conceptual models: these models represent a 
scale of engagement between agency, individual, audience and industry, and have 
been titled the Intramural Model, the Interpreter Model and the Industry Model. 
These are illustrated in Figure 1 and summarized below.  

 
Figure 1 ‘Visual representation of the existing frameworks of residency 
provision’. 
The Intramural Model is formed on the basis that the resident is given time and 
resources away from social and economic distractions to develop new creative outputs 
or an exhibition.  Examples of this model include Cove Park, a residency hothouse in 
the secluded area of Argyle and Bute in Scotland; Maker-in-Residence at the Barony 
Centre in East Kilbride (the self-proclaimed ‘Craft Town of Scotland’); or 
Architecture in the Forest, which provided a platform for sixteen makers to create an 
exhibition inspired by the Kielder Forest in Northumbria.  This model of residency 
provision focuses on the notion that innovation is stimulated through the process of 
the creative practitioner working in seclusion, relatively free from any external 
influences which could impede the creative process.  These characteristics are 
fundamental to any residency, and could be considered to be at the core of subsequent 
models.   
  
In the Interpreter Model, the resident is viewed as the intermediary through whom the 
audience interprets creativity.  This model is founded on the assumption that the 
resident can foster innovative audience engagement approaches within museums and 
galleries (Gray, 2009; Kendall, 2011; Morris, 2005) by reinvigorating the collection 
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and adding a critical dimension to works or curatorial methods (Morris, 2005).  The 
Museumaker project of 2011/12, for example, brought craft makers into museums 
around England in order to ‘unlock the creative potential of museum collections’ and 
to provide a contemporary perspective to the display of objects (Museumaker, 2011, 
p.3).  This use of the residency as a catalyst for audience engagement has been 
developed in response to the shifts in focus in museums and galleries, since interest in 
these organizations has forced a change from the traditional static environment to 
open, participatory and accessible process-driven displays (Morris, 2005).   
 
The Industry Model views the designer from a business-focused perspective. Within 
the field, these programmes expound the notion of a residency as a catalyst for 
innovation and enterprise within the designer’s practice, as well as in the practice of 
the organization.  It has been noted that those working in the creative industries are 
part of what is considered the super-creative core within the creative class, a social 
division which develops the economy through the advancement of ideas, technology 
and the production of creative innovation (Florida, 2002).  However, actors in the 
creative class find their practice defined by the opposing rationales of economically-
driven decisions versus creative aspirations, and it is accepted that an individual 
working as a creative professional must find a compromise between the two (Eikhof 
& Haunschild, 2007).  Residency programs such as Cultural Enterprise Office’s 
Fashion Foundry, the Incubator scheme at Cockpit Arts, and Hothouse provided by 
the Crafts Council, have noted this tension and devised programs which directly 
support new businesses in design and craft.  There are also new models of residency 
provision emerging, as companies bring designers in-house for a specific purpose, 
with the agreed trade-off that the residency will improve the designer’s practice.  This 
model can be explored in Research Designer in Residence program at the EMERGE 
recycling centre (in which the resident examines new forms of reusing materials); and 
the Geeks in Residence program facilitated by Sync (which pairs a designer with a 
suitable organization in order to facilitate knowledge exchange and skills 
development).  
 
However, these models, which are arguably limited by the aim of the host 
organizations, cannot be applied to future museum practices.  As the creative and 
cultural industries face increasingly complex challenges this must be reflected in the 
ways in which museums engage with all of their stakeholders.  This has already been 
noted in the research aimed at audience development in museums and galleries.  It is 
further evidenced by the change in museums, which no longer represent the ivory 
towers of sacred objects broadcasting information to visitors they once did, but have 
become sites for progressive methods of participatory audience engagement 
(Anderson, 2004; Hooper-Greenhill, 2011).  Audiences have formed a critical voice 
which scrutinizes museums (Anderson, 2004), and in response, museums have had to 
give ground not only to maintain the financial support they receive but also to 
establish their role in the new society (Waltl, 2006).  This paradigm shift has 
disrupted the cultural industries and necessitated a process of rethinking about ‘the 
museum’ as a concept, questioning the values and assumptions of museum 
professionals and those who engage with museums (Anderson, 2004).   As 
expectations of service quality are generally rising, it is recognized that since what a 
museum provides is an experience, it can therefore also be included within the service 
industries, and as a result, it must work in partnership with stakeholders to achieve 
user satisfaction (Waltl, 2006).  However, being audience-centred requires a complete 
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understanding of the values and expectations of museum stakeholders, and research is 
critical in making informed decisions on programs which evolve with the ever-
shifting dynamics of society (Waltl, 2006).   

 
Figure 2 ‘A New Model for Residency Provision’. 
 
As a response to this disruptive era in the cultural industries, a new model for 
residencies is required.  Figure 2 above demonstrates the integration of project 
stakeholders into the concept of residency, and acknowledges the need to avoid a 
linear transmission of resources and information, since each element of the residency 
should be engaged in the development process.  It is this model that will be applied to 
analysis of the V&A Museum Residency Programme, and which will provide the 
groundwork for discussion on the value of design to residency programs below. 
Design Thinking in Cultural Institutions 
 
The fast-paced changes in conceptualizations of individuality and society are only 
slowly beginning to be reflected in the fabric of museums.  Institutions have been 
criticized over this slothful development, and it is argued that museum practices could 
potentially be more responsive if human-centred design methodologies were 
introduced (Mitroff Silvers, Rogers & Wilson, 2013).  Pitsaki (2007) brought 
scholarly attention to the fact that cultural product design is an amalgamation of the 
existing product, graphic, service, experience and cultural design frameworks.  In 
addition, Pitsaki (2010) asserts that design can be used to define cultural organization 
performance by acknowledging design as the core of cultural product development 
and as a method to improve services and experiences offered by institutions.  This 
theory is supported by case studies of internationally-recognized museums 
(SFMOMA, J. Paul Getty and the Queensland Museum) who have used design 
thinking and design specific tools (e.g. rapid prototyping and customer journey 
mapping) to advance organizational practice through social design processes ( Mitroff 
Silvers et al., 2014; Mitroff Silvers, Rogers & Wilson, 2013).   Further still, Rieple 
and Pitsaki (2011) present a case for strategic design management in cultural products 
and services, stating that: 
 
[d]esign can create both a new vision of what the organization ‘is’ and reinforce and 
anchors its established ‘essence’ through the creation of artefacts and symbols that 
others interpret and use to shape what they do.  It may also provide an important 
element in the implementations of strategy, through focusing on product or service 
functionality or the creation of emotional or affective bonds (p.2).  
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Indeed, design is not only the subject of what a museum communicates to its 
audiences or how it communicates that information, nor is it simply a way to think 
about the way exhibitions are curated: rather, it is a way to frame the understanding of 
the development of cultural products and services, and as an approach to the strategic 
management of a cultural institution.   
 
Methodology: Heuristic Research Placement at the Victoria and Albert Museum 
 
A six-month research placement at the V&A Museum in London offered the 
opportunity to gain some insight into the nature and phenomenon of a residency 
program through use of heuristic research (Moustakas, 1990). This type of research 
can be defined as the; 
 
search for the discovery of meaning and essence in significant human experience.  It 
requires a subjective process of reflecting, exploring, sifting, and elucidating the 
nature of the phenomenon under investigation.  Its ultimate purpose is to cast light on 
a focused problem, question or theme (Douglas & Moustakas, 1985, p.40).  
 
This placement was an opportunity to answer the research question; ‘What is the 
nature and phenomenon of the V&A Museum’s Residency Programme?’  It allowed 
this researcher to be immersed in the museum environment and actively engaged in 
the events associated with the residency.   
 
In addition, nine recorded conversations (the advised method of interviews in 
heuristic research) with eight individuals were conducted: this included fellow 
residents as well as those who participated in the residency program from different 
departments across the organization.  The Museum’s existing audience development 
research was scrutinized, and there was an opportunity to engage with visitors and 
extract the value that the residency program contributed to their Museum experience.  
This research identified and analyzed the value the program offers to the resident, 
staff and external networks, as well as the nature of the relationships created between 
these different individuals and groups.  
 
Heuristic research is a six-phase investigation (Moustakas, 1990), although 
completion of the phases should not be the goal nor necessarily carried out in 
sequence, as this might lead to a mechanistic approach. Rather, the purpose of 
heuristic research is to be directed by feeling, to scope uncharted territory and develop 
the tacit knowledge of the primary researcher (Sela-Smith, 2002).  
 
Six Phases of Heuristic Research:  
 
Initial Engagement is the discovery of the topic relevant to the researcher’s personal 
values, and one that considers social meaning and significance of a particular 
phenomenon (Moustakas, 1994).  The research question is then formed from the 
engagement with the subject through ‘self-dialogue’ and inner reflection on the part 
of the primarily investigator (Moustakas, 1990).  
 
The Immersion phase is the point at which anything related to the question becomes 
raw material which offers insight into the understanding of the phenomenon.  This 
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includes a heightened awareness of one’s interactions and environments, and the 
process includes spontaneous ‘self-dialogue’ (Moustakas, 1990).  
Incubation is the process of removing oneself from the intensity of the immersion 
phase: the researcher is no longer absorbed with the question, yet growth in 
understanding is still taking place.  The incubation phase is a time of ‘silent 
nourishment, support, and care that produces a creative awareness of some dimension 
of phenomenon or a creative integration of its parts or qualities’ (Moustakas, 1990, 
p.29). 
 
The Illumination phase is the process that naturally occurs when the researcher is 
receptive to tacit knowledge and intuition, and is often described as the creative 
discovery.  As Polanyi (1966) states, ‘we know more than we can tell’ (p.4), and this 
is the phase in which the researcher recognizes the knowledge and understanding that 
has been discovered through the heuristic research process.  
 
The phase of Explication occurs when the researcher attends to their own thoughts to 
examine what has come to the surface in his or her consciousness, and to examine the 
layers of meaning that have presented themselves (Moustakas, 1990).   
 
Creative Synthesis is the final phase, and is achieved through tacit and intuitive 
powers when the challenge for the researcher is to present his or her insights on the 
core themes and their constituents revealed through the analysis of data (Moustakas, 
1990).  Often, this awareness (brought about through the research) is presented as a 
narrative depiction, but visualizations, poems, painting are also recognized forms of 
communication.   
 
Figure 3 below illustrates these phases and their application to the research placement. 
 

 
Figure 3 ‘An illustration of the heuristic research process for the research placement 
at the V&A Museum.’ 
 
The Victoria and Albert Museum’s Residency Programme 
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Derived from The Great Exhibition of 1851, the V&A Museum defines itself as the 
‘world’s greatest museum of art and design’.  The founders of the V&A placed 
creativity at its core, and viewed the institution as a hub for education, with a primary 
audience of designers and craft makers in addition to the wider public (Pavitt, 2009).  
The first Director of the Museum, Henry Cole, declared the institution ‘a school room 
for everyone’ (V&A, 2014), and since its inception, designers have played a 
prominent role in the establishment and development of the institution.  They have 
always maintained a presence by working on V&A premises for most of its history: 
for example, the renowned designer and painter Godfrey Sykes was the in-house 
‘decorative artist’, and managed the Museum’s design studio from 1860-1866 
(Marsden, 2013).   
 
This fundamental organizational principal still exists, yet it is recognized that 
externalities will have an impact on the way this translates into the service the V&A 
provides.  
 
The V&A was conceived as, and continues to be, an engine room for the creative 
industries, but how does that conception translate into reality? What, one might ask, 
can a museum do that is relevant to a twenty-first-century economy? As we shall see, 
it can help designers by providing inspiration, learning, and access to technical 
expertise, and by giving them a showcase; it can create communities and networks of 
students, designers and manufactures; and it can influence public taste, thereby 
affecting patterns of consumptions and production. (Holden, 2007 cited in Pavitt, 
2009, p. 93) 
 
This notion is further reflected in the Victoria & Albert Museum’s Strategic Plan 
2011-2015, which states that the objective of the residency programme is ‘[to] 
promote, support and develop the UK creative economy by inspiring designers and 
makers, and by stimulating enjoyment and appreciation of design’ (V&A, 2011, 
p.12).  This illustrates the continued interest the Museum has in maintaining a strong 
relationship with the design community, and also suggests that the residency is an 
essential part of the operational intent of the whole organization.  If the residency is 
part of the business model, and ‘the business model is like a blueprint for strategy to 
be implemented through organisational structures, processes, and systems’ 
(Osterwalder & Pigneur, 2010, p.15), the residency therefore becomes part of the 
strategic objective of the organization.  This is crucial, as the research identified the 
prominence of strategic design in the process of planning and managing the 
Museum’s Residency Programme.  
 
The Victoria & Albert Museum Residency Programme has been running since 2008, 
and is an integral component to the Learning Department, assisting in creating a 
dynamic, creative museum.  Since its inception, the Museum has hosted over twenty 
individuals or collectives working in the areas of design, craft, architecture and visual 
art.  The programme offers residents the opportunity to develop new work, re-assess 
their practice or see work in different context by responding to and working with the 
V&A collections, using the Museum’s resources to promote greater understanding of 
the creative process for the public.  The Residency includes a research and 
development phase which enables the resident to consider new directions for their 
own work, as well as work with the collections and plan participative projects with 
the public.  There is no expectation that a completed body of work is made during the 
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residency period: however, the position is offered on the understanding that the 
resident allocates at least one third of their tenure to assisting the Learning 
Department in developing programs and events for visitors to engage first-hand with 
the process of creativity.  Such activities include, but are not exclusive to: open studio 
sessions which allow members of the public to enter the residency studios and discuss 
the design process; workshops with invited school groups from primary and 
secondary schools from the London area (which can span two to four days at the 
Sackler Centre, but may also be broken up so that the resident works with the groups 
over two months); evening workshops with teachers or those working in higher 
education; leading activities during special events at the V&A (i.e. the yearly Sackler 
Conference).  
 
The research placement coincided with two six-month residencies: a Games Design 
Residency and a Ceramics Residency.  The Games Design Residency was the first of 
its kind hosted by the Museum: the resident was allowed six-month access to one of 
the residency studios at the V&A, with a further two-month production period in 
Dundee with the residency partners, the University of Abertay and the V&A Museum 
of Design Dundee.  The production period was intended for a game based on the 
British Galleries of the V&A Museum and was to be developed as part of the 
residency.  However, this expectation of a new design product is unique, as it is not 
normally required of the residency program.  The Ceramics Residency was part of an 
ongoing residency program for ceramists located in the Ceramics Galleries of the 
V&A Museum, and this program was specifically for an early career ceramist.  
Insights and Discussion 
Using the residency model proposed, the research allowed for the complexity of the 
V&A Museum’s Residency Programme to be mapped out (see Figure 4).  In the 
illustration, the institutional departments of V&A organizational structure have been 
identified.  As previously stated, the residency is situated in the Learning Department: 
however, the residents are allocated a curator from the Collections Department, and 
often have a lot of interactions with other members in different departments.  
 
This model also illustrates the six definitions of key audience groupings as defined by 
the V&A Museum: independent adults, students, families, organized groups, schools 
and adults from the creative industries (Fritsch, 2008).  This presents an interesting 
dilemma in thinking about the residency from a design perspective, as it becomes 
apparent from observing the residency programme that there are two varied users of 
the service.  Firstly, the resident is a user who is given the opportunity to work within 
the institution and use the facilities and resources to develop new work, and secondly 
is the Museum’s audiences in all categories.  However, it is primarily the intention of 
the Museum to have the program as a means of attracting and engaging new 
audiences, who form the second group of users.  The Museum’s Residency 
Programme shares this tension, since although the resident is the primary actor of the 
service, in an echo of the Interpreter Model, he or she also becomes the conduit 
through which creative endeavour is communicated to visitors.   
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Figure 4 ‘A Stakeholder Map of the V&A Museum’s Residency Programme using the 
New Residency Model’. This visualization offers insight into an alternative way of 
exposing the system and evaluating the design development of the residency.  
 
In this context, this residency views the designer in a similar way to other 
organizations who have shown an increasing understanding of the value of designers: 
namely, that the ‘designer formerly seen as an external actor for the differentiation of 
the firm becomes an internal actor in the building process of core-competency 
through the differentiation of innovation process’ (Borja de Mozota, 2003, p.93).  As 
argued by Borja de Mozota (2003, 2006), there are four powers of design which 
create value in management, and these powers are the axes from which to evaluate the 
system of the organization; these are design as differentiator, design as integrator, 
design as transformer and design as good business.  Using these four powers of 
design, the following is a discussion on the value of design transferred by the 
residency to the Learning Programme of the wider organization67.   
 
Design as Differentiator 
 
Hosting a designer to work in-house and engage with visitors is a source of 
competitive advantage for the V&A and can be considered a USP for the Museum.  
The program has been developed and is geared towards a customer orientation.  It 
provides key audience groups with an opportunity to be a resident (and gain access to 
the Museum as a source of inspiration and development in their practice), or a visitor 
(to view a studio or speak with a resident to further understand the process of 
creativity).  As one research participant explained in conversation: 
 
The residencies are an amazing opportunity to understand somebody’s process or 
somebody’s practice, and if we can get students experiencing that in the truest sense, 
then that’s what we want them to be able to do.  To come in and follow a similar 
process to what the designers are doing… obviously you can’t completely replicate it, 
                                                        
67

 Due to brevity a full evaluative discussion of the research is not proffered in this paper.  Instead it offers insight into how Borja 
de Mozota’s (2003, 2006) four powers of design theory is applied to the V&A Museum’s Residency Programme, and we consider 
how this may make a contribution to the concept development of a new service for an emerging design museum.  
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but it’s allowing them to have that room to explore in a similar way to the way the 
residents are working with the collections. 
      (Conversation 5)  
 
As an approach to differentiation, design considerations exist in the election of an 
individual for the residency position; someone who is open to exposing their practice 
to visitors is at the forefront of the decision making process.  As can be seen from the 
comment below:  
 
We need to have a balance between somebody who is an exciting practitioner and a 
practitioner of a high standing, because we are an international museum. We need 
good people and interesting people, but we also need people who are going to relate 
to our audiences, who are going to be able to communicate with them and who will 
give our audiences something interesting to engage with.    
     (Conversation 9)  
 
Having a resident present – visible and accessible - is perceived as vital in 
maintaining effective strategies in transmitting information from the Museum to 
audiences, specifically in providing an interpretation of the creative process.  This is 
an existing objective.  Yet, as design domains are expanding, and practice is 
morphing into new forms, the demand to have a designer who can communicate the 
general subject complexities of design to the Museum’s eclectic mix of visitors 
becomes increasingly important. This knowledge, skill and capability may arguably 
have greater significance in future design, selection and delivery of a residency. 
Design as Integrator 
Based on the notion of design as a resource that improves new product development 
(Borja de Mozota, 2006), the contribution made by a designer-as-resident to a 
Learning Programme, and the overall engagement program of the Museum, is crucial.  
They tend to work with staff in the Learning Department to develop products (i.e. 
talks, events, workshops and-or resources) that are intended for visitors to use and 
actively engage with the V&A building or the Museum’s Collections. 
 
At V&A London, residencies are always themed by a certain type of practice, and 
apart from the Ceramics Residency, there is never a repeat of a specific practice.  For 
this reason, the resident can disrupt the thinking or actions of the institution, and this 
new perspective can assist in the development of product or service for the Museum.  
 
I have been here quite a long time so I feel like I know the collections, or you develop 
your own way of understanding them.  But then you bring in another person, another 
way of thinking, another process, and it allows you to rethink it and not to get really 
settled in one way of looking at things, which could be really easy to do.  But then, 
because you have four to five different people every year that are making you look 
differently at things, it really helps in that sense, and that is obviously going to feed 
through into everything else that we do. We also work with teachers as well in the 
V&A Sanctuary Programme. Quite often they are delivered by the residents, and that 
aspect is really important.  It’s opening up teacher’s ways of responding to the 
collections and ways of thinking in relation to design […] This gets them to think 
really differently.    
      (Conversation 5)  
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Design as an integrator in this experiential context is as a relatively neutral facilitator 
between past and present creative practice; inspiring and teaching educators to see 
and understand alternative approaches to working in a contemporary fashion with the 
asset (that is the V&A Collections).  
 
Another example of ‘design as integrator’ can be seen in the way a resident can offer 
value to the organization through the creation of a resource object.  The object 
depicted in this image is a ‘Museum Trail’ intended for families.  The Trail was 
developed by the Ceramist in Residence, and is themed around the subject of focus 
for the residency; namely, the building’s architecture and the hidden histories of the 
Museum.  There were 5,000 copies of the trail printed, and it is currently one of three 
permanent trail activities provided by Learning to the Museum’s visitors.  Since there 
is no obligation for a resident to present an exhibition of the work they create while in 
residence, this resource object is quite unique inasmuch as it is an artefact designed by 
the resident but intended to contribute to the ongoing development of the Learning 
Department services on offer to audiences.  
 
V&A London is an organization with over 700 staff and 12 departments.  Based on 
initial findings from this heuristic study, there is scope to further explore the value of 
design as integrator in the residency program beyond the Learning Department and 
into other areas of the Museum.  In particular, the application of service design and 
systems design in the wider organisational framework is an interesting and 
unchartered territory, offering a potential to further enhance the level of innovation in 
organizational practice and experiment with new internal collaborative partnerships 
nurtured through design. 
 
Design as Transformer 
 
The application of design as transformer verifies the importance of strategic design in 
the process of planning and managing the Residency Programme as it is one of few 
parts of the Museum’s program that is subject to change, and can reflect the interests 
of the external environment and fluctuations in the sociocultural landscape.  For 
instance, the Games Designer in Residence project was one of the first of its kind: 
indeed, only the University of California in Santa Cruz had previously offered a 
residency to a Games Designer (Stephens, 2012).  The Games Designer in Residence 
program attracted national attention, causing a media stir that saw it featured in The 
Guardian, The Independent, The BBC Breakfast Show and many more news and 
online reporting platforms.  The residency was devised during a period of increased 
interest from the Museum on the subject of ‘digital’ arts.  The V&A Museum is 
currently increasing their collection of digital artefacts, and in August 2013, they 
hosted a Friday Late Event themed to the internationally recognized digital game 
Minecraft (Reynolds, 2013).  This residency is part of the Museum’s public actions to 
reflect a notable change in the times, and to evidence the fact that the Museum is 
responsive to topical interests, a key feature in design as transformer (Borja de 
Mozota, 2006).  This strategic approach to design management is further discussed in 
the extract below, in which the interview participant explains how the Museum’s 
Learning Department pursues new residency opportunities to capture increased 
interest from the Museum’s audiences and non-audiences alike.   
 



 

	

401 

 Strategically, the aim is always more visitors engaging with more residents, and I 
think there is just such a wealth of disciplines […] there are loads of disciplines that 
we haven’t even touched yet.  I think we are a long way from running out, and I think 
strategically we want keep on supporting Museum priorities, be that a major gallery 
opening like Europe, or big exhibitions, or collecting digital like the way the 
Contemporary Team is now collecting digital things.  For example, the Exhibition 
Road Residency Programme… the second residency is going to be XXXXXXXXXX, 
so strategically that is lining up with the way that the Museum’s collecting interests 
are going, as well as being aligned to a big project, so strategically you are always 
trying to hit as many targets at once, and have one eye on the public program. 
      (Conversation 9)  
 
This evidences the strategic design of the V&A Residency Programme, in which it is 
intended to discover new disciplines in an effort to build relationships with potential 
new visitors whilst simultaneously capitalizing on what exist in terms of shared 
resources and audiences.  Understanding this method of employing design as a tool 
for transformation in the residency program offers new insight into the development 
and delivery of this service, specifically in regards to managing an evolving 
programme.  
 
Design as good business 
I think the Museum gets a lot out of the residents. I think it gets good value for 
money… what they provide, compared to what it costs, seems to me good value. 
      (Conversation 6) 
 
The Residency Programme offers the Museum an opportunity for new information on 
a certain discipline of design to be integrated into the Learning Programme and the 
overall organization.  The Games Design Residency offered further added benefits to 
the Museum in addition to the resident working within the institution.  As part of the 
residency, the games designer was expected to create a new game inspired by the 
British Galleries, and these galleries were the first to be renovated as part of the 
Museum’s renovation strategy, ‘FuturePlan’.   The Games Design Residency gave the 
galleries a new lease of life, since the game that was created was based on a William 
Morris’ Strawberry Thief printed fabric which the visitors were encouraged to visit to 
see the designer’s inspiration after they had had the opportunity to play to game 
prototype.   
 
The benefits for the Museum in this instance was the new game, which is good 
promotion for the British Galleries, and its production, which was good value for 
money as the resident was an early career games designer and the residency cost a 
fraction of the normal price of commissioning a game from a games design company.  
It also allows for the V&A to increase brand value by supporting a future iPad game 
and entering into the gaming industry.  By the same token, the resident capitalizes on 
the association with the V&A brand to increase product exposure.  This system of 
patronage could be developed by the Museum with an exploration into other 
disciplines and the mutual benefits shared by organisation and residents.  This 
research verifies this exchange between organisation and resident, an important 
element of any residency program and may be used for scrutinizing future 
advancements in a reciprocal and mutually supportive relationship. 
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Future Implications 
 
This research conducted at the V&A Museum in London is part of a doctoral project 
that is sponsored by a future museum, namely V&A Museum of Design Dundee68 
(V&A Dundee, scheduled to open in 201769). The doctoral study sits within a larger 
partnership between the University of Dundee and V&A Dundee and the residency 
research was initiated in 2010-12 by Duncan of Jordanstone College of Art and 
Design researchers drawing (in part) on their research (2005-10). The insights gleaned 
from the placement and the tacit knowledge developed by partnership research, offers 
an opportunity to contribute to the concept development of new products and services 
of an emerging organisation. This new knowledge will be delivered to the Sponsor as 
part of an ongoing knowledge exchange process.  Specifically, the research aims at 
structuring a theoretical framework that will be able to inform the development of a 
new residency program.70  
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