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UNIVERSITY OF WALES TRINITY SAINT DAVID
CONTINUING PROFESSIONAL DEVELOPMENT SCHEME
FOR RECOGNITION BY THE HEA AGAINST THE
UK PROFESSIONAL STANDARDS FRAMEWORK

APPLICATION FOR FELLOW


SECTION ONE:

	NAME
	
Bella Kerr

	FACULTY/CENTRE/SCHOOL/
DEPARTMENT
	
[bookmark: _GoBack]Swansea College of Art / Faculty of Art & Design


	POSITION (E.g. Lecturer/Senior Lecturer/Principal Lecturer/Head of School/Other (please specify)

	
Senior Lecturer 

	ROLE (E.g. Lecturer/Programme Director/Admissions Tutor/Module Leader/Other (please specify)

	
Senior Lecturer, Cert HE: Art and Design Foundation, Fine Art subject leader


	
LENGTH OF SERVICE AT UWTSD

	
YEARS:   20              MONTHS:  




	
APPLICATION FOR FELLOW

In your application for recognition as a Fellow of the Higher Education Academy (HEA), you are required to demonstrate fully how your continuing professional development allows you to meet the requirements for Descriptor 2, Fellow status, as outlined in the Guidance Handbook, relating to the Dimensions of the UK Professional Standards Framework (UKPSF), that is, Areas of Activity, Core Knowledge and Professional Values.

You should aim to include examples of your use of/commitment to relevant elements of the Professional Values and Core Knowledge throughout your account. Make clear how you apply appropriate Core Knowledge and how you demonstrate your commitment to appropriate Professional Values set out in the Framework.










	
General Principles to consider in preparing you application

· You will need to incorporate relevant subject and pedagogic research and/or scholarship in your approaches. How you evidence this will be dependent on the context in which you are working, the nature of the subject, discipline or profession in which you teach, and the expectations of the University.

· Ensure you provide reasons for the choice of activities you describe, and demonstrate that you reflect on your teaching practice and the students’ learning experience.

· Ensure that you explicitly incorporate how you have successfully engaged, where appropriate, in professional development activity related to teaching, learning and assessment responsibilities. 

· The Assessment Panel recognises that there will be considerable variation in applications, reflecting differences in individuals’ experience, their job roles and contexts. The quality of your reflection is far more important than quantity.

· This application is a personal account so you should focus throughout on your own professional practice and decision-making.

· By applying to become a Fellow you will have the opportunity to:

· Think deeply about and thereby enhance the quality and effectiveness of your work in the area of teaching and supporting learning in HE.
· Gain national recognition for your role as a teacher and/or supporter of learning within the HE context























SECTION TWO:	Your reflective account of your Continuing Professional Development

The boxes below should be used to present your critically reflective (not descriptive) account of how your Continuing Professional Development (CPD) has enabled you to meet the UK Professional Standards Framework Areas of Activity.

For each of the Areas of Activity you should demonstrate why you chose to undertake the approach, activity or technique and show how they relate to developing learner understanding. Whilst directly addressing the Areas of Activity, you should demonstrate how you meet all aspects of the Core Knowledge and all aspects of the Professional Values and map these as appropriate.

Your application should show successful engagement in appropriate teaching practices related to the Areas of Activity, successful incorporation of subject and pedagogic research as part of an integrated approach to academic practice, and successful engagement in professional development in relation to teaching, learning, assessment, scholarship and, as appropriate, related academic or professional practices.






























	A1:  Designing and planning learning activities and/or programmes of study (700 words)
Identify how you contribute to the design and planning of effective, valuable learning experiences

	Engagement in a variety of learning activities, at a variety of levels e.g.
· Micro: individual/one-to-one or small groups
· Mesa: module sessions, course or programme level
· Macro: policy, HEI, professional body level

	Evidence might include:
· Development and enhancement of session plans
· Identifying and planning different kinds of interaction with learners in various contexts
· Design or redesign curricula, modules or programmes
· Involvement in validation panels
· Use of individual’s learning materials by others (e.g. within/beyond own institution)
· Contribution to the creation of learning resource packs and computer-based or open learning materials or the development of virtual learning environments


	Address the following:

1. The main ways in which you design and plan learning activities and/or programmes of study (Approx 100 words)
2. The reasons for your choice of subject material, activities and techniques and the particular learning technologies included in your plan
3. How your choices facilitate your students’ learning in general and within their subject area
4. Which elements of Core Knowledge did you utilise and why?
5. Which Professional Values were particularly relevant and why?

	Recently moving from Programme Director to a 0.4 teaching role, this section will primarily describe my approach, prior to that change, to writing a new document that enabled the Foundation Art and Design course to transition from a Level 3 and 4 course, to a course validated by UWTSD. Writing most myself, my commitment to a team ethos influenced effective utilisation of staff to produce a document that addresses broad principles of learning and individual progression. 

It is almost a hundred years since Johannes Itten designed the influential preliminary course at the Bauhaus, in Weimar in 1919, and introductory courses in art and design still exist around the world. Many maintain the principle that there are basic skills, approaches, and methods to learn that are common to all art and/or design disciplines. Others… are being rethought. A number are jeopardized. So, what traces of the original ideas remain? And what are we introducing students of art and design in the twenty-first century to?
(Briggs 2103: 7)

Context
Changes in funding streams necessitated that Foundation (Art & Design) could no longer be delivered from the WJEC Level 3&4 document, and that I should write a Level 4 Cert HE, fulfilling similar aims within art education. 
As the first course of its kind in Wales and possibly the UK, it was important to retain essentials of the traditional Foundation, while considering the University framework, and making evident to applicants, feeder schools, receiving universities and employers that the course was enhanced and continued to fulfil its remit as a relevant qualification. (K1, K2, V2, V1, V2, V4)

Structure
It was essential to consider teaching and learning at all levels – particularly micro and mesa, and proportionally macro. A 6 x 20 credit module structure ‘builds’ the journey from introduction and experimentation to specialisation, UCAS application, development of practice and contextual knowledge, towards preparation and production of a final exhibition. The module titles are clear signposts to staff and students:

Introduction to Art and Design: Experimentation to Specialisation; Developing Specialist Practice and Preparing for Progression; Developing Personal Practice; Extended Creative Enquiry: Development and Theoretical Approaches; Extended Creative Enquiry: Realisation and Presentation

Document, Delivery and Ethos
Concerned that the ethos, pedagogical culture and epistemological position of the Foundation course should be retained, in a revitalised form, I understood that this would be most evident to students and applicants in the delivery of the course, through the introduction and teaching of projects and other components. 

I nurtured staff collaboration as PD and it became a key strength of Foundation, sustained through dialogue between staff, and students, within a multidisciplinary course. Reflecting this, I wrote all modules for delivery by all staff, or more than one member of staff, even if nominally one person is ‘responsible’ for a module. 

There was a good enthusiastic course team who cover all the main disciplines. Lots of team teaching had taken place, which had resulted in some exciting work and added to the dynamism of the course.
(Prendergast 2015)

Introduction to Specialisms specifies 4 project outcomes to cover exploration of the span of art and design. These are expressed as Fine Art, Visual Communication, Fashion and Textiles, and 3D Design requiring the whole team’s specialist knowledge and skills for delivery and informed assessment and diagnosis of students’ direction. 

The structure ensures that in delivery staff benefit from shared knowledge and the responsibilities of planning, teaching and assessment, (K1, K2) while sharing information with students is enhanced by online systems (Moodle) and between staff using a ‘shared-space’ for course documents and assessment material. I developed a culture of frequent whole course meetings to support a collaborative approach and the need for attendance, and planned teaching and learning to take place in the studios through personal contact.

Among several thoughtful aspects to the course and its delivery was the weekly meeting. The course team and students meet every Monday morning at 10am to discuss several issues. Projects and progression, assessment criteria, housekeeping, 'What's On', locally and nationally, and any other relevant topics are aired. This has resulted in a great feeling of camaraderie for the whole course. This was evidenced by the student feedback session with the moderator.
(Jones 2016)

	



	A2:  Teaching and/or supporting learning (700 words)
Identify how you engage with learners, whether in groups or individually. These encounters may be in a wide range of environments such as classrooms, seminar rooms, lecture theatres, labs, learning support centres, offices, etc.

	Engagement in appropriate teaching and learning strategies including:
· Use of a arrange of teaching approaches and modes of delivery
· Use of relevant assessment approaches with a variety of groups
· Selection based on educational evidence and values
	Evidence might include:
· Lecturing, tutorial or seminar work
· Studio, clinical, laboratory or work-based teaching
· Distance learning
· Peer assessment of teaching and or teaching observations
· Student feedback/evaluations
· Reflective diary/blog
· Learning outcomes-related indicators (e.g. relevant session plans/module materials)
· Material from online training
· Learning activities supported through the VLE (Moodle)


	Address the Following:

1. The main ways in which you teach and/or support learners (Approx 100 words)
2. The activities or techniques you use and why
3. How you came to use them and why you think they were successful in supporting student learning. Give reasons for your choice of activities and techniques and how they relate to developing the learners’ understanding of the subject.
4. The elements of Core Knowledge you utilise, how and why.
5. Which Professional Values are relevant and why.

	The rationale of the Cert HE ADF …is an introduction to study within art and design, a foundation or basis for students entering ‘art school’ and encountering, for the first time, studio based teaching and learning, characterised as enquiry and learning through drawing, making and process, writing, research, presentation and discussion…through a coherent and structured process of development and decision making; moving from basic skills learning and broad experimentation to consolidation and independent working. (BK)

Students report experiencing a sense of freedom on encountering studio learning, appreciating the release from an ‘academic’ learning context. For dyslexic students, for example, this can be empowering, as they encounter a situation that reflects their abilities, rather than viewing them as problematic. (K2, K3, V1) I encourage learning through experimentation (play) and making as essential to the development of a personal working method, through a supported, but self-directed consideration of personal strengths and weaknesses. 

This book makes a case for play – inscribed in us… as a means of exploring the world, learning what we need to know to survive and the ground of art’s being. In life, we rehearse a range of possible futures and hold different realities in our imaginations at once. We make time paths for these possible futures, saying ‘if that happens, then I will do that’. We draw on these ‘memories’ of the future when we make decisions about how to act ‘in the real world’.
(Neal 2015:6)
Example project: 
Recipes for a Red Ball 
Visual Knowledge: How Do We Make the Things We Make?  
How would you approach the problem of constructing a spherical form? What are the issues of cost, durability and feasibility – will the method suggest a scale itself? Is colour intrinsic to the material, or will it be added after construction? It be a complex textile project, or a simple hand-moulded form. Any material may be used. A 3D form might be replaced by a 2D image. 
The sphere is a universal form, functional and non-functional. Our response physical and active – it is something to hold, throw or keep. 
Explaining the making process provides an opportunity for discussion, the sharing of skills – either traditional or unique – and consideration of the object. 
(Original residency text reused for project brief)  

Red Ball was a participatory artwork I made during a residency at Studio Supersaurus, Swansea. I asked visitors to construct and give me a red ball.  To continue the project as part of my teaching I devised a one-day class for which students started by making a red ball. They experimented with a range of materials, using ideas and processes to shape the structures. Students made drawings to explore these thoughts before, during and after making, drawing in ways that mirrored the actions of making. 

A personal project has been extended to introduce students to the idea of participatory work, linking my practice as artist and teacher and blurring the lines between disciplines. It asks questions about ownership of work, collaboration and function. It is an incremental, modular, on-going participatory, ‘conceptual art’ project, a technical workshop and a learning process.

Making is complex and what we do with our hands and what is in our heads while making is an interesting matrix. Students can examine how ideas – abstract, about making or issues – are carried by objects; how discussion and appended narratives can expand meanings, and how colour, form, texture and scale speak.

Red Ball opens up teaching around technique and how the maker can subvert an existing method or create a technology. It allows a focus shift to the knowledge that the student brings, underlining that teaching is an exchange, informing both teacher and student.

The brief pushes inventiveness, so that known methods and current interests may make a ‘turn’ or require a new start to be made, sparking new approaches or directions. It bridges between an ‘open’ project, where there is no limit to the response, and the prescriptive brief that produces a certain outcome. 

New ideas and methods constantly arrive in the project, as when students started to draw their own hands making. Red balls have come with written accompaniments or wrapped; examined family ties, lack of money, left over porridge, childhood memories, mass-production, chaos and order. 









	A3:  Assessing and giving feedback to learners (700 words)
Show how your assessment strategies and activities are appropriate to learning experiences; your approaches to marking and moderation and how these approaches ensure that assessment is reliable and robust; and your approaches to feedback and the extent to which students are involved in the feedback process. The assessment may be formative or summative, formal or informal. 

	Engagement with appropriate assessment strategies including:
· Use of assessments relevant to learning outcomes
· Appropriate assessments for the student profile
· Engagement in formal quality assurance processes relating to assessment
· Selection and use of appropriate feedback mechanisms
	Evidence might include:
· Appropriately targeted assessment tasks
· Student evaluations
· Peer reviews
· Observation feedback
· Learning materials
· Moderation documents
· External examiner activity
· Innovative approaches to assessment and feedback
· Student responses to feedback


	Address the following:

1. The main types of formative and/or summative assessment that you use with learners, whether formal or informal (Approx 100 words)
2. How and why you choose the particular approaches and methods you employ, insofar as this was your own decision
3. How you ensure your assessments are valid indicators of what you want your students to learn, that your marking is reliable and the standards you set are appropriate
4. How you give feedback to learners
5. How you ensure that the feedback you give learners helps them to improve their understanding of the subject or their performance and development as learners
6. Which elements of Core Knowledge you utilised, how and why
7. Which Professional Values you applied, how and why

	I consider the critique to be the primary forum for consideration of students’ work for formative assessment, providing a time and location for presentation and discussion of project work. (V3)

The crit is a model of learning whereby artists present their work to a group in order to gain feedback on how that work is being ‘read’ and ways that they might develop it further. 
(Rowles 2013:11)

I utilise a semi-formal studio exposition, requiring consideration of context and installation, assisting students towards decision-making regarding the line between outcomes and preparatory work, and providing invaluable understanding of the practicalities of exhibiting with their peer group, prior to the end of year exhibition.

There are many models for critiques and I use several during the year to build student confidence, prepare for future variety, create a rich learning environment and ensure understanding of student progress throughout the course.
I most frequently gather students and ask each to introduce their work (outcomes& preparatory) in turn, followed by responses from the group and myself. Students occasionally lead the critique. All students practice speaking, within the safety of the group, and offer insights from their viewpoint - an important element within an inclusive and transparent process of evaluation and feedback. Key questions can be:

What is working, what is not working?
How would this work be presented ‘ideally’ for exhibition or within a portfolio?

Discussion covers technical, conceptual, ethical or aesthetic issues, and offers ‘readings’ and suggestions for future development. The crit must be managed so that there is an effective dialogue from which all the students benefit and a forum in which all views are valid (unless inappropriate) and where student and staff knowledge is utilised. 

Critiques are lively events and increasingly discursive as familiarity develops. Talking about their own and others’ work is essential for preparation for interview. It is a transferable skill for future study and work. I offer support, encouragement and space for quieter voices, ‘keep time’ for a fair process and moderate rare disagreements. Students learn to give and take constructive criticism – an essential for creative careers involving teamwork, collaboration, discussion and client liaison. (K2, K3, V4)

Through the critique students share the progress of their work and their wider practice, and other issues. Most speak unrehearsed, but I encourage less confident students to write a text and read it out or print copies. By the end of the year most students can speak confidently and this has often been a subject for comment in student and external examiner feedback. (K5, K6, V1, V2)
Other models I use include informal ‘promenade’ critiques: all work is ‘exhibited’ and staff and students walk and talk, gathering informally. Students may be asked to make a written response, with no pressure to speak - more suitable for some students’ needs. 

Frequent recorded tutorials and group discussions supplement critiques for assessment and I may use critiques or tutorials to examine the work through assessment criteria, to provide a fuller understanding of how they are applied, or through strategies like the one described below:

An innovative approach was the student self-assessment of their major project… an excellent tool with which to gauge students’ perception of their performance. In the vast majority of cases it proved to be an accurate reflection of the staff assessment. The course team assessed individually and in teams with verification provided by the Programme Director (BK). Assessment criteria were referenced via the pro forma sheets with staff consistently referring to the criteria and comparing this with the outcomes. University wide internal verification is embedded into the assessment procedure.
(Jones 2016)

As PD, course author and lecturer, I have been instrumental in developing, describing and applying through my personal teaching practice, forums for the consideration of visual practice for formative assessment (e.g. Group Tutorials, One-to-One Tutorials, Critiques, Presentations).
I devised, led and now participate in cohesive team summative assessment, for which formative grades, tutorial records and student work/documentation are complied for grading and moderation by the staff team, first in pairs and then by the whole team, as part of a fair, effective and accurate method, in line with the collaborative approach I have nurtured on the course (now supported by the online ‘shared-space’). (K4 K5)




	A4:  Developing effective learning environments and approaches to student support and guidance (700 words)
This Area of Activity is about how you make effective use of both the formal and informal learning environment to facilitate learning. Show how your contribution to the design and development of learning environments has impacted positively on student learning and the practices you undertake to support learners including for example, tutor systems, advising, guidance and involvement in widening participation and inclusive initiatives and activities.

	Engagement with:
· Different media and technologies, both physical and virtual
· Different kinds of learners e.g. international, culturally diverse, special educational needs, disabled learners, home-based, full-time, part-time, etc.
· Different modes of learning e.g. distance-based, blended, work/practice-based, etc. 
· Personal and academic tutoring
· One-to-one advice
· Counselling

	Evidence might include:
· Reflective logs/diaries
· Peer review
· Formal and informal/unsolicited feedback from students and colleagues
· Observations of teaching/learning activities
· Evidence from electronic forms such as blogs and discussion forums

	Address the following:

1. The main types of educational environment in which you work and/or what kinds of support and guidance you give to your learners, whether formal or informal (Approx 100 words)
2. How you have contributed to making the learning environment more effective for learners
3. The ways you have contributed to supporting and guiding your learners
4. Why you chose those particular strategies and how well they worked
5. Which elements of Core Knowledge you used, how and why
6. Which Professional Values you applied, how and why

	…the environmental and affective aspects of the local art school environment, and the way that ‘Art School’, as a term, carries a significance greater than the institution it actually describes: a sense of possibility or world view… lifestyle as a culture in the best sense of the word; that art school embodies a certain distinctive cultural formation.
(Beck 2014:8)

I approach the physical space of the art school studio as a tool for teaching and the students’ personal potential as subject and material. I place emphasis students relationship to the local environment and the wider cultural network as a place for learning and acting, and projects that permit speculation on their place, now in future. (V1, V2, K5) 

Introducing the studio is part of the Foundation course - its freedoms and rules are different from that of school or college. Flexible use of space is an a practical skill that mirrors exploratory, experimental conceptual approaches, as I describe in Professional Practice: 20 Questions:

I think what we did today is an interesting example (of preparation for life after study) in that… it is embedded, not only in the timetable but also physically. We have this idea that space is our tool and that when we bring things into the space they become part of the course. Traditionally, contextual studies is taught in a lecture theatre… We started to set up a projector in the studio space and moved our chairs and did talks on the spot. The same with life drawing. These days we do it in the studio and it really works because the course is happening in the space around the class.
	So this morning… we started the day by picking up our chairs and setting up a projector… so that two visiting artists could talk about their work.
(2016:71)

I introduce Fine Art by addressing site-specificity, encouraging an investigation of historical examples and the breadth of contemporary fine art practice, and examination, through drawing, writing, research and material manipulation, of a site within the building, considering the physical, social, institutional or political environment. (K3) 

It doesn’t really take much to make a dynamic art school. The first step is for students to theorize the environment in which their school is situated… If they’re able to do this, then I think they’ll be able to define art in ways not necessarily dependent on the authority of the art capital. This is not to say that students should disregard this authority and pretend that it doesn’t exist. Rather, my point is that students should challenge dominant ideologies by coming into dialogue with them. This is one of the art school’s primary roles… What students need to be taught is that art is about making everything in the world relevant.
(Lum 2009: 339) (V3, V4)

The, often transgressive, nature of the work creates a sense of belonging, curiosity, responsiveness, and an early sense of excitement - and disrupts preconceptions, while underlining the importance of context. 

... within fine art I have been examining the concept of boundaries under the heading Site: Leave No Trace. I created masking-tape figures on the floor in several places; they were left for some time and then ripped up, leaving only balls of tape marked with traces and residues of the site.
(UCAS Personal Statement, student BD, 2018)

I referred to this project in the Q-Art publication and an alternative manifesto project:

When you look at a site you have to look at location, you have to look at audience you have to look at the public and private nature of your practice. This year, as the introduction to fine art, I set an art and politics project for which students had to write a manifesto. I read them the (Claes)Oldenburg manifesto ‘I am for an Art’, which is wonderful. We asked students to write a six-point manifesto and to address any issues that interested them. They were encouraged to think about who they might be in the future, what kind of artist they might want to be, what kind of art they might want to make and what they might want of their relationship with the world. Instead of just saying, ‘I am here learning, I am an empty vessel, I am in education’ we are immediately asking them to think beyond that, and project not only into the future, but out into the world.
(2016:71)
(K1, K2, K3)













	A5:  Engaging in continuing professional development, research and the evaluation of teaching and learning related professional development (700 words)
Show how your continuing professional development in your discipline and pedagogy, incorporation of research and scholarly activity, and evaluation of your professional practices supports and enhances learning. You should demonstrate explicitly connections between your research and/or scholarly activity and your professional practice, as well as how you evaluate the effectiveness of that practice.

	Engagement in:
· Self-reflective practice
· Proactive planning
· Participation in a range of activities to extend professional learning
· Successful involvement in/completion of relevant teaching-related qualification(s) 
· Presenting or participating in conferences on teaching and learning (often discipline specific)
· Attending workshops or training events
· Engaging in per observation or peer review of teaching
· Regular departmental meetings where the discussion is about learning and teaching issues
· ‘corridor’ discussions about teaching
· Bidding for and involvement in projects or research on teaching and learning
· Implementing new approaches
· Subject and other network activities
· Reading
· Visits to other institutions/organisations
	Evidence might include:
· Portfolios related to academic/professional development
· Reflective logs
· CPD records 
· Exemplars of proactive changes in teaching/supporting learning based on own learning and research/scholarly activity
· Evidence of changes in practice following engagement with initial and/or continuing professional development, including events, conferences, training, learning, seminars, workshops, etc.
· Conference papers/presentations/etc.
· Bid and project documentation

	Address the following:

1. Your main strategies for updating and developing your capability as a teacher/supporter of learning (Approx 100 words). Refer here to any activities you have undertaken to update yourself on aspects of teaching and learning, for example, staff development activities or conferences on learning and teaching or participation in projects to develop learning methods.
2. How you used the outcomes from the above CPD strategies to improve the student learning experience and your won working practice
3. Which elements of Core Knowledge you utilised, how and why
4. Which Professional Values you applied, how and why

	All I do as an artist and lecturer is part of an integrated whole, each aspect feeding others and using examples of my writing and visual practice in previous sections underlines this. I am regular visitor to museums and galleries, festivals, conferences, symposia and study days across the UK and in other parts of Europe and the USA. I have regularly visited both the art and architecture biennales in Venice over the past 5 years, the Bruges triennial, Glasgow International, Liverpool Biennial, and most major exhibitions and events in Swansea, Cardiff and London, including those at Tate, RA, V&A as a Friend/Member. This immersion and knowledge of contemporary fine art, design, craft and architectural practice feeds directly into my teaching, constantly updating my knowledge and understanding of cultural issues. (K1)

Q-Art (link 1) originally made contact to ask for a contribution for the e-book 15 Methods: 20 Questions, a publication focusing on Foundation courses. I attended the symposium/launch of the book, V&A Connects – A way in: An event articulating the process and potential of art and design education, and continued the relationship through the joint planning of: Green & Golden: A symposium exploring the impact of location on art education and the art school, 2015, Swansea College of Art. The symposium was attended by many, including Foundation students, and live-streamed (K4), and was one of three events I organised as PD, with the input of the staff team. The others celebrated our alumni and the staff (2,3). 

This was one of many exhibitions by the Foundation staff team under my leadership, initiated to team build, extend personal practices, our dialogue as educators and enhance our teaching practice through the themes investigated (eg drawing, selling, method). (K2, K3, K5, V1, V2)

My work with Q-Art continued when I contributed to the publication Professional Practice: 20 Questions and to the symposium at Glasgow School of Art, Transitions Out of Fine Art Education, on the Foundation course and partnership between Mission Gallery, Swansea and Swansea College of Art. 

My relationship with Mission Gallery is key to my professional development, manifest through my solo exhibition Keeper(s), my initiation and involvement in the CIVIC project as curator and artist, and as Chair of MG Board for the last 4 years, and the residencies, exhibitions and other student opportunities on which we have collaborated (4 and past website items).

Keeper(s) (5) examined occupation of the gallery, collaboration and brought together my teaching and visual practices. I migrated my teaching to the gallery, holding workshops, lectures and tutorials there for students and others, extending students’ understanding of the processes of the gallery, and potential locations for ‘art school’. (V3)
CIVIC (6) an investigation of city space and the work of artists and architects is an ongoing project informing my teaching, particularly an annual Space and Place project directing students towards many of the themes and references used in CIVIC.

My roles have enabled a dialogue between MG and SCoA, a Memorandum of Understanding and many collaborations such as international residencies, artist’s talks and exhibitions, and opportunities for students, impacting and supplementing teaching and maintaining and developing the local cultural environment. (7,8,9)

As part of my work with MG and CIVIC I have undertaken two residencies in New York and Venice (10, 11,12). Each a month in duration, they have developed a range of international connections bringing artists to Swansea and feeding the cultural context for students’ learning.
‘Making’ writing is a teaching interest for which I have initiated strategies, and I posted on the CIVIC website in Venice to support understanding of a student blog I had initiated, and as an example to support teaching. 

This course has some unique attributes, notably the focus on creative writing, which gives the course a different flavor…
(Prendergast 2015) (K6, V3, V4)
I am an Honorary Member of the Royal Society of Architects Wales and a National Adviser for Arts Council of Wales (since 2015), and sit on the Cardiff University Press editorial board for the Architecture of Wales series. 

This extended network of activities and colleagues provides unique opportunities for students and has inspired my current collaboration with Swansea Business School and UWTSD Libraries placing (ex)Foundation students in the Business School library as artists in residence.
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SECTION THREE:	Referees

Your application must be accompanied by two references from persons who are in a position to comment on your teaching and learning practices and achievements. 

The function of your Referees is to provide an informed peer review of your eligibility for Fellow, using their knowledge of your work and the context in which you teach and/or support learning. Referees are expected to comment directly on the content of your application and to make additional, relevant comments, as they wish.

Referees should be experienced staff and be able to comment knowledgeably, and from first-hand experience, on your current role and any other relevant activities recently undertaken. At least one of your Referees should either be a Fellow, Senior Fellow or Principal Fellow of the Higher Education Academy (HEA), or an appropriate experienced member of staff working for a UK Higher Education Institution (HEI). All Referees need to be familiar with the UKPSF.

Referees should be provided with a copy of the Guidance Notes for Referees – please speak to your mentor regarding this document.

	First Referee: 


	Name
	Katherine Clewett

	Job Title
	PD Cert HE: Art & Design Foundation

	Faculty/Centre/School/Department
	Art and Design

	Email address
	katherine.clewett@uwtsd.ac.uk

	In what capacity can this individual comment on your professional practice?

As current course leader and former staff member when I was PD.





	Second Referee:


	Name
	Anna Lewis

	Job Title
	Lecturer, specialising in Fashion & Textiles, Cert HE: Art & Design Foundation

	Faculty/Centre/School/Department
	Art & Design

	Email address
	anna.lewis@uwtsd.ac.uk

	In what capacity can this individual comment on your professional practice?

As a colleague and former staff team member when I was PD, and as fellow board member of Mission Gallery Board of Directors.









SECTION FOUR:	Endorsement from the Institution

You are required to provide an institutional endorsement which should come from a professional who has senior responsibility for professional development, learning and teaching within the institution, for example:

· Head/Director/Dean of Personnel
· Head/Director/Dean of Learning and Teaching
· Head/Director/Dean of Academic Registry
· Dean of Faculty
· Vice Chancellor
· Pro Vice Chancellor
· Senior Provost
 
	Institutional Signatory


	Name of Applicant
	Bella Kerr

	Name of Signatory
	Prof Ian Walsh

	Job Title
	Dean of Faculty

	Faculty/Centre/School/Department
	Faculty of Art & Design

	Email address
	ian.walsh@uwtsd.ac.uk

	
Dear Sir/Madam

Please sign below to confirm that you endorse the application for Fellow status recognition from the person named above:
[image: ]
3/7/2018

Signature:  __________________________                  Date:  ___________________
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