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This issue seems to 

have a bias towards 

the creative arts, with 

both Paul Foster and 

David Oddie featured.  

Any appearance of 

favouring one subject 

domain is entirely 

unintentional, but reading the two pieces 

alongside each other does highlight the 

breadth of research in the creative arts at 

Marjon.  Paul Foster is known for his work 

in music, with his compositions winning 

considerable critical acclaim.  It seemed to 

me that his description of the processes ï 

not to mention difficulties ï of composing 

as research will strike a chord (pardon the 

pun) with any of us who have struggled to 

write and refine a journal article or thesis.  

David Oddieôs contribution provides the 

latest news on a collaborative project  

proposal that is, in contrast, directly  

focused on teaching.  The project is a 

piece of participatory action research,  

collaborating with Sue Lea and Avril  

Bellinger (University of Plymouth) to  

investigate the potential of drama to  

transform studentsô understanding of  

diversity and equality issues.  Listening to 

both Paul and David talking about their 

work is fascinating, and it is difficult not to 

be enthused by their passion for what they 

do: something that our students must also  

experience, I am sure. 

On a less happy note, no doubt many  

colleagues will already be aware that the 

Open Universityôs Affiliated Research  

Centre (ARC) Management Group decided 

not to accredit us as an ARC at the very 

last stage of a long application and  

assessment process.  Dialogue between 

the two institutions is still on-going but, at 

the time of going to press, no decisions 

have yet been made regarding how we will 

pursue the future development of doctoral  

provision at Marjon.   

Revisions to the new Research Strategy 

are still underway, given the need to align 

that document with the institutionôs  

Strategic Plan.  We do, however, have a 

new Head of Employer Engagement & 

Business Development in the form of Claire 

Pearce, and I look forward to working with 

Claire in developing further support for  

all forms of research. 

òòEverything that can be counted does not necessarily count; everything that 
counts cannot necessarily be counted.ó (Einstein) 

Research seminars in the Centre for Educational Research  

The programme of research seminars hosted by the Centre for Educational Research continues this semester.  On Friday 

26th February Helen Knowler (University of Plymouth) will be talking about students special needs and professional  

development, while on Wednesday 10th March Tony Rea will visit from the University of Winchester for a seminar on outdoor 

and experiential learning.  Look out for further details nearer the time, or contact Prof Dave Harris (Director of the CER) for 

more information.   

Public Lectures and Research Seminars 

UCP Marjon Public Lectures are open to all. Please email aclark@marjon.ac.uk if you wish to attend.  

Monday 22 nd 

March  

A presentation and readings by Gavin Smith : Mysterious Island: The Creation of 

New Worlds in Fiction. 

7.00 pm Lecture 

Theatre (Library) 

Wednesday 

5th May 

Professor Colette Gray, Visiting Professor from Stranmillis University College, Bel-
fast: Where have all the children gone?  The depiction of children with disabilities in 
childrenôs TV. 

7.30 pm HDC 101 
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In 2006 I was fortunate to be given a National Teaching 

Fellowship.  With the Fellowship came a pot of money that 

enabled me to travel to the West Bank, Sierra Leone and 

Kosovo to support the work of our ARROW colleagues in 

those centres.  This personal dialogue has led to the  

consolidation of professional and personal relationships, 

which have proved to be the backbone of ARROWôs  

ongoing journey and development.  The NTFS scheme 

also runs a project stream, bids for which have to be led by 

an existing NTF.  The sums involved are considerable, up 

to £200K over three years.  Last year myself, Sue Lea 

from Youth and Community and Avril Berringer (known 

until recently as Butler) from Plymouth University put in a 

bid.  We were unsuccessful.  The team would be first to 

admit that the process was hurried.  The deadline was 

1.00 p.m. pm on a Monday morning, ours arrived at 12.55 

p.m.!  However, this year we developed the bid and had 

another attempt.  The bidding process is in two stages and 

we were recently delighted to hear that we had been  

successful in the first stage.  At a hectic time of our  

University teaching programme we have been given a 

month to submit a developed stage 2 process.  As the  

Second World War poster outside James Hennessyôs  

office says, óstay calm and carry onô.  The scheme is  

notoriously tricky in that each bid is sent arbitrarily to 2 

NTF readers, who must be unanimous in a positive  

response.  Many schemes have floundered because one 

reader was affirmative and another more sceptical and 

uninterested.  Tôis a bit of a lottery! 

The bid has evolved organically from dialogue and shared 

practice between the three of us over a number of years.  

Out intention is to develop models of practice that push the 

boundaries of teaching and learning of equality and  

diversity issues across our own institutions, and that make 

live, virtual and hard copy teaching materials and  

programmes available across the HE sector. Some  

extracts from the bid may help to clarify our intentions: 

Students undertaking professional qualifications, in a 

wide range of subject areas, need to demonstrate their 

intellectual understanding of equality and diversity and 

are required to meet practice standards in both rural 

and urban settings. 

We know through recent research that studentsô fear of 

ógetting it wrongô leads to adaptive behaviour in which 

they engage in surface and reproductive learning. Our 

research has highlighted the need for creativity and 

experimentation to overcome resistance and engage 

students in deeper learning. 

The project addresses the key pedagogical challenge 

of moving students beyond a detached, surface  

engagement with learning about equality and  

diversity to engage them in a deeper understanding 

of how to practise in culturally sensitive ways.  In a 

rapidly changing global context the  

internationalisation of Higher Education demands that 

increasingly diverse student populations are 

equipped to be effective practitioners in these  

respects. 

We will provide models of practice and research  

evidence as to how carefully structured applied 

drama with creative technology can be used to teach 

practice that promotes equality and social justice, and 

that purposefully develops the confidence to work 

skilfully and sensitively with difference. 

Through the ARROW (Art: a Resource for  

Reconciliation Over the World) programme at UCP 

Marjon, we will source scenarios that use incidents 

from the ordinary lives of people in the Middle East, 

Africa, India and the Balkans and juxtapose these 

incidents with everyday discrimination in the UK.  

These cross-cultural ties offer unique opportunities to 

bridge gaps in historical, global and local knowledge 

within teaching and research. 

The project will culminate in a tour of UK Universities 

with a package of performance, interactive teaching 

and diverse teaching and learning materials. The 

package will include a live performance of the play, 

óAlbert and the Story of Olaudah Equianoô, as a 

stimulus event prior to the training and reflective 

workshops in each touring centre. 

Successful applicants for stage 2 will be notified in June 

2010, so hereôs hoping! 

Dramatic Learning in Equality & Diversity: Bid to the HEA National 

Teaching Fellowship Scheme - David Oddie 

David Oddie with Palestine summer school 
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GuildHE Research Community of Practice and Shared Service Hub 

GuildHE, the organisation that represents small and 

specialist higher education institutions, has recently  

secured £225,000 from the Higher Education Funding 

Council for England (HEFCE) to support the  

development of a Research Community of Practice and 

Shared Service.  The ultimate aim of the project is to 

build research capacity in GuildHE (and potentially 

other) institutions through collaboration.  The project 

should provide opportunity for the joint development of 

research and the creation of more interaction, but  

without risk of compromising the distinctive character 

and autonomy of each institution.  In essence, this is a 

collaboration of equal partners. 

 

Marjon has been involved in the project from the initial 

feasibility study.  The project will involve the creation of 

a óhubô, with a web presence to facilitate interaction  

between individuals and institutions.  Activities that the 

group will be working on together in the development of 

this facility include: 

Partner brokering and peer support, to better  

enable and facilitate research collaborations  

between individuals in different institutions; 

Guidance and support for early and mid-career  

researchers, such as coaching, training and  

shadowing opportunities; 

The development of multi-institutional subject  

communities.  This may include opportunities for 

cross-institutional supervision of research students, 

mentoring and peer support via a Virtual Research 

Environment; 

Bid signposting, sharing information on funding  

opportunities; 

Bid critiquing and expert input, enabling  

commentary on funding applications beyond that 

available within any individual institution; 

Joint bidding across institutions; 

Shared training activities for Postgraduate  

Research students and their supervisors; 

Sharing best practice in research, particularly in the 

areas in which GuildHE institutions have some 

strength ï for example, practice-based research, 

and supporting part-time research students (many 

GuildHE institutions have a much higher proportion 

of research students registered part-time than  

elsewhere in the sector); 

Research client transfer, passing opportunities for 

work on to other members of the hub if local  

delivery of a project is not possible; 

Visibility: the creation of a óbrandô to raise  

awareness of the research activities and capacity of 

the institutions, and better enable engagement with 

other organisations; 

Sharing best practice and expertise in the  

management of research, for example in managing 

bibliometric data, intellectual property or research 

ethics, providing peer advice and ócritical friendsô; 

Sharing research facilities.   

The funding from HEFCE provides the foundation for a 

three-year programme to turn these ideas into reality.  

Since the RAE 2008, the Government and funding 

councils have signalled a desire for increased  

collaboration in research, particularly by the ópockets of 

excellenceô located in non-research-intensive  

institutions, and for greater research concentration.  

This project provides a means of enabling the small, 

specialist, and predominantly teaching-focused  

institutions to respond to such pressures, while retaining 

their diversity and distinctiveness.  The grant from 

HEFCE is not only significant in providing funding; it 

represents an explicit endorsement of the project, and 

should enable pursuit of further funds from elsewhere.  

Further news will be disseminated as the project  

progresses. 

Learning is the heart of every higher education institution.  Whether through a taught curriculum, 

through independent study and research, through reflecting on practice, or simply through our 

conversations with each other, learning ï of students and staff alike ï is central to everything we 

do.  This conference theme is intended to encourage reflection and discussion on all aspects of 

learning, but particularly in relation to four broad themes:   

Learning Through Practice 

Reaching Out 

The fourth Learning, Teaching & Research Conference 

óLearning for Lifeô: 30th and 31st March 2010 

The Voice of Student Experience 

Learning Through Research 



P A G E  4  

that new material along with their own.  To start off with 

they develop it separately, so they are still ploughing their 

own furrows, but then they start to develop dialogues, 

sharing material and passing things to and fro, until in the 

final section they become a homogenized trio, very much 

like most music sounds.  So it is an experiment on how to 

become more and more unified in a dialogue.  It has some 

interesting parallels with the kinds of research in dialogic 

teaching and learning which are going on at the moment.  

There are parallels, but it is difficult to draw very clear 

comparisons because the musical language and verbal 

language are so different. 

How long have you been composing?   

Since I was about 14.  When I did my BMus and MMus I 

deliberately did not choose the composition options.  I 

chose musical analysis, because at that stage it seemed 

to suit my purposes more; rather than write and have 

somebody criticize what I had written, doing musical  

analysis seemed to offer a richer experience, whereby I 

discovered a broader range of what other people had done 

and could then be selective about what I wanted to take 

from that.  When I did my PhD I chose music composition.  

I am not sure, with hindsight, whether I would choose to 

have gone down the analytical route again, or whether I 

would do composition.  I have had to live with some  

demons because of it.   Spending such a long time  

analyzing a whole range of music through history, I saw all 

sorts of things that I would not have thought to try out, so it 

certainly enriched my own technical pallet.  But there is no 

point in analyzing poor music; you are always analyzing 

phenomenally structured compositions, which represent 

the best musical thought that intelligence has ever come 

up with.  The difficulty is that it made me over-critical of 

what I write, and when I do write it takes a long time for me 

to actually stop and say, ñthatôs enoughò.  I keep on  

refining and editing, and if you are not careful you never 

finish anything off, or you are very reluctant to put anything 

in the public domain.  That is a real problem for me. 

Then when you are thinking about pieces of music as  

research, this takes on a whole dimension in itself.  You 

have a statement that you are making which has an  

aesthetic side to it, and people get terribly confused  

between the two ways to evaluate a piece of art.  It is not 

just music that has this problem.  On the one branch of the 

road people will evaluate something depending on 

whether or not they like it.  On the other branch of the road 

they will evaluate it in terms of whether or not it represents 

the highest kind of musical thought.  People have real 

problems saying that things they like are actually not very 

good pieces of music.  But we all like really crass art, and 

Featured Researcher: Dr. Paul Foster 

Many congratulations on winning the prize Paul.  Can 

you tell me how this came about?  

It was one of those times when you think ñIôll have a goò.  

Competitions like this are very strict. You cannot submit 

pieces that have already been performed, because once a 

piece of music has been performed it is out there in the 

public domain, peer-assessed, audience-assessed.   

Performance is the equivalent of publication.   I saw this 

ócall for worksô, as they typically call it, for a new chamber 

ensemble, and it just so happened that I had a piece of 

music óin the drawerô, which was almost finished and  

satisfied almost all of the criteria.  All I had to do was work 

on it to make sure it completely satisfied the criteria and 

finish it off to a polished level.  So for the sake of putting in 

that extra bit of work and getting it in the post, it seemed 

worth a try. 

Terrific.  Did you then have to work with the  

performers?  

No.  That happens with commissions, where you take 

along a draft piece or some germinal ideas and the  

performers will try things out, and will have technical  

abilities or even limitations that they want you to work  

towards.   I had a commission from Piers Adams, the 

worldôs number one recorder player, a couple of years 

ago, and that involved trips to and from him with different 

versions of the piece, trying to flesh it out and create  

technical configurations to display what he could do.  But 

in the case of a competition, normally they want the  

finished piece so that they can judge it. 

Can you tell me something about this piece of music?  

Did it have a particular theme to it?   

Yes.  The group playing it consists of a pianist, a clarinetist 

who plays a very wide range of different sizes and types of 

clarinet, and a saxophonist who plays a whole range of 

different types of saxophone, and they are all very much at 

the top of their field.   The requirement was for a piece of 

music for some combination across them, so I went for 

piano, alto saxophone and bass clarinet.  The music itself, 

in terms of its structure and what it does, was not  

stipulated, and it very rarely is in any call for works.   

Putting it very simply, the shape of the piece involves a 

move from a lack of musical dialogue to full sharing of  

material.  In the early section the three players almost 

sound as if they are each playing in a vacuum, without 

regard to the other two players.  They each have their own 

musical material, their own style of playing, and it will  

deliberately sound difficult to listen to, like organized 

chaos.  But then gradually they start to pinch some of each 

otherôs musical ideas and styles of playing, and develop 

In November 2009 Dr Paul Foster won the ReedPlay Composition Competition for his óScherzoô for alto saxo-

phone, bass clarinet and piano.  The piece was premiered in the Purcell Room at the Southbank on 8th February.  
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one of the reasons that a lot of art gets to be popular is 

that it can be fully understood in one or two hearings. 

When you look at it the other way around, music which is 

incredibly finely wrought and, to put it crassly, is really 

clever, might not appeal to very many people, and there is 

an issue of how you marry those two things  

together.  I cannot afford to worry 

about how many people are going to 

like my piece when they hear it, and I 

think I have more or less trained my-

self now not to worry about that at all. 

It is almost like a red herring.  Some 

people will understand it, and some 

will not.  Some people will like it and 

enjoy the performance, others will not.  

But it is very different when you think 

about it being evaluated.  I would like 

to think anybody would recognise that 

there is an awful lot of work in it.  That 

is where you get into the whole 

evaluation thing, because obviously if it was not finely 

wrought it would not be worth anything as  

research. 

There are some kinds of music where it is hard to reach 

higher levels of complexity.  Minimalist music for example, 

although sometimes written by really clever musicians, is 

often deliberately simple.  It would be almost impossible to 

get a PhD by writing minimalist music, even though you 

might be among the highest level of composer going,  

because the style of music just does not bear up sufficient 

evidence of having high enough quality thought put into it, 

to be evaluated in the same way that other academic 

thought would be.  It is really difficult.   Of course, if I 

wanted to make a lot of money out of composition, I would 

just write pastiche that would be good for theme tunes or 

film or television.  I would have a lot more people giving 

me feedback saying they loved this tune, they were moved 

by it or whatever, but it would not be evaluated academi-

cally. 

In some respects I think you have already provided an 

answer to the next question I had in mind, which was 

how do you approach a new composition?  Where 

does the inspiration come from?  

Well, inspiration is a really grubby word because it sparks 

off so many different expectations.  For almost all  

composers, if truth were told, the idea of a bolt of  

illumination is just not how it works.  For example, if you 

look at Beethovenôs sketch books, he is writing down, 

scribbling out, amending, transmuting ideas over months 

before they are anything like you would recognize from the 

pieces of music he left.  But when you listen, it sounds 

very fresh and very spontaneous.  And I suppose that is 

what is meant by the phrase from Pygmalion, it is ñthe art 

that conceals artò.  It is how well you cover up your thought 

processes so that it sounds like a spontaneous statement.   

 

Mozart, on the other hand, did not leave notebooks.  He  

had a phenomenal musical memory and could do all of 

that process in his head, so the first time he wrote some-

thing down it was near enough in complete form.  But the 

rest of us are teasing at ideas and re-using stuff.  So  

inspiration really is the point where you decide to write a 

piece of music to satisfy a commission, or 

an audience, or an occasion. 

The next stage for me is deciding what 

the óoutsideô layer, or the big picture, is 

going to look like.  Knowing it is going to 

be for certain forces, it is going to be a 

certain length, a certain number of  

sections or movements, the broadest  

impression of what it will sound like to an 

audience.  Then after that, having to  

decide on what the building bricks are 

going to be like; rhythms, patterns of 

pitches, families of harmonies which are 

going to give the piece a distinctive mood 

or tinge, and then gradually relating these things to each 

other, so that the piece has a sense of unity and hangs 

together.  Pieces of music which are going to be deemed 

worthy in an academic sense are not likely to be written by 

sitting at a keyboard and just gradually feeling your way 

through big expansive melodies or chains of rhythms,  

because although that might be quite exciting, it will come 

across a bit like a musical gush, or a musical waffle. 

Do you have a project that you are working on at the 

moment?  

Yes, I am finishing off a string quartet.  That is not a  

commission, so when it is finished I will have to get into 

contact with the professional string quartets, and try to 

twist their arm to give it a whirl. 

Presumably that might get a bit easier now, having 

been awarded the prize?  

It all goes into the mix.  I have just recently come off the 

shortlist for the Society for the Promotion of New Music 

(SPNM), with a different piece of mine.  That was a really 

large-scale piece about the disused tin-mines in Cornwall, 

called Inverted Cathedrals.  It is about how these buildings 

go down into the ground, and actually the mines run out 

under the sea.   That piece won a place on the shortlist for 

SPNM, which means for three years you get promoted, so 

that helps as well.  And this is not the first time I have had 

a piece of music performed on the Southbank, but it has 

been a while. 

You work with a local orchestra as well, donôt you?  

Yes, I try to keep my hand in, because as a composer you 

can end up very isolated.  These days it is you and the 

music computer, and that can be a very lonely experience.  

It is very important to talk to other performers.  I get invited 

...continued on next page 
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to different places as a guest conductor, to conduct my 

own pieces sometimes if they are being performed.  

Then locally I work with New Devon Opera, a  

professional opera company which now has an  

international reputation.  That is great because I am 

working with international quality singers, particularly, 

but also with an orchestra.  It is just good, it keeps you 

grounded.  It reminds you of the kinds of things that 

players like to play, and the sorts of things that cause 

them grief, and then as a composer you do not go off 

on a tangent. 

One last question:  I suspect you may be unusual 

in SEPD, in that your research activity is not  

directly about education.  Do you find that your 

work does feed into your own teaching?  Are there 

synergies, or are they quite separate parts of your 

professional activity?  

Yes, there are.  For Primary and Secondary education 

the curriculum has changed a lot over the past twenty 

years, and has moved much more towards giving  

pupils the skills to produce their own music.  So 

whereas listening and performing tended to be the 

state of affairs in the past, now there is at least as 

much compositional work.  And of course for our  

students, who maybe did not do that when they were 

at school, composition can be very daunting.  So my 

composing work recharges my batteries and gives me 

the ability to stay enthused, trying to get our students 

on teacher training courses to have a go.  But there is 

also a very strange synergy, one that I have only really 

started to understand myself in the past few years, and 

it is this:  if you ask Primary trainees to do some  

composing with 9-year-old children, the music that 

they create might be in response to some theme they 

have been learning about, like rainforests for example.  

The music that those children create will not sound like 

a piece of pop music, or something that most people 

would recognize from their own listening experiences.  

It is going to sound quite dissonant, and will probably 

have quite a high level of improvisation in it.  Dare one 

say, it will even sound rather avant-garde, certainly 

quite modern, to the average adultôs listening ear.  And 

yet the techniques for structuring the piece, even at 

Primary level, may be using number grids; it might be 

using types of notation other than traditional stave  

notation; it will probably use word rhythms as opposed 

to traditionally notated rhythms.  In fact it will be using 

all sorts of compositional devices which professional, 

modern composers use, and have used for a hundred 

years now.  So, bizarrely, children at Primary school 

will be using very ógrown-upô composerôs technical  

language to generate the sounds, but the average 

adult does not recognize those techniques as being 

óproper musicô.   The children are in the right place, 

they are up for it and they will enjoy what they create, 

but their teachers are quite likely to worry that it does 

not sound órealô music.  But actually it is probably more 

real in terms of serious composersô techniques than 

things you would normally recognize on the television.   

So in answer to your question, there is a really direct 

relevance and this bizarre synergy between what I do 

in the professional composition world and what  

students on our Secondary and Primary courses do.   

óFeatured researcherô continued... 

Updates on Ethics 

UCP Marjon Ethics Panel  

With the re-organisation of the University Collegeôs 
committee structure, the Ethics Sub-Committee has 
been re-named the Ethics Panel.  Its remit remains 
the same, encompassing ethical issues arising in 
research and teaching.  For applications for ethical 
approval for staff research projects, please note the 
forthcoming deadlines and dates of meetings:   

Meeting   Deadline for applications  

Weds 24th March*        Tues 16th March 

Weds 5th May         Tues 27th April 

Weds 30th June*        Tues 22nd June  

*These meetings will only be held if there are applications for 

ethical approval to be considered. 

Research Co-ordinators are able to represent any 
other issues arising in schools, and the Learning and 
Teaching Co-ordinators also have representation on 
the Panel (Annie Fisher, SEPD). 

The RESPECT project  

The RESPECT project is a European initiative to draw up 

professional and ethical guidelines for the conduct of 

socio-economic research.  UK partners in the project  

include the Social Research Association and the Institute 

for Employment Studies.  The initiative is funded by the 

European Commissionôs Information Society  

Technologies (IST) Programme, and although the  

emphasis is on the research requirements of the IST  

programme, that is not an exclusive focus.  A number of 

(voluntary) ócodesô and guidelines have been developed 

through the project, including a voluntary Code of  

Professional Conduct for Socio-Economic Research, a 

óFunctional Map of Professional Competencies for EU 

Socio-Economic Researchô, and an EU Code of Ethics 

for Socio-Economic Research.  All of these, and more, 

can be found at http://www.respectproject.org/main/.      

http://www.respectproject.org/main/
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In line with statutory requirements, Marjon is in the  

process of undertaking Equality Impact Assessments 

(EIA) on all of its strategies, policies, procedures and 

practices.  The purpose of EIA is to eliminate unfair  

discrimination and improve equality of opportunity.  

Since January 2009 a Research Equality Impact  

Assessment Group has met on several occasions to 

undertake EIAs on all the research strategies and  

policies.  The group comprises:   

 

Dr Geoff Stoakes, Vice Principal and Chair 

Ms Lynda Tout, Equality and Diversity Co-ordinator 

Dr Pauline Couper, Research Officer 

Dr Julie Evans, Senior Lecturer, Sociology 

Mr Ian Brewster, Administrative Assistant, Accounts 

Ms Anne Clark, Secretary, (notes and data collection) 

 

Equality Impact Assessment takes place in two stages.  

The first is a Preliminary EIA, a key part of which is  

consideration of the purpose and functioning of the item 

being assessed, and its potential to provide scope for 

discrimination.  A Preliminary EIA form has been  

completed for each of the following:   

 

Research Summative Reports 

Research Students as Teaching Assistants 

Research Strategy  

Research Supervisor Training 

Intellectual Property Rights  

Ethics Policy 

The Guidelines on the Appointment of  

Professors, Readers, Teaching Fellows and  

Visiting Professors 

Emeritus Professors 

University College Awards 

 

In some cases this preliminary assessment has led to 

minor amendments being made to relevant  

documentation, in order to remove any ambiguity.  

 

On the basis of the preliminary assessments, it was 

agreed that the second stage of a Full Equality Impact 

Assessment was necessary for the Research Strategy, 

the Ethics Policy, the Guidelines on the Appointment of 

Professors, Readers, Teaching Fellows and Visiting  

Professors, and the University College Awards.  These 

full assessments are currently underway, using a  

combination of:  

 

textual analysis of the relevant documents,  

including guidance and promotional literature (for 

example in relation to the appointment of  

Professors and Readers, and University College 

Awards);  

consultation with a range of stakeholders, such 

as the selection or appointment panel (where  

appropriate), School Research Co-ordinators,  

Research Committee, and all staff via the  

electronic Noticeboard; 

quantitative data analysis where possible.   

 

Most of the full assessments have led to the  

identification of some improvements, however small, 

and these are now being implemented.  One such  

example is the University College Awards.  Statistical 

analysis of anonymised data relating to applicants, 

success or failure of application, and the amounts then 

awarded to individuals revealed that there has been no 

systematic discrimination on the basis of age or  

gender over the period of operation of the University 

College Awards scheme.  However, the EIA did  

highlight a lack of clarity regarding the membership of 

the University College Awards Panel.  Although the 

assessment indicates that this has not resulted in  

unfairness in practice (in relation to the equality target 

groups for which data were available, at least), explicit 

definition of the Panel and its remit should reduce the 

potential for discrimination.  Formal Membership and 

Terms of Reference for the Panel have thus been 

drafted and will go to Academic Board for approval.   

 

In other cases, the Full EIA will need to be re-visited 

within a relatively short timeframe. One such example 

is the Ethics Policy, which is being implemented fully 

for the first time during this academic session. Any real 

(as opposed to potential) impacts of this policy will only 

begin to become evident once it has been in operation 

for a full academic year.  The work of the EIA group is 

thus on-going.         

  

The Research Equality Impacts Assessment Group 

reports to Research Committee.  The Equality Impact 

Assessments and reports thereon are now on the  

University College Website at: www.ucpmarjon.ac.uk/

aboutmarjon/diversity/equalityimpactassessments. If 

you have any questions on the EIAs or the Group, or 

would like to be involved in future assessments of  

research strategies and policies, contact Pauline  

Couper (pcouper@marjon.ac.uk).    

Equality Impact Assessment on Research Strategies and Policies 

Finding your thesis or Masters dissertation hard 

to write?  You are not alone.  The óPhinisheDô  

website provides a forum for anyone struggling with 

their dissertation or thesis, 

and/or for early career  

academics.  Find it at 

http://www.phinished.org/. 

http://www.ucpmarjon.ac.uk/aboutmarjon/diversity/equalityimpactassessments
http://www.ucpmarjon.ac.uk/aboutmarjon/diversity/equalityimpactassessments
mailto:pcouper@marjon.ac.uk
http://www.phinished.org/
http://www.phinished.org/index.php



