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This booklet provides some answers to 
questions about artistic research that you 
may have been too ashamed to ask from 
your professors, supervisors, colleagues or 
other artists. You may have noticed that re-
search in art has gained an important posi-
tion. However, there is quite a lot of uncer-
tainty or ignorance about this new eld of 
research. This small booklet will elucidate 
some of these issues through ten points 
of view from students of artistic research 
(in the TAhTO doctoral programme in  
artistic research , from music to lm, sceno- 
graphy and performance art, from video 
to participatory art and from composing 
to dance. Aside from this slightly cheeky 
approach, the intention of this publication 
is to re ect on some of the misconceptions, 
problems or illusions that exist regarding 
artistic research, and how we perceive them 
now, or before we embark on a journey in 
artistic research. 

INTRODUCTION

RESEARCH PAVILION

Experimentality

Venice, 7 May – 30 June 2015

The University of the Arts Helsinki will estab-
lish a Research Pavilion at the 56th Venice 
Biennale. The rst pavilion in the history of 
the biennale to be dedicated to research, 
it will consist of a top-level international 
contemporary art exhibition and a plat-
form for events featuring artistic research. 
The dynamic between artistic research and 
contemporary art will be explored through 
the theme of experimentality.

The University of Arts Helsinki –  
pioneering artistic research
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“I explore what I do when making art”

Sounds simple and apparent, doesn’t it? 
The basis of artistic research is that there 
is knowledge that can be gained only 
through making art. Thus, my main research  
method is the production of performances, 
their perception and analysis.

Studying one’s own art sounds luxurious. 
I feel privileged to be able to determine 
what to study and how. The eld lies open 
before me and I can surrender to dreaming 
about whatever is closest to my passions 
– the questions of art and performance in 
which I want to immerse myself.

As an artist, I am used to writing grant  
applications, where I describe the forth-
coming performance. Sometimes the 
description is correct and the perfor-
mance turns out as intended. Quite often, 
however, plans change during the process 
and the performance turns out somewhat 
different.

The same logic is present in artistic re-
search. It is, however, much more apparent 
and unforgiving for the researcher. When 
changing the language or medium, e.g., 
from art to research and from practical 
work to writing, there is the risk that the 
content will change. It may mislead the 
researcher on his or her artistic path into 
uncharted waters.

 
 
 
 

“The Realm of the Invisible” (2008)
Reality Research Center

Concept: Julius Elo and Tuomas Laitinen
Photo: Jan Ahlstedt

  HOW TO BE A GOOD 
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As an artist-researcher, you should accept 
the fact that gaps will always exist between 
the research plan and the research itself. 
You must learn to tolerate and live with 
the gaps throughout your artistic research 
process.

There is an unspoken requirement that I 
did not understand before starting my ar-
tistic research project:

“An artistic researcher not only 
needs to be a good artist, but also a 
good researcher and a writer.”

The basic educational degrees in art, 
depending on the art school, include 4-6 
years studies of artistic practice. Research 
and writing, however, are rarely part of 
the study programmes and remain more 
or less on the student’s own responsibility. 
When starting an artistic research project 
these skills assume a major role. First, you 
must turn your artistic practice into artistic 
research. You must nd the right methods 
to study the question you want to explore. 
You must choose the means to interpret 
the material you have gathered. Finally you 
have to compile the data in written form.

For me, artistic practice has been the 
easiest and most natural method. 
My professors have helped me with 
the research. But when it comes to 
writing, I am pretty much on my own.  
How to nd a form for what you want to 
write about? 

 ARTIST, RESEARCHER AND WRITER

How to put into words your own ar-
tistic practice and research? What 
kind of a voice do you want to give it?  
Or maybe, the question is ultimately of 
what kind of a voice you are able to give 
it in written form. Writing about your own 
art is dif cult. You must make numerous 
choices. How to remain honest enough? 
How not to slip into gritty description or, 
on the other hand, gloss over what hap-
pened? You must continuously try to nd 
out what is signi cant, what is worth writing 
about. What new things will your research 
produce?

I repeatedly experience how my object 
of interest seems to escape despite my 
efforts to approach it. It always seems 
to hide behind the next step – the next 
exercise, demonstration, performance, 
article, theory, description, interpretation 
or concept. The target is not that easy to 
isolate, clarify or put into words, since it is 
mixed, fused and entangled with countless 
other issues.

Probably there is no existing word or 
concept to describe the object of your 
research. This is something that you must 
ultimately invent on your own. It is good 
to be prepared that this might happen 
after years of research, when you are nally 
writing the introduction of your artistic 
commentary.

Welcome on board!

JULIUS ELO



The aim of my research is to approach the concept of 
staging friction through ction as a strategy and starting 
point for artistic critical re ection. Here, an artistic prac-
tice is something that nds disagreement, discomfort 
and multiple viewpoints to be re exive components of 
the work. This notion will be examined through ctions 
and objects previously executed by others, embedding 
them within present social and political changes. It 
explores possibilities for creating space in which social 
frictions and interactions are both rehearsed and per-
formed and are used as productive sources. 

The research investigates from a visual arts perspective 
the apparent intricate need to counter political and 
economic turmoil with ctional visions. All this dis-
penses with the ction that an image (or an object or 
an event) can ever be seen all at once or objectively. 
It proposes that perhaps ctions can be used to per-
ceive the contours of what we describe as reality, to  
re-articulate the frame through which we perceive 
the world. As a result, the aim is to create works that 
test our own limits and those of this world by creating 
worlds within worlds, systems within systems. More 
particularly, the research explores the extent to which 
an art practice can make positive use of the practice’s 
inevitable implication within the structures (frame) that 
it would critically address. In this respect, my artistic 
work undertakes a re exive investigation into the limits 
of practice by using the strategy and technique of mise 
en abyme, a formal technique in which an image con-
tains a smaller copy of itself, in a sequence appearing 
to recur in nitely.
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Dirk Hoyer (2015): One-liner
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In J rgen Leth’s 1968 lm “The Perfect 
Human” one of the protagonists muses 
while he looks at himself in the mirror: “In 
the middle of my heart there was a small 
white spot”. The perfect human has a small 
white spot in the heart. In addition he is 
living in a room which is “boundless and 
radiant with light; it is an empty room, here 
are no boundaries, here is nothing.” Stand-
ing in the light he and the other characters 
hope to understand what is happening to 
them. 

So,  a small white spot in the middle 
of the heart, a room with no bounda-
ries, nothing. Welcome to the starting 
eld of the Artistic Research ame. A 

group of perfect humans trying to nd 
out what the white spot is all about.  
Moving around in the radiant white room 
and trying to gure out the boundaries of 
a borderless space. Like ne s of empti-
ness. All of a sudden, perfection appears 
to be like a distorted mirror that is hanging 
on the wall. Remember, it’s just a game. 
Not a play. No open space. 

THE SMALL WHITE SPOT

You have to reach the nishing line. The 
only border. Find the words for the journey, 
failure is OK. Really. But something has to 
materialize. Be productive. Don’t ask ques-
tions about the room, just ll it with some 
meaning. Art. Aha. The people outside 
of the room are of strictly no concern. No 
concern. And remember: no questions 
about the room.

Perfect. What are we waiting for? 
Something should happen, some-
thing that feels real, raw, meaningful.  
Something that blows the narrow grid 
of the brain into pieces and opens up a 
new space. There has to be a new space 
in the interstices. An in-between world, 
a nano-universe at the cutting point of 
academia and art that can be inhabited. 
The empty room. Find it, name it, design 
it, decorate it. Don’t feel claustrophobic, 
invite people in. Pretend that you under-
stand each other. The last three letters of 
pretend are end. 

“In the middle of my heart there was 
a small white spot, I don’t know what 
it is supposed to mean.”

DIRK HOYER





4Choose your topic carefully. If you plan to 
bravely develop your skills, keep your mind 
open to the ideas you get from the process 
and be prepared to re-direct your plan. If 
you are strong, humble and not afraid of 
challenges and willing to study other folk 
musicians’ work, I warmly recommend ar-
tistic doctoral studies for you.

When I started my doctoral studies, I knew 
what improvisation was. I had strong views 
about improvisation and the use of human 
voice. I knew my strong and weak points as 
a singer, and I knew what kind of singer I 
would become through my studies.

Also, I would get a deeper insight 
into learning ethnic voices. I would 
become really skilful in certain areas. 
Through new challenges. I would raise 
my vocal artistry to a new level, inter-  
nationally and nationally. By developing free  
improvisation in folk singing I would create 
new pedagogical methods and a new  
stylistic dimension to folk singing.

Now in the last stage of my study I feel 
that new knowledge creates new pain. I 
cannot de ne what free improvisation is. I 
am now more courageous as a singer and 
a performer, mostly through experiencing 
challenging situations. Those challenges 
have sometimes been quite practical: how 
to get the performing group’s total com-
mitment to the project, how to tame the 
bureaucracy of the Music Centre. I have 
not got a single paid gig as a free improvis-
er, but quite a few as an accordion player. 

 
 
 
 

HOW TO DO ARTISTIC 
RESEARCH IN FOLK MUSIC?

I have not yet been able to test my peda-
gogical methods with my ideal group, but 
I am using improvisation in every singing 
lesson that I give.

Artistic research has made me painfully 
aware of my rehearsing habits and my time 
management for both work and leisure.  
I get a bad conscience when reading 
something else than literature from my 
research area, when I play old dance music 
and folk music on the accordion and the 
kantele and when I work with my choir. 
However, these all are important parts of 
my musicianship.

In free improvisation every rehearsal and 
performance is a new situation; we always 
start from a clean slate. The feeling is 
frightening every time. The only strategy 
is to have an open mind. So I never get 
a feeling of being a con dent and expe-
rienced performer when I start a perfor-
mance. It is dif cult for me to evaluate my 
own progress, but through feedback from 
the evaluators and audiences I have re-
ceived positive signs. However, it does not 
take the stage fever away, which is proba-
bly the nature of free improvisation and a 
very positive thing for the creative process.

It is yet to be seen how the doctoral 
degree will reward me professionally. 
Can I get any paid work because of 
it? Maybe continuing at the universi-
ty as a post-doc. How to nance it? 
There is also the danger of being over- 
educated for some teaching jobs!

SIRKKA KOSONEN



Photo: Octavian Balea
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How does one end up being an artistic re-
searcher? Obviously at rst one has to be 
an artist of some kind. When it comes to 
performing classical musicians, the path is 
pretty obvious: one starts playing at least 
one instrument as a kid, eventually grows 
up, starts performing more and more and 
nds oneself being a professional at some 

point. And then one comes across the term 
”artistic research”.

At rst one thinks ”that’s so much fun, I can 
do things I do anyway – and that’s still a 
cool academic thing called research”. Then 
one becomes a doctoral student. And the 
very moment the candidate starts guring 
things out, a bunch of know-alls of higher 
academic status start  telling the poor 
wannabe artistic researcher how wrong he 
or she is about pretty much everything. 
And on top of it all, there is always the 
ultimate, crushing argument: “Well, you 
know, this is not really artistic research...” 
So, what should one do then?

The rst thing would be not to lose 
one’s head. What do we know about 
artistic research? What is artistic  
research? What is good artistic  
research? Even more importantly, what is 
bad artistic research? If a certain research 
projects strikes us as uninteresting or 
simply lousy, can it still be artistic? 

My answer is simple. No one really 
knows. I haven’t yet met a person that 
could de ne artistic research in an un-
ambiguous and non-tautological way. 

MY THING IS RESEARCH. 
ARTISTIC RESEARCH. 

I have been longing to meet a person 
like that for some time – someone 
sent from heaven, an angel in disguise  
giving me inner peace and soothing my 
striving towards an answer. Now I do not 
want to meet this noble prince of truth any 
more. I do not care. Is what I do artistic? 
Yes, it is – in my opinion. Does it t into a 
de nition of research? I certainly think so. 
So, the only plausible de nition of artistic 
research that would be unambiguous is a 
tautology:

Artistic research is an activity con-
ducted by a person that could be 
seen as artistic researcher.

I am more than content with this de nition. 
It does not prevent or stop me from doing 
what I do – and that is pretty much enough 
for me. For, as Tennyson has put it “that 
which we are, we are”. If someone thinks 
that what I do, is not artistic research – 
well, I couldn’t care less. Oh, by the way 
– the quotation in question came to my at-
tention in the 23rd part of the James Bond 
movie franchise, Skyfall. This movie had a 
substantial impact on my artistic research 
project. I have never asked anyone if it 
is ok to acknowledge a 007 movie as an 
important in uence on my project. Maybe 
I should be ashamed of it – I do not know. 
I guess, I just do not care. I guess I would 
just like to say – paraphrasing a certain 
character: 

My thing is research. Artistic 
research.

KIRIL KOZLOVSKY



GHOSTS OF 
RELEVANCY

It requires a lot of time, energy, funding 
and motivation to accomplish one’s own 
research process. This brought up the 
dilemma of relevancy: Who else really 
cares about this particular research than my 
own eld of contemporary performance 
designers and spatial artists? This idea has 
haunted me from time to time during the 
research process. I became more aware 
about it when I began to engage in the 
TAhTO group where artistic researchers 
from different elds have been challenging 
each other in seminars, group work  and 
exhibitions. This was expanding my per-
spectives, but how far is it good to expand, 
when at the same time a researcher should 
de ne and focus on his or her  own specif-
ic research area, even if it doesn’t feel so 
urgent alongside the evident problems of 
society and the environment. When global 
changes are affecting artists and designers 
as well, the pressure of attending to those 
through artistic research is understandable, 
but it shouldn’t be too direct or obligatory. 
In my opinion, it limits the nature of making 
art and exploring matters differently 
without goal orientation.

What happened in the case of my study 
about spatial rhythms was that through 
rather free artistic practice, by making 
live installations and participatory perfor-
mances I found that the spatio-temporal 
approach and  rhythm are the fundamen-
tals on which I need to focus more deeply. 
Rhythm cuts through different art elds and 
daily life, by sound, visual composition, 
movement and daily human routines. 
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While re ecting on artistic parts and stud-
ying about environmental psycology, evo-
lutionary  history and human geography, 
it came clearer that the laws of the body 
and nature are based on rhythms (Lefebvre 
1992/2004) and are now suffering under 
the continuous acceleration of contempo-
rary society. Ancient humans already bond 
with each other by dancing, marching, 
rowing, drumming and building empires 
together by using rhythm (W.H. McNeill, 
1995).

When realizing all this, it was no longer 
necessary to ask if this research is relevant 
or not; it is what it has become. Ultimately, 
I believe more in the empowering freedom 
of art making and artistic research that has 
its relevance hidden in  tacit knowledge 
and observing the systems and phenome-
na of society from different angles, where 
there is time to think and breathe, explore 
and communicate by making artistic exper-
iments. My doubts were vanishing slowly 
by doing, re ecting, sensing and listening.

“Skin of the Space” (2014)  Photo: Alisa Javits

ELINA LIFLÄNDER



Photos: Octavian Balea
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Those who are in love with  
practice without knowledge are 
like the sailor who gets into a 
ship without rudder or compass 
and who never can be certain  
whether he is going.

— Leonardo da Vinci, The Notebooks 

This quote is very important for me. Artis-
tic research is a very heterogeneous area 
between art, research, practice, theories, 
policy, visions, avant-garde, experiments 
and knowledge. Artistic research a 
self-contradictory term. How can research 
be artistic? 

Perhaps artistic research is more ques-
tion-oriented than science, and maybe 
artists’ knowledge is something special 
with its own characteristics. 

Composing is a great mixture of musical 
knowledge, artistic visions and hard prac-
tical notation work. Composing is usually a 
long and lonely working process with one’s 
own musical ideas. But in fact, is it the 
only way of carrying out the composition 
process?

 
 
 

COMPOSING AS ARTISTIC 
RESEARCH: AN EXAMPLE

One year ago, quite accidentally, I made 
the rst experiment of live composing with 
pianist Kiril Kozlovsky in the Doctoral Pro-
gramme in Artistic Research.

Live composing means that a composer 
makes a new composition in a minute, 
without the help of any instruments, or 
sketches, and musician(s) premieres the 
new work immediately after composing, 

ima is a, unrehearsed.

This method is very unusual for com-
posers and musicians. Normally a  
composer makes a lot of sketches and 
experiments with musical ideas. After 
the long composition process musicians 
have a lot of time to rehearse before the 
premiere.

Live composing is also a possibility for col-
laborating with the audience and others. 
The audience can tell their ideas to com-
poser and can also see the work of com-
posing in progress.

Artistic research for me is s a e  a  an  
s a e  a is i  esses

PASI LYYTIKÄINEN



Photo: Daniel Lagerlöf



In the beginning there is the belief 
that knowledge is a system you need 
to tackle and struggle with. There is  
maybe a need for an agonistic desire for 
revolt, opposition and the organization of 
resistance. There are several tactics to get 
my voice heard so that hegemony would 
recognize me. 

I thought I knew it all, and I thought that 
the theory would help me solve the co-
nundrums tirelessly produced by practice. 
I thought if and when I have enough knowl-
edge, things would become crystallized 
and streamlined. However, in the end, this 
was confusion. 

In practice I know something, but it is 
not instantly useful as knowledge, if ever.  
Of course, in practice there is knowledge 
as well, being the production of knowl-
edge, but the knowing is without a territory 
or a base. The knowing in practice has no 
reason whatsoever. Knowing is the prac-
tice of heretics, and not the knowledge of 
revolutionaries. 
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KNOWLEDGE IS 
NOT KNOWING

TERO NAUHA



Kierto performance, Kajaani, Finland 
(premiered at January 26, 2012) 

From left: Kirsi Törmi and Kauko Hyvärinen. 
Photo: Ia Samoil.

Look out! Intense experiences in store, 
here are a few.  My original motivation to 
engage in research was revenge. Arrogant 
revenge. I planned to a piece of research 
that would be apt and to the point. I was 
to use it to hit on the head every munic-
ipal decision-maker in the city of Kajaani 
who had debated the signi cance of art 
with me and had humiliated me in budget  
negotiations, and had cut funds for our 
Routa arts community. My research was 
to prove how idiotic it is to think that art 
has no signi cance; they would be crushed 
by my arguments and apologize on their 
knees for their idiocy. 

In June 2012, I was taking part in an inten-
sive course in working through the body. 
During the rst assignment on the rst day, 
I froze; ever cell in me resisting, screaming 
NO!, refusing. It was like a large orchestra 
inside me had started to play cacopho-
nously, and an endless stream of instruc-
tions and orders, mother, father, dance 
instructors, choreographers, directors and 
the adults of my life rising from the depths 
within me, asking, instructing, telling, 
commending, criticizing, saying “I’ll buy 
that”, chest in, shoulders down, stomach 
in, extend, higher, lower, concentrate, 
relax, bear your secret more secretly, do 
things bigger, do them smaller, breathe.  
 

CHOREOGRAPHIC 
PROCESS AS AN 
INTERACTIVE 
EXPERIENCE
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I am horri ed to realize that I don’t know 
how my body could even stand naturally; 
it, too, is subject to so many instructions. 
I don’t know how a person stands on two 
feet! I slip down onto the oor, on my back. 
My body and my mind feel torn apart, the 
word ‘violence’ is written into my con-
sciousness. I feel the marks of violence in 
my body. But strangely I do not understand 
what this really means. The dancer’s deli-
cate body – anything but… Mute, numb, 
lled to the brim, stuffed, tense. Anger and 

sadness welling up for the rest of the week.

I live on the outskirts of a natural disaster 
area. The Talvivaara ore mine is approxi-
mately 20 kilometres from my home. This 
situation takes me back to the core issues 
of my research in a perplexing way – of 
how I interact and of people are treated 
in an artistic process. What is my respon-
sibility for the environmental catastrophe 
of the Talvivaara mine? Mother Earth is 
eroding away, and she is badly mutilat-
ed! What could I have done otherwise? 
Could I have been more involved, more 
engaged already in the stage when the 
quarry was being planned, prepared, en-
gineered? Should I havWe quit my day job 
and become a volunteer environmentalist 
24/7? 

I cannot nd any other answer to those 
questions than to start being more openly 
and actively responsible for myself, and to 
work more at least with the people that I 
meet in order to gain self-knowledge. We 
could learn to know ourselves so thor-
oughly that understanding would grow 
and together we would be in connection 
with each other, nature, and the universe.

A violent deed against oneself or someone 
else, or against nature may perhaps 
become less marked and change shape, 
but it will remain in a cycle from one gener-
ation to another, in the whole biota. When 
encountering people, am I concatenating 
some damaging, harmful heritage at a mi-
cro-level? Do I carry within me inner com-
pulsions and oppressions of some kind,  
a linked heritage preventing the individual 
from living naturally? My throat feels tight! 
Should it be better to commit myself to the 
grief that is pouring out of me, and start 
to act as a wailing woman? And then just 
love, and more love!  Not take revenge, 
nor to set and freeze in place or feel angst. 

But to love.





1
0

Escapology is the practice of escaping 
from restraints or other traps. Escapol-
ogists (also classi ed as ‘escape artists’) 
escape from handcuffs, straitjackets, cages, 
cof ns, steel boxes, barrels, bags, burning 
buildings, sh-tanks and other perils, often 
in combination. The art of escaping from 
restraints and con ned spaces has been 
a skill employed by performers for a very 
long time. It was not originally displayed as 
an overt act in itself but was instead used 
secretly to create illusions such as a disap-
pearance or transmutation.

“Escape artists”, creating an act of escap-
ing from a dif cult situations. Situation that 
threatens their freedom and their lives. 
Using magic and illusion, they manage to 
break free from those obstacles and traps 
in which they are imprisoned, leaving their 
audience stunned and confused.

It is interesting to examine the acts of 
“escape artists” such as Houdini, for 
example, in compartment to escapist 
artistic attitude which I take in my artistic 
practice as a visual artist. One of my artistic 
methods which I refer to – as an Artist-Re-
searcher, is called “ i a  i in ”.

THE ESCAPIST ARTIST
ON SURVIVAL WRITING

In my research I’m investigating Art forms 
and Artistic behavior, through cases of 
failure and inability of art to re ect and deal 
with historical-social-political issues. The 
‘Escapist Artist’ in my research is a met-
aphorical character, symbolizes cases of 
inability of art to re ect, process or contain 
by artistic means, great and complicated 
issues such as holocaust, Palestinian-Israeli 
con ict, Nuclear wars, poverty social injus-
tice, or any other socio-collective memory 
events. What happens when the artist 
is not prepared to take an active part or 
to re ect on political and social content? 
When art fails in its efforts to re ect and 
be actively involved? when the artist is just 
tiered? How art looks like then? And what 
is the role of an artist in society today?

ITAY ZIV



“Circle” (2013)
Reality Research Center

Concept: Julius Elo and Tuomas Laitinen
Photo: Rami Aapasuo



How to be a good artist,  
researcher and writer

Staging friction

The small white spot

How to do artistic research in folk music

My thing is research. Artistic research. 

Ghosts of relevancy

Composing as artistic research:  
An example

Knowledge is not knowing

Choreographic process as an 
interactive experience

The Escapist Artist: On survival writing



Your Notes:



Julius Elo is a performance artist working in 
the eld of Live Art. He is a doctoral student 
at the Theatre Academy Helsinki.

Henna-Riikka Halonen is a visual artist and 
a doctoral student at Finnish Academy of 
Fine Art.

Dirk Hoyer is a lmmaker and doctoral 
student at Aalto Arts.

Sirkka Kosonen, singer.

Kiril Kozlovsky is a pianist and a postgrad-
uate student at the Sibelius-Academy. His 
research focuses on the contextualization 
of music by Dmitri Shostakovich.

Elina i n er is a scenographer and doc-
toral student at the Aalto University School 
of Art, Design and Architecture. 

asi yy ik inen is a postgraduate student 
at the Sibelius Academy and he has a 
doctoral student post at the Doctoral Pro-
gramme in Artistic Research. 

Tero Nauha is a performance artist and a 
doctoral student at the Theatre Academy 
Helsinki.

Kirsi Törmi is a choreographer-dancer and 
a doctoral student at the Theatre Academy 
Helsinki.

Itay Ziv is a visual artist and researcher, 
dealing mostly with photography, lm and 
new media. He is currently a doctoral can-
didate in the doctoral artistic research in 
KUVA Finnish academy of ne arts, Helsinki. 

Edition 1 000 copies 
Layout Tero Nauha 
Cover design Henna-Riikka Halonen 
ISBN 978-952-7131-08-4

Published by TAhTO Doctoral Programme 
in Artistic Research 
Printed by Unigra a, Helsinki, 2015.

The Doctoral Programme in Artistic 
Research is a joint project of the three 
faculties within the University of Arts 
Helsinki, Theatre Academy Helsinki, 
the Finnish Academy of Fine Arts, the  
Sibelius Academy; and the Aalto University 
School of Art and Design.

It is the rst joint doctoral programme of 
Finnish art universities that focuses solely 
on artistic research and explores artistic 
practices, thinking and observation.

The four-year programme begun in 
January 2012 and will end in December 
2015.

www.artisticresearch. /tahto/about/





<<
  /ASCII85EncodePages false
  /AllowTransparency false
  /AutoPositionEPSFiles true
  /AutoRotatePages /None
  /Binding /Left
  /CalGrayProfile (Dot Gain 20%)
  /CalRGBProfile (sRGB IEC61966-2.1)
  /CalCMYKProfile (U.S. Web Coated \050SWOP\051 v2)
  /sRGBProfile (sRGB IEC61966-2.1)
  /CannotEmbedFontPolicy /Error
  /CompatibilityLevel 1.4
  /CompressObjects /Tags
  /CompressPages true
  /ConvertImagesToIndexed true
  /PassThroughJPEGImages true
  /CreateJobTicket false
  /DefaultRenderingIntent /Default
  /DetectBlends true
  /DetectCurves 0.0000
  /ColorConversionStrategy /LeaveColorUnchanged
  /DoThumbnails false
  /EmbedAllFonts true
  /EmbedOpenType false
  /ParseICCProfilesInComments true
  /EmbedJobOptions true
  /DSCReportingLevel 0
  /EmitDSCWarnings false
  /EndPage -1
  /ImageMemory 1048576
  /LockDistillerParams false
  /MaxSubsetPct 100
  /Optimize true
  /OPM 1
  /ParseDSCComments true
  /ParseDSCCommentsForDocInfo true
  /PreserveCopyPage true
  /PreserveDICMYKValues true
  /PreserveEPSInfo true
  /PreserveFlatness true
  /PreserveHalftoneInfo false
  /PreserveOPIComments true
  /PreserveOverprintSettings true
  /StartPage 1
  /SubsetFonts true
  /TransferFunctionInfo /Apply
  /UCRandBGInfo /Preserve
  /UsePrologue false
  /ColorSettingsFile ()
  /AlwaysEmbed [ true
  ]
  /NeverEmbed [ true
  ]
  /AntiAliasColorImages false
  /CropColorImages true
  /ColorImageMinResolution 300
  /ColorImageMinResolutionPolicy /OK
  /DownsampleColorImages true
  /ColorImageDownsampleType /Bicubic
  /ColorImageResolution 150
  /ColorImageDepth -1
  /ColorImageMinDownsampleDepth 1
  /ColorImageDownsampleThreshold 1.00000
  /EncodeColorImages true
  /ColorImageFilter /DCTEncode
  /AutoFilterColorImages true
  /ColorImageAutoFilterStrategy /JPEG
  /ColorACSImageDict <<
    /QFactor 0.76
    /HSamples [2 1 1 2] /VSamples [2 1 1 2]
  >>
  /ColorImageDict <<
    /QFactor 0.15
    /HSamples [1 1 1 1] /VSamples [1 1 1 1]
  >>
  /JPEG2000ColorACSImageDict <<
    /TileWidth 256
    /TileHeight 256
    /Quality 30
  >>
  /JPEG2000ColorImageDict <<
    /TileWidth 256
    /TileHeight 256
    /Quality 30
  >>
  /AntiAliasGrayImages false
  /CropGrayImages true
  /GrayImageMinResolution 300
  /GrayImageMinResolutionPolicy /OK
  /DownsampleGrayImages true
  /GrayImageDownsampleType /Bicubic
  /GrayImageResolution 150
  /GrayImageDepth -1
  /GrayImageMinDownsampleDepth 2
  /GrayImageDownsampleThreshold 1.00000
  /EncodeGrayImages true
  /GrayImageFilter /DCTEncode
  /AutoFilterGrayImages true
  /GrayImageAutoFilterStrategy /JPEG
  /GrayACSImageDict <<
    /QFactor 0.76
    /HSamples [2 1 1 2] /VSamples [2 1 1 2]
  >>
  /GrayImageDict <<
    /QFactor 0.15
    /HSamples [1 1 1 1] /VSamples [1 1 1 1]
  >>
  /JPEG2000GrayACSImageDict <<
    /TileWidth 256
    /TileHeight 256
    /Quality 30
  >>
  /JPEG2000GrayImageDict <<
    /TileWidth 256
    /TileHeight 256
    /Quality 30
  >>
  /AntiAliasMonoImages false
  /CropMonoImages true
  /MonoImageMinResolution 1200
  /MonoImageMinResolutionPolicy /OK
  /DownsampleMonoImages true
  /MonoImageDownsampleType /Bicubic
  /MonoImageResolution 1200
  /MonoImageDepth -1
  /MonoImageDownsampleThreshold 1.50000
  /EncodeMonoImages true
  /MonoImageFilter /CCITTFaxEncode
  /MonoImageDict <<
    /K -1
  >>
  /AllowPSXObjects false
  /CheckCompliance [
    /None
  ]
  /PDFX1aCheck false
  /PDFX3Check false
  /PDFXCompliantPDFOnly false
  /PDFXNoTrimBoxError true
  /PDFXTrimBoxToMediaBoxOffset [
    0.00000
    0.00000
    0.00000
    0.00000
  ]
  /PDFXSetBleedBoxToMediaBox true
  /PDFXBleedBoxToTrimBoxOffset [
    0.00000
    0.00000
    0.00000
    0.00000
  ]
  /PDFXOutputIntentProfile ()
  /PDFXOutputConditionIdentifier ()
  /PDFXOutputCondition ()
  /PDFXRegistryName ()
  /PDFXTrapped /False

  /CreateJDFFile false
  /Description <<

    /BGR <>
    /CHS <FEFF4f7f75288fd94e9b8bbe5b9a521b5efa7684002000410064006f006200650020005000440046002065876863900275284e8e9ad88d2891cf76845370524d53705237300260a853ef4ee54f7f75280020004100630072006f0062006100740020548c002000410064006f00620065002000520065006100640065007200200035002e003000204ee553ca66f49ad87248672c676562535f00521b5efa768400200050004400460020658768633002>
    /CHT <FEFF4f7f752890194e9b8a2d7f6e5efa7acb7684002000410064006f006200650020005000440046002065874ef69069752865bc9ad854c18cea76845370524d5370523786557406300260a853ef4ee54f7f75280020004100630072006f0062006100740020548c002000410064006f00620065002000520065006100640065007200200035002e003000204ee553ca66f49ad87248672c4f86958b555f5df25efa7acb76840020005000440046002065874ef63002>
    /CZE <>
    /DAN <>
    /DEU <>
    /ESP <>
    /ETI <>
    /FRA <>
    /GRE <>

    /HRV (Za stvaranje Adobe PDF dokumenata najpogodnijih za visokokvalitetni ispis prije tiskanja koristite ove postavke.  Stvoreni PDF dokumenti mogu se otvoriti Acrobat i Adobe Reader 5.0 i kasnijim verzijama.)
    /HUN <>
    /ITA <>
    /JPN <FEFF9ad854c18cea306a30d730ea30d730ec30b951fa529b7528002000410064006f0062006500200050004400460020658766f8306e4f5c6210306b4f7f75283057307e305930023053306e8a2d5b9a30674f5c62103055308c305f0020005000440046002030d530a130a430eb306f3001004100630072006f0062006100740020304a30883073002000410064006f00620065002000520065006100640065007200200035002e003000204ee5964d3067958b304f30533068304c3067304d307e305930023053306e8a2d5b9a306b306f30d530a930f330c8306e57cb30818fbc307f304c5fc59808306730593002>
    /KOR <FEFFc7740020c124c815c7440020c0acc6a9d558c5ec0020ace0d488c9c80020c2dcd5d80020c778c1c4c5d00020ac00c7a50020c801d569d55c002000410064006f0062006500200050004400460020bb38c11cb97c0020c791c131d569b2c8b2e4002e0020c774b807ac8c0020c791c131b41c00200050004400460020bb38c11cb2940020004100630072006f0062006100740020bc0f002000410064006f00620065002000520065006100640065007200200035002e00300020c774c0c1c5d0c11c0020c5f40020c2180020c788c2b5b2c8b2e4002e>
    /LTH <>
    /LVI <>
    /NLD (Gebruik deze instellingen om Adobe PDF-documenten te maken die zijn geoptimaliseerd voor prepress-afdrukken van hoge kwaliteit. De gemaakte PDF-documenten kunnen worden geopend met Acrobat en Adobe Reader 5.0 en hoger.)
    /NOR <>
    /POL <>
    /PTB <>
    /RUM <>
    /RUS <>
    /SKY <>
    /SLV <>
    /SVE <>
    /TUR <>
    /UKR <>
    /ENU (Use these settings to create Adobe PDF documents best suited for high-quality prepress printing.  Created PDF documents can be opened with Acrobat and Adobe Reader 5.0 and later.)
    /SUO <>
  >>
  /Namespace [
    (Adobe)
    (Common)
    (1.0)
  ]
  /OtherNamespaces [
    <<
      /AsReaderSpreads false
      /CropImagesToFrames true
      /ErrorControl /WarnAndContinue
      /FlattenerIgnoreSpreadOverrides false
      /IncludeGuidesGrids false
      /IncludeNonPrinting false
      /IncludeSlug false
      /Namespace [
        (Adobe)
        (InDesign)
        (4.0)
      ]
      /OmitPlacedBitmaps false
      /OmitPlacedEPS false
      /OmitPlacedPDF false
      /SimulateOverprint /Legacy
    >>
    <<
      /AddBleedMarks false
      /AddColorBars false
      /AddCropMarks false
      /AddPageInfo false
      /AddRegMarks false
      /ConvertColors /ConvertToCMYK
      /DestinationProfileName ()
      /DestinationProfileSelector /DocumentCMYK
      /Downsample16BitImages true
      /FlattenerPreset <<
        /PresetSelector /MediumResolution
      >>
      /FormElements false
      /GenerateStructure false
      /IncludeBookmarks false
      /IncludeHyperlinks false
      /IncludeInteractive false
      /IncludeLayers false
      /IncludeProfiles false
      /MultimediaHandling /UseObjectSettings
      /Namespace [
        (Adobe)
        (CreativeSuite)
        (2.0)
      ]
      /PDFXOutputIntentProfileSelector /DocumentCMYK
      /PreserveEditing true
      /UntaggedCMYKHandling /LeaveUntagged
      /UntaggedRGBHandling /UseDocumentProfile
      /UseDocumentBleed false
    >>
  ]
>> setdistillerparams
<<
  /HWResolution [2400 2400]
  /PageSize [612.000 792.000]
>> setpagedevice


