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This essay will focus on the chances and chdlenges of artistic research. A young field of
knowledge produdion, which is still developing its own internd criteria, its habitus and
shared habits. Thisis an ongong development, which is both an opening moveand a call for
action. This essay on the methodobgy of artistic research is divided into three pats. 1)
Backgroundand assumptions 2) Good practice; 3) Open source and the participaory research
community.

Thebasic idea here isto see artistic research as a practice. An engaged practice, which in each
context is imbued with the necessary qudities and subdance to make it wha it is, and also
able to apply its own internd logic to deciding between wha makes sense and what isinvdid.
A practice with a defined direction, but with an open-ended, unddermined procedura
trajectory. A practice tha is paticular, content-driven, self-critical, self-reflective and
contextudized.

One of the central points and potentialities of artistic research as a practice-based activity is
that it is a combination of two kindsof practice: an artistic and a research component. These
are components tha here, in the particular context of this essay, come togeher and are
materialized throughthe making and shgping in the contemporary art field of a group show
called Talkin@OLoud and SaynOSonething B Four Perspectives of Artistic Research. The task
is not to divide our attention and to inquire into these practices (i.e. the artist@ work and
research, in the sense of thinking and articulating while doing and acting) oneafter another in
isolation. Theaim isto relate to and reflect on and aboutthem side by side, bringing different
ways of produdng knowledgeinto a fruitful clash and collison, andyzing wha happens to
them, and what, in theend, can be achieved in and throughthisinteraction.

But, yes, before going into the subgance of the first part of the essay, let us take a short
detour. It isadeourin theform of an appdizer that provides uswith three distinat metaphors.
These are metaphors tha serve as trampolines tha enable us to think about what artistic
research can be oughtto be and even should be. Of these three teasing tales, thefirst two are
postive in character, pointing to produdive ways of approaching and actively engaging in
practice-based research. The last serves as a warning example D albdt tha its podic
articulation aso alows some hopefor the future. Thus it is to these three metaphors tha |
will return at theend of thetext:

Artistic researchis,

1) Like Tryingto Runin Waist-High New Snow
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You swest alot, it@ rather difficult and not very elegant, but if you keep doing it congstently
and cohaently, youwill get through

2) Crossing a River by Feeling Each Stone

The essential character of valid quditative research is a certain owness, and in Artistic
Research, this means undestanding how much time it takes and is needed to get two different
views onrelating to reality to collide contrast and coopeate.

3) Movinglike SmugdersOBoas, moving quietly in the night, with  no lights,
almog colliding with oneanother, but never quite making contact.

Research practice requires collective interaction and commitment in a longterm, give-and-
take situation

Part |
Background and Assumptions. Democacy of Experiences and Methodological
Abundance

One of the paradoxes of practice-based artistic research in both the University environment
and in contemporary art is that it is and is not a domain with a short history. This is a
complication that has far-reaching consequences. One of the main effects is, in fact, a cruaa
and very potent one Since there is not yet even the illuson of a paradigm for or a regime
govening the naure of this field, all of us who are active in the field are motivated and
compdled to provide contextud, practice-driven definitions for the practice, and especialy
for the conoepts used when doing and describing the research.

This radical necessity for continuousy and coheently taking part in the making and shgping
of conaepts is extra difficult and potentially confusng, since it has to hgppen both within the
various areas of contemporary art and within the university. It is not only a matter of what
version of the combination of art and research a certain artist is pushing, it is also a question
of how other artists and inditutionswithin the field relate to and reflect this new activity. On
the same note, the process by which contemporary art is becoming afield for PhD studies is
patly a matter of striving to generate its own practice and criteria within a new environment,
but it is smultaneoudy about how the rest of the University relates to and reflects the
activities of the newcomer.

Within thefield of contemporary art, the chdlenge is to acknowedge and to take furthe the
works and writingsof the numerousartists who have doneartistic research, even if it was not
caled by tha name back then. The references here are numerous but one central point of
connection is the practices of conceptud artists starting from the 1960s It mudg, however,
already be noted here tha the content of artistic research cannot be based on a paticular
medium or trend. Its domain is as wide and degp (or as narrow and shdlow) asthe entire field
of contemporary art.

Seen from the other side from within the wide walls and hopefully high ceilings of a
University, artistic research is closely connected with the recent history of and developments
in quditative research. Agan, its obvioushewnessOis partly atrick of perspective. There has
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long been a connection between certain artistic practices and, for example, practices within
sodology, anthropology or practical philosophy. These connections are now being intensfied
since contemporary art has also entered into the university framework. But what is more
important is tha these interconnections are content-driven. It is very common nowadays for
artists to use interview methodobgies, to do fieldwork or to ddve deep into archives, even if
the ways they are used and wha the end-results look like differ greatly from those of, say,
sodology or gende studies.

Another important consquence of the condant need to provide definitionsfor these concepts
istha it forces usto be vigoroudy aware of theway these definitionsare embedded in thar
site and situation, thar time and historical context. In other words as ever, but in this case
with even greater emphasis, wha artistic research is meant to be obvioudy varies from one
university® interpretation to the next. It also varies greatly from one historical and political
naion-state to another. In this essay, the perspective is explicitly a Nordic one, while at the
same time recognizing the developments, for example, inthe USA and UK.’

But, right from beginning, we have to be very clear about the differences. Due to its
educationd, political, historical and economic structure, the Nordic system allows us to
bypass certain hindrances, and to start up a new type of PhD programme with less of a
struggle and less burdened by the weight of the past. This time, the creation of the new
programmes reflected a need articulated by professond artists and, as it hgppened, the
universities were indeed flexible aboutstarting these programmes.

Themain structural difference is a matter of funding. Nordic universities are tuition-fee-free,
and in many cases students are given prope research grants for ther work. The artists in the
various programmes have a luxurious oppotunity (in terms of both finances and time) to
focus on a longterm, four-to-five-year project tha is content-driven, and not market-
orientated. Another significant and more content-based difference is that the Nordic system
(my references here are mainly to the practice-based PhD programmes at GU, Gothenburg,
and KUVA, Helsinki) not only focuses on, but prioritises longterm artistic practices, and
bases the whole study programme on them. There is aready a recognised field of knowedge
produdion, the participants have a backgroundof solid practice and experience (they are not
fresh from MFA programmes), thar research theme is articulated from within thar practice,
and is not jug stamped on it superficially, but organically integrated into their work as an
artist.

Thisfocuson experienced professionds makes a world of difference. On atheoretical level, it
allows usto return to the classical Aristotelian idea of good practice tha emerges from good
practice, which is not seen as tautology, but as an open-endad, self-critical and reflective
process. A notion to which we will return in the second part of this essay. This is not to say
tha, for example, the curriculum at the Faculty of Fine Applied and Performing Arts at
Gothenburg University is pemeated by Aristotelian ideas and rhetoric. My argument is tha
thedriving prindple and the undelying spirit in this programme is not only compaible with,
but also very close to the basic tenets of the Aristotelian idea of goodpractice. Consequently,
we can gain agreat deal if we think throughthe implicationsof the Aristotelian idea of good
practice.

On the other hand, the Nordic modd involves a major difference of perspective as to what
this new type of studies stand for as compared, for example, to the situaion in the USA or
UK. From an Anglo-Saxon viewpoint, the choice is beween three variants. These are
between artistic research as. a) a piece of art history; b) a dissertation that is equd to an
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artwork; or ¢) a dissertation tha is an artwork.” Theidea of a practice-based PhD tha | have
been referring to is noneof these, since it will in duetime generate its own internd criteria (in
close connetion with various interpretations in quditative research), and will aways be a
combindion of artistic work and a reflection on the themes dedlt with in thework. It mug be
addal tha this is not an artist studying him/herself, but an artist articulating something
throughworks, and through reflectively writing his’her interpretation of the given research
theme within and throughhigher practice.

But wha do we undestand by quditative research? Methodobgically, the view taken here is
from the radical end of the spectrum. It is based on the dua prindple of: 1) democracy of
expeiences, and 2) methodobgical abundance. Both of these are based on the idea of
simultaneoudy truging and confronting the aspects of experiential knowedge produced in
and througha committed, situated long-term practice.

But wha are the values and assumptions behind this kind of quditative, experimental and
expeiential methodobgy?Well, first of all, it beginswith therealization tha no view isfrom
nowhere. We are always situated, located, and contextudized. It is not aboutwhat we are, but
how we are. This means acknowedging tha everything we are or do is contested, conflictud
and condructed Bwhile hopédully also being donein a compassionae way. A recognition tha
iS not a reason to despair, but rather the contrary. Since there is no neutral, given, naural or
value-free perception, experience or knowedge this meanstha all these definitionshave to
be particular, value-laden and postionad. We leave the land of static hierarchies and enter the
turbulent waters of the performativity of conaepts. To quoke a moden classic: OFo say tha
you can Gave experience,Omeans, for onething, tha your past plays into and affects your
present, and that it defines your capacity for future experience.8

Democracy of experiences

Wha is meant by democracy of experiences? The definition used hereis foundel onthebasic
prindple tha there is no a priori hierarchy of experiences, or of versons of the same or
smilar redlities. This is the democratic part, in which no experience is cast asde, and no
expeience has a highe statusdueto its origin or reputation. Experiences compete with each
other, and the criteria are based on merit. This definition also strongly accentuates the role of
experience.*

In this situdion, the idea of a democratic relationship between different views and versions
goes back to the prindple of treating each side equdly and of providing an equd oppotunity
for each individud to express themself. It refers to the ability and willingness to put your
works and views out there, trangparently to articulate and to communicate what you do. This
requires that we have a capacity for reflection, comparison and self-criticism. It is an on-going
process, which is not executed in a general way or in the abdract, but always in the particular
and the specific. Theaim isto articulate your postion and viewpoint in words and ways that
are clos to you, and comfortable for you. Theam is not to become another nice, negt tourist
on the road, nor to copy or imitate others, but to give your own situaed, valueladen
interpretation.

The idea of the inhgent potentiality of any experience is jus one pat of the democracy of
experiences. What follows, ludkily is closely based on the main starting point. Not only is
there aplurality of co-existing versions but this co-existence places demands on each of those

Catch Me If You Can: Chances and Challenges of Artistic Research 4
http://www.artandresearch.org.uk/v2n2/hannulal.html



ART&RESEARCH: A Journal of Ideas, Contexts and Methods. Volume 2. No. 2. Spring 2009

versions Each type or version of the same or similar interpretationsof reality can and should
criticize and comment onthe othe's.

Wha we have here, of course, is agan a common type of interactive site, where you have to
give in order to get, push in order to be pulled, congantly beng affected, but also condantly
having an effect.

But why this openness, trangpaency and comparison? Why the effort of giving and taking?
We haveto bevery careful here. The motivation for doing thisisfoundin theinternd logic of

guditative research work. It is not about beng or aiming to be a benevolent role modd. This
is not a Mother Theresa syndrome. Ingead, the reason for acting along the lines of a
democracy of experiences is nothing but self-interest and self-defence. The fact is tha you
can only survive by putting yourself into a site and situaion of chdlenges and comparisons,

one tha enables youto find yourfocus your subject and wha it is tha youwant to say.

This specific act and the process in which two different versionsmeet and collide has a name.

In ethics, it is called the third space, and it can also, following the German philosophe Karl

Jaspers, be called the possibility of aloving conflict.” It is about person A meeting person B,

but not on AG or B@ terms. Rather, this is a meeting in which both are willing and able to
guestion ther own assumptions and where the common groundis shaped and made during
tha meeting, throughthe process of moving into the grey zonewhere there are no guarantees.

Jug a collection of colliding views and shifting perceptionshdd together by being the focus
and interest of content-driven, thematic research.

M ethodological Abundance

Wha about methodobgical abundance? In shont, this stands for the pluraity of ways and
means of beang-in-theworld, of reflecting and produdng versions of the world. Here the
important thing is to see this plurality and insecurity as a part of life, as a pat of thefabric of
our everyday experiences. You should not box yourself in. Plurality, openness, complexity
and uncertainty are not a problem. They are a necessity. Thechdlengeisto face and relate to
them Bto dedl with them so tha they make sense to you.

This foregrounding of the prindple of fogering a plurality of ways of being-in-theworld also
articulates the desire to revisit a certain discussion dating back to themid-70s Thiswas then a
very heated debate led by Paul Feyerabend with his book Againg Method, in which he openly
provokel fellow researchers by stating that we should abandon the illuson of objective
science and allow ourselves to follow therule tha anything goes. On theface of it, and with a
wink of his eye, he was caling for a fully fledged anarchistic approach to research
methodobgies. Feyerabend wanted to get rid of the static modd that had become a hindrance.
He wanted usto be able to open up to the unlimited richness present in our realities. And for
tha, he needed anarchism. Q\narchism, while perhaps not the mog attractive political
philosophy, is certainly excellent medicine for epistemology and for the philosophy of
science.§

Thehistorical ironyistha thisis where thejoke got the better of Feyerabend himself, sincein
the 705 and too often ever since, his ideas were and are seen as irresponsgble and relativistic.
But Feyerabend was not a charlatan, he was very serious He himself very clearly pointed out
that, even if anything might be possible, not everything tha is possible is meaningful. Thisis
definitely notrelativism. If anything, it is the oppogte. It isaradical situaedness tha, on the
contrary, demandssite-specific definitionsand concepts.
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Feyerabend®intentiond playfulness should be seen as a very produdive, fruitful opening. It
gives us a chance not to betoo tiff and uptight about ourselves, and yes, not to be too self-
centred or to take ourselves for granted. It opens up the possibility of research as a
performative act and thevery act of doingthingswith words

This is an opening that allows us to shift the focus away from putting thingsinto a box and
then usng al our energy to keep the box locked, solid and stable. Instead of figuring out
findized descriptionsof wha we do, we have the chance to focus on ways of thinking-with
and of describing how we do wha we do, when we do wha we do. One of the very far-
reaching implicationsof turning thingsaroundin this way is the awareness tha, regardless of
what ouraims are, it is notthewhat, butthe howtha count.

Thisthen is how, asin the never-ending processes of being-with, of being-in-the-world. Itisa
messy bundke of questions about relationships, negotiations and compromises. It is about
processes of situating yourself and speaking from a postion, acting and re-activating yourself
critically, yet condructively. In our contemporary-art context, we have to add a word of
warning tha wha | am striving towards here is not relationd aesthetics, not feel-goodsm. It
is not cool and sexy consumerism, it is not lifestyle-produd placement, nor wellness training,
it is not about metaphysca essentialism, and findly, it does not believe in teleological
determinism. It is an ongong process of shaing in the produdion of ways of reflecting on our
plural ways of beng-in-the-world. It is the goodold carous tha goes roundand round The
essential thing is not to try to stop it, but to keep it going. Asking: How do we join it and
when dowe join in Das passionae participants, nat as passive bysandes.

Andyes, surprisingly or not, throughthese thoughs and throughthese confrontationswith the
assumptionsand starting points behind what it meansto do prope, valid quditative research,
we open the door to the next section of this essay. We now open the doa fully to face the
guestion of Good Practice. A question stated so innoently, but which has significant
conequences. Throughthis simple idea of Good Practice, we are faced with a hugenumber
of follow-up questions How do we want to undestand Good, and wha about Practice? What
isqudity, andwho definesit?

But, before dedling at length with this theme, let me finish off thefirst part of this essay with
an anecdote from aworld seemingly far away from the practices of artistic research. Thisisa
world in which people are congantly asking the urgent question: Wha makes a goodice
hodey player a goodice hodkey player? This anecdote serves here to remind us tha this
crudal question is applicable to any field involving serious longterm practice within our
everyday lives.

It remindsustha Bin the midg of our daly hasses and struggles Bwe oughtperhgpsto be
much more aware of what makes a good cup of cappuaino a good cup of cappucino, or
wha makes agoodbaker agoodbaker?

But let usget on with the story. It is abouta Finnish ice hodkey player who made history. Not
internationd history, mind you, but local history. A player named Juhani Tamminen, who
later became a coach and also a media conaultant. A controversia figure who, in fact, has
been able to put his finge on the crux of Good Practice in a magnificently effective and
origind way.
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So it is the story of Juhani Tamminen, who in his active skating days was known as a player
with a fantastic wrist shot, played with great skill, velodty and precision from the attacking
zoneof thefaceoff spot

Tamminen was bom in 1950,and grew up and started his hodkey career in Turku. It should be
added here tha there is a personal connetion. | grew up just a block away from his mother®
old houg, playingin thesame club at junior level, and getting to know him persondly, too.
But the story. It istheyear 1971,and our attentionis on thetraditiond internaiond lzvestiya
toumament played in a city tha was then called Leningrad. The game on thedae 17/12 was
Finland agang Soviet Union. A game in which, agang all the odds the Finns beat the
Soviets 4 godsto 2. A result of an ice hodkey game tha made a big difference. This was the
very first time tha Finland beat the Soviet Union. In this game, Tamminen scored two gods,
becoming a hero of this small, peiphaa naion state. Later in his career, he went on to play
professonal hodkey in Canada and Japan. As a continuaion of his core practice, he has
subsequently been a coach in Finland, Switzerland and Japan. He has written books and
become famousagan as a sharp-tonguel TV-commentator in his home country.

Wha isinteresting for usistha this hero of a small naion has proposd a definition of goad
practice. The definition came about when he was condantly being asked how to shoot tha
perfect wrist shotand how to become a great god-scoring forward. In explanation, Tamminen
developal the golden rule that | have dubbel the practice of Sitting on a Bus Because heisa
devoutly practical man, Tamminen defined good practice as doing wha you want to do, but
doing it all the time. For him, qudity of practice is achieved and produced by doing it more
and more, throughmore repetition and more training. In his case, by working on more shots at
god, more shots in the botom corner, more shots in the top corne. Throughoutthe summer
with socks on, throughoutthe winter wearing skates, no pause, come rain or shine Always
with determination and passion, commitment and perspective.

But Tamminen actudly gave the example tha | am after in a rather funny comparison with
theact of sitting on a bus. According to him, if you want to become goodat the act of sitting
on a bus the only way you can develop and get better at it isfor youreally to sit alot on a
bus You sit facing forwards you sit with your face to the back of the bus you travel short
distances, and you take the night bus Y ou keep on keeping on sitting ona bus And while you
are doing tha, you think it through you reflect on wha, how and why. You talk to the other
people sitting on thebus in a professional way, you talk to the driver, you have meetingswith
bus manufacturers and tour guides. The essentia point is tha this is thinking while doing,
while acting. This is thinking and reflecting in and through the practice - a practice that
cannot happen without practice B without sitting on a bus Day in, day out, year in and yet
another one aboutto come along. Thus the promise of a coheent and compassionae act in
theform of theart of sittingonabus

Part 11
Good Practice

Let us now focus on the Aristotelian idea of goad practice. What follows will not be a full-
scale exploration of the domain of Aristotelian ethics or philosophy, but b yes, well b a
practical description (in the context of artistic research) of the idea of good practice and the
follow-up question: How do we articulate thegoods tha are internd to a practice?
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Aristotle@ core idea is astonishingly simple. According to him, good practice comes out of
good practice. This sentence has prompted plenty of sneers, since it can be so easly
discredited as smplistic nonsense or empty tautology. But, if the sentence is seen from within
Aristotelian philosophy as a whole, it is a very demanding and intriguing thought A thought
that we can with notroulle at all spend our entire lives dealing with and tackling.

When we say Qyood practice comes from good practiceQit is not tautology if and when the
given practice B whaever tha might be B is seen not as static, stable and given, but as
something tha is condantly developing, tha is open to chdlenges both from within its sphere
and from similar, adjacent viewpoints. Ingead of this beng a dead-end utterance, it begsthat
we to get to the paint. It is an incentive to go back to the basics of the activity of a practice.
Asking: Wha makes it what it is, and wha might hdp it to become a little better at wha it
triesto do and achieve?

Quoting theorigind source: Of we take aflautist or a sculptor or any artist Dor in general any
class of men who have a specific fundion or activity B his goodnas and proficiency is
consdered to lie in the paeformance of tha fundion.3 Thus thefocusis placed on the act of
doing and of experiendng that act. In Aristotle® terms, we have to ask: Wha isit that we are
doing and what is its meaning? Turned into a process of self-undestanding, it trandates into
the sentence: QA goodlife is spent searching for the goodlife.OA task tha has to be a never-
ending search, which cannotbe aboutarriving, but abouthow we are able to travel and enjoy
that awfully bunpy road. It is about the ethics of the unattainable, about cherishing and
respecting thefull absurdity of life.

In terms of doing research, this means reversing the expectations We will not get any clear-
cut, all-encompassing answers. What we might come up with are dightly better-articulated
guestionsand contexts, in the form of ways of keeping the process up and running. There is
no authentic essence, nothing @eadOto hunt down, no b3se onkel to shoot down. Doing
research is not a John Wayne movie, it is a process tha has to remain open and be maintained
so that it will stay open.

Referring back to Aristotle: Of we assume tha the fundion of man is a kind of life, an
activity or series of actionsof the soul, implying arationd prindple; and if the fundion of a
good man is to perform these activities well and rightly; and if every fundion is performed
well when performed in accordance with its prope excellence: if al thisis so, the condusion
isthat the goodfor man is an activity of soul in accordance with virtue &

But this journey has two very important qudifications It is a dow process, intended to last a
complete lifetime, which in itself places it absolutely in the opposte corner to so many of the
trends and dynamics of today@ universities, nat to mention the rhythms and tempos of
contemporary art. We are talking about virtues such as being courageous temperate and
noble, in every case about beng true to the spirit and aims of the practice as an evolving
enterprise. This meanstha, if a practice is to lead to knowledge, that practice must be done
propaly. O have notreally learned for myself (taken to heart, made second naure to me) tha
they have this intrindgc value untl | have learned to value (love) them for it, with the
consquence tha | take pleasure in doing them. To undestand and appreciate the value tha
makes them enjoyable in themselves | mug learn for myself to enjoy them, and that does take
time and practice Din short, hebituation.3
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Secondly, it is a process that mug always be particular and contextud. To go back over 2000
years, in Aristotle® example, it is about the way Ca carpenter@ interest in theright angle is
different from the geometrician®30'° And to continue with the classic examples: Orhe good
man is the onewho performs admirably the activities specific to his kind &'

All this is fine but begs the pragmatic question: How? And of course, how and who can
definewha is Gpexific to his kind® meaning the expectationsand requirements that we have
or wish for when we think, for example, of thegoad of avideo artist who does research onthe
guestion of narrative self-undestanding?This involves a set of complex questionsthat brings
usto the second pat of this section. It bringsusto theidea of how we define goodsinternd to
a practice. An idea tha relates to reflection on the main assumptions and structures of
knowledgeprodudion.

Goods Internal to aPractice

Let us here play, for a second, with words If we want to be nasty, and nastiness is indesd
often a welcome antidote to self-congratulatory tendendes, we can say that to do research is
to do goodresearch, or that to pant afigurative painting isto paint agoodfigurative panting.
| could go on with this litany, but wha | am trying to stress is how this GillinessOreally
forces usto focusonwha the @oodQs or can bein terms of the particular practice. Thus we
need to ask who defines it, and in accordance with which rules and habits of the heart. We
also nead to ask: Where does it come from? How is it defined currently? And wha are its
future ambitionsand perspectives?

Following the train of thoughtset in motion by Aristotle@® idea of good practice tha is
maintained and developal throughdoing that practice, it is not al tha extraordinary tha the
criteria and qudifications are closly interwoven with the doing of tha practice. We are
therefore talking about bath the internd goodsof a practice and the internd logic of the
practice. We ask: What is the virtue of the practice? Meaning wha makes it wha it is, and
how can it becoheently and logically taken furthe and carried out?

To quot a contemporary, and highly influential, interpretation of Aristotle: O\ virtue is an
acquired human qudity the possession and exercise of which tends to enable us to achieve
those goodswhich are internd to practices and thelack of which effectively prevents usfrom
achieving any such good€'

Wha this means is that the definition of a goodpractice cannot stem from somewhere outside
it. Each practice mug define itself, but not alone but rather in close interaction with other
practices and ways of expression. This is donein interaction and through experience. In a
larger framework, it is donethroughtradition, by developing it, breaking away from it, and
then returning back to it. It is agan the act of getting close in order to distance yourself, the
act of push and pull, give and take. Through this, we are asking the vital questions about
power and empowerment: Who is talking and wha is he or she talking about, and with
whom? An awareness tha yet agan awakens us to the necessity of participaing in
accordance with our own views, values, wants and fears in the condruction of concepts. And
why? Well, as ever, if you are not doing it, you can be pefectly sure tha someoneese is
doingit, and doing it in amanne tha goes agang your ams and interests.

But let ustake a dight side step. What is a practice? Quoting Maclntyre agan: A practice is
Qany coherent and complex form of sodally established cooperative human activity through
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which goodsinternd to tha form of activity are redlized in the course of trying to achieve
those standards of excellence which are appropriate to, and patially definitive of, tha form of
activity, with the result tha human powers to achieve excellence, and human conceptions of
the endsand goodsinvolved, are systematically extendedO'

Thus wha are the qudifications for a practice? As you might already suspect, they are
anything and everything. A practice is any activity, as such, which makes sense, and which is
donesystematically Bpotentialy like sitting on abus collecting fir cones, doing experimental
walks in a pak while carrying an expressionistic oil painting over your shoulder. A practice
tha aways has a certain past, present and future, but a practice that has to be open-ended.
There is no nead to close any doors or to decide once and for al on any oneset of a priori
criteria. What it is and can become is something that only emerges in interaction. And yes,
cherishing and maintaining this procedural openness, this content-driven activity, is oneof the
main ingredients of an adequae, valid research practice. This is a practice tha has a very
clear direction and theme tha it goes towards and addresses, yet not as an abdract prindple,
but as a joumey in which you have to take one step after another b steps tha then affect the
way the subsequent steps are directed and performed. A goodpractice does not exist as itself.
It hangsin theair solely as a potentiality, because first we have to doit. Repest it and returned
to it, accumulating knowedge of howto doit, howto definethe goodand theinternd values
that exist in and throughit.

Part I11
Open Source and the Participatory Research Community

Theidea of this third part is to continuewith our revisit to the potentiality of the Aristotelian
conaept of goodpractice and the qudities produced in and throughit.

This is practice and qudities in the form of the goodsof the practice, in a nonteleological,
nonessentialistic interpretation of tha practice, based on a situaed and committed context-
boundversion of the practice. The scope and content of a practice tha is aways contested,
conflictud and congructed B and hopdully also compassionae. Thus as aready outlined at
the beginning of this essay, there are no neutral, given, natura or value-free perceptions
expeiences, or knowledge Any type of knowedge produdion is always particular, vaue
laden and postional. The point is how and why these research sites and situaions are shaped
and made

The guiding assumption here is tha each particular research practice has a lot to learn from
the othe's, and tha this learning and exchange should be structured on the basis of the open-
source idea. The connettion with the Aristotelian idea of good practice coming from good
practice is emphasised in the notion of wha kind of practice we are after and what version of
practice can survive and serve as a fruitful platform for the produdion of knowledge A
studion and a platform tha has to be open-ended and inviting, which foders interna
commotionsand conflicts in order tha the process in a given practice has a chance to evolve
and to give the paticipants a long-term perspective on a continuing context. This practice
condantly hasto remind itself of thenneed to laughat itself and to share its views and opinions
with anyonewho is interested in the development of tha practice, with the aim of ganing
mutud respect and reciprocal recognition.

In short, the open-source prindple, which is familiar from other fields of knowiedge
produdion, stands for the necessity and possibility of defining and usng knowledge as
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something that is openly available to everyone and tha means everyonewho in turn makes
thar findings and knowledge open to everyone else to shae and take further. The open-
source prindple tumsthe prindple of copyrightinto the idea of @opy leftO All knowledgeis
to be shared, but shared with respect and mutud recognition of achievements and idegs. It has
to beaddal tha sharingisnotavirtuein itself. We need to acknowledgethat in each case and
practice some pats of the processes and aspects of knowledge are not trandatable or
compdible. Thus oneof the main questionsin each piece of research is: Wha is so specific
tha it remains and ought to remain solely within the given field? and, Wha can be
meaningfully shared with other researchers?

Theam hereisto think throughthe possibilities of the open-source prindple as a motivating
force for shgping and defining wha artistic research is and could be This ddiberate
compaison and hoped-for spillover focus on the idea of social innovaion in the form of
commonsbased peer produdion. To cite Yocha Benkler@ description of onetype of open-
source phenomenon, free software: Ot suggests that the networked environment makes
possible a new moddity of organizing produdion: radically decentralized, collaborative and
nonpoprietary; based on sharing resources and outputs among widdy distributed, loosly
connected individuds who coopeate with each other withoutrelying on either market signds
or managerial commands Thisiswhat | call @ommonsbased peer produdiond®*

And to continuewith Benkler: Ot is the feasibility of produdng information, knowledge and
culture throughsodal, rather than market and proprietary relationsbthroughcoopeative peer
produdion and coordinate indvidud action D tha creates the oppotunities for greater
autonomous action, a more critical culture, a more discursively engaged and better informed
republic, and perhgps a more equitable globd community. &’

Thus this type of research (regardless of thefield of expertise) sets out to define and andyse
goodresearch practice, wha makes for a beneficial, fundioning research culture, and how we
can achieve social innovaions And for that we need to take a closer look at wha the open-
source prindple implies and accentuates.

On theface of it, it is agan actudly quite amazingly straightforward. Open source meanstha
whatever it (as in knowledgg is, it should be free for everyoneto make use of and develop
further. There is no inhaent propaty vaue for the peson who comes up with a new
invention or new ways of combining existing knowledge it is al QeftOfor anyoneto make
the best use of it. Theideais closly foundel on commonsbased peer produdion, which is
characteristically radically decentralized, collaborative and non-proprietary. Thus it is about
sharing information in order for all of usto be able to do what we do when we do wha we do
in a dightly better and more meaningful way. Even if it is not about making a short-term
profit, the prindple standsfor longterm benefits and profits tha are by naure accessible to
many, and indusve, notexclusve.

Funnily enough,even if to some people the open-source princple can sound like a rather
modeate, and yet still awfully scary version of communism, recent developments have shown
tha open source is completely compatible with the rules and regulations of a market-driven
capitalist structure. There isamouning body of evidence tha implies tha busnesses foundel
on an open-source framework generate results in the form of produds tha are more reliable
and better fundioning.
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Our example is provided by Benkler, and is tha giant of indugry IBM. According to
Benkler@ study, recently, IBM has made twice the profit from free software based on open-
source ideology tha it has from old-style copyright produds that bring in licenang fees and
roydties. IBMQ@ strategy has not been an either/or one rather it has learned how to be non-
exclusve, usng both approaches. The company@® patent record is the best in theindustry and,
what ismodg interesting for us whereas, in 200Q the volume of open-source busness was still
close to nothing, by 2003,s0-called Q.inux-rel atedOservices amounied to double the business
based onintellectud propety rights.'

But then agan, wha we oughtto be wondeing is. Why? The background is the radical
changein the environment and conditionsfor knowledge produdion. There is hardly a field
left tha is not a highly complex one tha is strongly interconnected with and dependent on
other fieldsof knowledgeproduction and other practices.

In short, today, aimog any field of human interaction is so specific and so complex that
nobodycan survive alone The idea of a master of the whole field is the stuff of children(3
storybooks Wha we are dedling with are the results of something called the information
sodety, whose structure is oneof inter-connected networks, and not top-down hierarchies. In
the words of Manud Castells: ONetworks are open structures, able to expand without limits,
integrating new nodes as long as they are able to communicate within the nework, namely as
long as they share the same communication codes (for example, values or performance gods).
A neawork-based soda structure is a highly dynamic, open system, susceptible to innovading
withoutthreatening its b ance.&’

Therefore, as a pragmatic consequence, indead of even trying to do it all and know it all
alone we have aneed and a necessity to create an environment for a collective, give-and-take
gite and situdion. Thisis, in fact, the only way to survive and to do wha youwantto doin a
meaningful way. Rather than taking refugee in the la-la land of woolly-minded good will,
open-source and copy-left ideologies are motivated by the clear, direct self-interest and self-
defence of the individud and the group of researchers. What is more, through sharing and
giving and geting, the research process becomes more enjoyable and fruitful B both
intellectudly and sodally. We get closer to the pleasure prindple, which is something tha
should not be ngglected, but carefully fodered if we want to generate produdive research and
research atmospheaes.

Trandated to our field of knowledgeand our practices, in the form of plural, inter-connected
networks, how should we do this? Or even more precisely: Wha are we suppo®d to do?My
aim and vision is to generate a version of the open-source modd for artistic research. Not in
the form of some strange cultic illuson or abstract dream, but a highly down-to-earth,
pragmatic working solution for moving towardsan ideaand agoal. Thisisagod in theform
of sodal innovdion: commonsbased peer produdion. An innovdion throughwhich we can
create platforms for sharing strategies, information and, in general, hdp each other to generate
acontext for ourselves as artists, curators, writers, etc.

In our case, we need to move away from software to our version of hardware, away from
computer programmes to artistic practice. Thus the question is. Wha happens if we do a
swap hee, and replace market signds with the art market in the form of a gdlery or a
museum, and managerial commandswith thework of curators.
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Or what if we do something radical and, ingead of talking aboutsomething abgract tha is out
there somewhere, we find our way to theright here and concentrate on a current exhibition on
thetheme of artistic research? Thus the questionsthat arise are: @) What kind of exhibitionis
it?; and b) How is it different from any other thematic group show? In short, wha kind of
goodpractice isthis?

TalkinQL oud and SayinCSomething

When trying to get closer to the specific elements of good practice in this given case, let us
first address the core information and aims of the project. The TalkinOLoud and SaynO
Sonething Bfour Perspectives of Artistic Research group exhibition focused on the postively

controversial and chdlenging theme of practice-based research carried out by visud artists.

The event was the first comprehensve contemporary art show that ddiberately and openly

seeks to combine artistic expression with the means of research, bringing abouta produdive,

thoughtprovoking collison. The exhibition will present four individud cases of artistic

research in and through each particular practice. The paticipaing artists represent a wide
variety of artistic strategies, working coherently and systematically with research aims and

methods

Of the participating artists, Sopowan Boonnmitra was among the first three to graduae from
the practice-based PhD programme in Lund Sweden, in 2006.Jacqudine Donachie has spent
five years working with a Professor of Human Genetics from the University of Glasgow,
mapping the story of how certain gendtic diseases get worse from generation to generation.
Heli Rekulais currently doing her PhD project at the Academy of Fine Arts, Helsinki. And
Annica Karlsson Rixon (in this project working with AnnaViola Hallberg) is doing her PhD
studies at HFF, School of Photography at the University of Gothenbumg.

The core theme of the exhibition is critically yet congdructively thinking throughwha artistic
research is and can be Our aim isto reflect on the chances and chdlenges for presenting and
representing the research processes embeddeal in a work of art in an exhibition format. The
task is not to solve the problem or to provide an answer to the dilemma. Our aim is to take
serioudy this paticular way of working within inter and trans-disciplinary frameworks and
platforms. Thus our am is to produe an exhibition tha is both intellectudly and visudly
ingoiring and inviting, provoking and demanding. And yes, tha is precisely why in our title
we are linking ourselves with tha famousshoutfrom the oneand only James Brown, but we
do not jug copy it, we twist it around and changeit. Not a lot, but enoughfor the origind
comment talkin@oud and sayinCnothinQ(recorded first in 1970)to turn into the postive, and
even semi-provoaative claim, QalkinQoudand sayinGsomething &

The exhibition at Gothenburg Museum of Art combines indallations and moving images
(Boonnmitra & Karlsson RixonMallberg), phobgraphs (Karlsson RixonMallberg,
Boonnmitra & Rekula), video indallations (Karlsson RixonHallberg & Rekula) and spdial
works and drawings(Donechie).

The participaing artists do not first and foremod represent any inditution. They stand for
themselves, and more accurately, for thar specific, individud projects, which will be
developad and displayed at this unique event. However, even if each participant standsfor
thar own works, there is a collective element inherent in the project. It is a collaborative
process tha indudes artists and a curator. A process in which we will be talking loud and
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proud, forcing and luring our own congentration onto the content of the work, to its potential
subgance and qudity.

We will ndather illudrate nor indrumentalise. We do not explain, we articulate usng the
means of contemporary art, in the form of spaial interventionsand visud interpretations We
are looking and searching. We are not againg, but for. We are for new ways of working as
artists, and aso for andyzing and investigating aternaive ways of beng-in-theworld.

Thus when asked how this will be different from any other thematic group show, the answer
istha it will notbestructurally different, butit seeks to bevery different from run-of-the-mill
exhibition activities on the level of content and the domain of practice. As regards structure,
we do not pretend that we can or want to re-invent the QvheelQ We are visud artists and a
curator within this paticular field. That is wha we do when we do wha we do. This is our
practice, here and now. Andtha iswha we try to do aswell aspossible.

Neverthdess, the content-driven difference is shgped and made within the practice and, |

would claim, aso clearly visible on the exhibition site. This is a meaningful difference based
uponhow we do wha we do when are doing this particular exhibition. We doit owly, we do
it carefully, and we do it together. We ddiberately do not hold back or sit on our knowiedge
or our views, but share them; we put them out there to be commented on and discussed. Not
as assertions but as ideas leading to works of art, based on ther internd logic of good
practice, noton externd qudificationsor ramifications

The process started with all of usgetting togeher, seeing and feeling, experienang the space,
holding discussions for two days about what, how, when and why. We shared views and
knowledge and theaim of trying to make a groupexhibition in which thewhole is truly much
more than the sum of its parts. This is a strategy tha follows a paticular route from a
neutralized space towardsa specific place.

Wha this chosen start-up (meetings discussions give-and-take arguments aboutthe theme of
the artistic research and the space, and aboutthe shgpe of the exhibition) meansor impliesis
not rocket science, but it is the backbonefor the whole effort. We came togeher to discuss
wha it means to do a group show with four very different approaches and projects that are
created and generated with a clearly articulated research focus and interest. We al shared a
stronginterest in and commitment to the chosen theme and the new project initiated aroundit,
bringing artistic practice as research into a contemporary art exhibition. A project tha, from
the very first moment, did not want to stress shared, genea points, but prioritized and
focused on the paticular postions and strengths of each individud project. It chose the route
from specificity and particularity (of each of the artists and their works) towards having them
hgppen within the same framework and in interaction with each other on the exhibition site,
which has been turned from aneutral space into auniqueplace.

Theinitial meeting gave rise to sufficient common ground (a notion that we have to face and
treat with care, since if theidea of common grourd is not congantly and vigoroudy recreated
and maintained, the lack of it, or its supeficiality backfires rapidly with dire consequences).
In this particular case, the common ground was tha we agreed on the structure of the
exhibition, its thematic priorities and core ideas. The aim was tha, from the very beginning,
everyone would be on the same level, starting from the same page of the project. Then we
returned home, or wherever each of uswas working at that time, keeping in toud via e-mail
and phonecalls.
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Thus the goodpractice created and generated while doing that practice was achieved through
thefollowing stepsand elements. We took thetime to think the project throughbefore starting
to run with it. We agreed on the al-impartant assumptionsand based the common groundon
tha. Then we had wha we needed: trud. Trug and a fundioning communication set-up tha,
between the initial meeting and the one at which we all got togeher to envisage and mount
the exhibition, were mainly kept up by the curator staying in touch with each project
individudly. A relevant question arises here: Isit enough to meet as agroup only once? Well,
obvioudy it depends, and since, if and when we deal with professionals in any field, it is a
given tha everybody has enoughto do and already has plenty of other commitments. The
second structural fact is tha here the participants al live in different counties. The main
points are the strength of the framework, the initial meeting, and aso the duration of the
project. If this exhibition had spanned a longe period, it would have been necessary to meet
sometime in between. But here, there was atime ggp of alittle over hdf a year, which is till
managesble.

But, yes, next on thelist of wha makes this practice goodpractice is tha, since we al knew
and undestood the basic structure and logic of the project, the number of nasty surprises was
kept to a minimum. Without doubt, plans change they are adjuded, and there are always
variousconflicts involved, but the trangparency of the project allows each participant to think
ahead and to make the best of the situation. It allows usto start from the same postion, and
then to go on and take it individudly in whaever direction and for whatever distance
necessary. And thisiswha pad dividendswhen we findly returned to the exhibition site and
started putting up the show. We returned to the site, which we had left with afew ideas and a
lot more anticipaion, and we arrived there to make a show togeher. We hungaround,waited
for the pantto dry, gotbored, gotanxious butduring al of this, we talked, we argued and we
changad and chased a lot of thoughs and ideas about what it meansto work professiondly in
ourfield. During this period, we shared a common ground,a common god and frame of mind
tha made everything possible and enjoyable: mutual respect and reciprocal recogniion.

This set-up is wondefully un-spectacular. There is no glory, no hurahs jus a determined
focus on and enjoyment of the process of making a show togeher. A handson, no-frills set-
up with a pragmatic structure that seeks to serve the theme, aong with both the show as a
whole and each individud work of art on display, aswell and as beautifully, andin away tha
isasvisudly and mentally engaging as possible.

It was never any secret tha, at the end of the process, we would have an exhibition of visud
art. We did not want a laboratory or a reading room, or to hold a seminar on the exhibition
site. We all agreed not to have lengthy texts on the wall. The point beng: there is no theory
behind this enterprise. Ingead, there is the practice of some artists and a curator, and theidea
of setting up a well-fundioning group show that will be and become more than the sum of its
pats. Thisisamulti-layered, open-ended processtha is cultivated and fogered in interaction.
By the end, we had hope Hopetha we could give the works a chance to be wha they are
intended to beontha paticular site that is aboutto become a place Band, at the sametime, to
give viewers a chance to putthemselvesinto this chadlenging interaction. That is, an invitation
to be, to feel and to think with a group of fantastic works of art. And, yes, if we have managed
to succeed, tha is already quite enough. It would also in itself be very different from the
majority of today@ thematic group shows, which struggle somewhere between over-
articulation and unde-performance.
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Thus to sum up this part of theargument, wha we did is notin itself any different from other,
similar events, but our degp-seated claim is tha how we did it absolutely, definitely and
postively is different. The difference is tha, throughall these small stepsand small gestures,
when made cohaently, openly, self-critically and reflectively, the whole process count as
valid and adequae produdive research B something tha is revealed, reflected and
doaumented right here and right now, in a version of collectively conduded practice-based
artistic research.

At the end of this section, let usreturn to the details of the theory of an open-source practice
tha is self-critical and open-ended, congantly evolving and developing. Wha this meansand
what it requires from a practice is tha it has both a clear vison and direction, yet at the same
time an openness and unpredictability as regads wha hagppens next. Thus we are not asking
wha endsand purposes the practice and its procedurality serve, but indead, we have to pay
attention and stay with theinternd and externd conflicts and collisonstha take place within
the spheae of this given practice. The point hereistha a practice isnotwhat it is meant to be,
and not what it wants to be, unless it knows tha it mus maintain and foger a plurality of
views and visions To quoe Macintyre: Ot is through conflict and sometimes only through
conflict tha we learn wha our endsand purposes are.(y’

The necessary task of beng open and of inviting criticism, influences and comments from
both insgde and outside is one of the very few guarantees that a practice will stay alive and
evolving. It a least offers a chance of smoothing the edges when any kind of practice is
condantly subject to doubtand trouble. In terms of Aristotelian thinking, this is called an
epistemological crisis. This is a situaion in which the previoudy valid questions no longe
seem relevant and the nomally fundioning, taken-for-granted connection between what
seems to beand what actudly is starts to become loose and even to break down.”

The task is dedling with these smaller or larger-scale epistemological crises in a self-
reflective, produdive way. And yes, tha means fogering and encouraging different views
fromtheingdein, and in comparison with other practices. It a'so means having the ability to
laugh at yourself B and beng able to do this both as individuds and as inditutions For this,
we need a collective agency tha provides a self defence and an ability to Gaspire to achieve
some relatively self-sufficient and indgpendent form of participatory practice-based
community Q'

We need this collectivity, and we need our own acknowiedgement tha we are part of apast, a
present and a future. We are embedded and anchored, structured, but not chaned. We mug
guestion and doubt yet not in an abgract sense, but speaking from a contextudized postion
and speaking with a specific other.

The theme and issue at hand. GAny feature of any tradition, any theory, any practice, any
bdief can aways unde certain conditions be put in question, the practice of puting in
question, whether within atradition or between traditions itself always requires the context of
atradition 3

But then agan, we immediately face the same question, the same point of depature and
endless return in and throughour practices. The questionis. How? How can we do this within
artistic research as individud researchers and as a groupbor, as here, as atemporary research
collective organizing an exhibition togeher? How do we undestand knowedge and how do
we deal with knowedge?
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| do not have an answer, no solution or al-embracing modd and, wha is more to the point, |
can®have them if | want to stay trueto the particularism that is needed in the search for good
practice. Wha a procedural prindple hasis a direction and something for which the Germans
have a magnificent word: Die Ahnung.A word tha standsfor a hint of an expectation, for
intuitive thinking about wha to move towards Wha | do have is the knowedge and
expeience ganed through practice tha there is a very clear aim towards which | want to
move Thisisagod tha keepsdipping away in atrick of thelight, but a god tha keeps my
interest and attention trandixed. It keeps me asking questions in terms of my own activities,
and also of theactivitieswith which | am related: What is practice in aparticular given field?

How in this site and time-specific practice can we definewhat is good,what is qudity, wha
is its internd logic, and yes, vitaly, wha dédines failure, both produdive falure and the
negaive variety?

As we near the end of this essay, let us sum up. We have focused intensely on two inter-
twined conaepts of goodpractice tha comes out of goodpractice, and on how thisidea can be
achieved by following the princple of an open-source activity peformed by a participaory,
practice-based community. This then implies a research practice in the form of a localized,
longterm activity that is articulated through the particular experiences tha are created and
geneated within it. A practice that ddiberately and trangparently moves towards something,
opens up, leaves a trace, and is credible, accountble and solid. A process that comprehends
its radical need to situae itself, to contextudize, and to participate in the context. A process
tha is committed, cohegent and systematic, respecting and demanding the particular
responsbility for and freedom of interpretation.

All this remindsus of the core prindples of critical hermeneutics.”® The idea of articulating
subjective views tha are comprehensble, communicative, and coheent, honest and
systematic, credible and meaningful. Views and opinions tha are not generalizations not
universal, but dways ingst on being particular and persond. Thus the classic idea tha, when
we are and act as subjectively as possible, thisis as clos as we can get to being objective.
Thisistheroad from the details to the whole, from nuances towards the overall framework B
and not the other way around.

Thisis a prindple that has a very clear order of priorities. Critical hermeneutics is based on
theidea thd, in any kind of relationship and encounter, what is required of usisfirst to give
the other a chance to articulate wha he'she wants to say, and to do this on higher, not our,
terms. After tha comes pat two, which involves our trying to relate, criticaly yet
condructively to what has been said, and to what tha says to usaboutour life. Thisis an act
tha can be ddfined as an ethics of listening, or as an anthropology of the near, which is based
on a commitment to a close engagement with everyday-life situaions generating chances for
enoountrs, and perhapseven dialogue™

But yes, findly, at thevery end, let usreturn at full-length to the three metaphors thrown into
the air a the very beginning of our argumentationd joumey. A reminde of the fact tha
whaever we do, we are condantly telling stories. Stories tha have a doubk character. They
have a certain direction, a certain genre with its own internd expectationsand assumptions
Then, a the same time, in order to be a meaningful story, wha happens next, on the next
page, or in thenext sceneis and has to be partly unknown. Thedirectionis there, butthevital
nuances are unknown. We have no way of knowing wha hgppenson the next pageif we are
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to keep the element of surprise alive and breathing, evolving and changing, chdlenging and
chasingus

Thus in alist, thethree metaphors from the beginning:

1) Like Trying to Runin Waist-High New Snow

2) Crossing the River by Feeling Each Stone

3) Moving like SmugglersOBoas B Moving quietly in the night, with no lights, amost
colliding with oneanother Bbutrefusng any contact with or recognition of the other.

Here are therhetorical originsof each of these.

Like Trying to Run in Waist-High New Snow

This is a saying and a metaphor tha goes back to a Finnish track-and-field athlete called
Voitto Hellsten. He specialized in the 400 metres, running in the 1950s and enjoyed his best
result at the 1956 Melboume Olympics, where he came third in the 400 metres. Hellsten lived
hiswhole lifein Turku, where healso died in 1995

Hellsten was an athlete on an internationd level in times when not that many people were
able to earn money in sport. Hellsten was no exception, and he made his living as a metal
worker in Turku dodkyards After his athletic career, he was never really active as a coach,
but remained arecognized name and local persondity untl his degth.

Hellsten did not intend to formulate a catchy metaphorfor anything. Thesayingtha | refer to
was his way of explaining how he and his friendsused to practice for ther sport. Agan, these
were times long before fully air-conditioned training facilities. So Hellsten and his colleges
had to train outside, and especially back then, during the winter, there was at least enough
snow around They thusinvented a rather peculiar, but very effective way of training for ther
distance. They went to open fields tha, for most of the winter period, were completely
covered with snow, often over one metre deep, and they ran across thos fields. Fields of
snow where the frog was not so strong tha they could not run on the snow, but where thear
feet went straight throughto the earth, running up and down, faling and geting up again,
with the soft assistance Bnot unlike a cushion Bof the snow.

For me, this metaphor fits well with a discipline like artistic research tha as yet has no
specific past and no clear pah to follow. The metaphor standsfor the necessity, in this phase
of the discipling of keeping the doors open, of taking risks, of trying out new ways of
produang works and knowledge. In short, of experimenting and beng innovdive. Thisis an
activity tha very definitely often feels like runnng througha field waist-high in snow. You
run and push through, and you fall, you ge wet. It does not look very elegant, but you are
going somewhere tha you have not been before, learning how to take thefalls and how to get
up faster and better. And yes, if you keep doing it congstently and coherently, you will reach
theothe side

Crossing the River by Feeling Each Stone

This is a very old Chinese saying tha | came across some fifteen years ago in a newspaper
article that compared the different ways the two large, developing economies of Russia and
China were reacting to the chdlenge of embracing market-driven capitalism. The Russians
opted for afast and furiouscrash course, while the Chinese decided to do the opposte.
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My intention here is not to say something about this economic trandormation or how
successful or disastrousit was in either of these naion states. Indead, the saying serves as a
metaphortha hdpsusfind the necessary focus on the activities involved in artistic research.
Activities that try to keep two different ways of creating knowledge and relating to reality in
theair at the same time. For me, this Chinese phrase provides afruitful starting point not only
for keeping these two bdls in the air, but aso for generating situaionsin which both sides
influence and learn from each other, generating that extra something else in and throughthar
interaction.

For me, this saying trandates into the motto: Speed kills. The reference is here not to some
chemical or other, but to the need to slow down, and to advance carefully, with enoughtime
and with theintention of enjoyingthe slowness, jud like crossing ariver feeling each stoneon
theriver bed. Thisis downess not as passivity, but as an active attitudetha undestands that
thingshave to have time to evolve, and that research in particular takes its own time. It isan
activity tha mug not berushed through butwhich has to be Sowed down. An activity that is
often very remote from the common habits and rhythms of contemporary art.

This metaphor also alows me to stress another main defining characteristic of interesting and
meaningful research. It is not jus about Slowness, but aboutthe need to appropriate conoepts
and strategies from other fields The task is not to copy or to imitate, but to make these
different ways of describing reality your own, to work on them through yowr own views,
values and practice. In the end, the task is to provide site-specific definitions your
interpretationsof wha it means for example, to do artistic research.

Moving like SmugglersOBoas B Moving quietly in the night, no lights, aimost colliding with
oneanothe Bbut refusng any contact or recognition of the other.

Thisisasayingthat | heard jud recently in Istanbul, Turkey. In the present context of Turkish
sodety, it serves as a description of the ways the variousmembers of civil society in Turkey
relate to and deal with one another. It is a saying tha describes the unfortunae current
situaion with its sad lack of collaboration, and yet, neverthdess, it makes the first move- in
the hopeof generating greater co-opeation and solidarity between the paticipants in wider
civil sodety.

It is a saying tha in our context of artistic research also works both ways. It is areminde of
the negaive potentiality of a research field in which the participants are unwilling or unable
to come togeher or to generate sites for shaing knowledge On the other hand, it remindsme
of the oppotunity and necessity of striving to achieve meetingsthat take place cohaently and
continuousy. The task is there, but unless we face it and do something about it, it pretty
evidently isnotgoing to hgppen.

The task is to find modes of collaboration in order to create and maintain sugainable
conditionsfor knowledge produdion for al of usworking as professionds within thefield of
contemporary art. Not as free-floaing avatars, but as professionds committed to a certain site
tha isaways both physcal and discursive. A site tha can, for example, be, and perhgpseven
oughtto be a version of the way artistic research is done conduded and structured in the
universities in which we work.
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