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As much to the ordinary 
as to the extraordinary.



Abstract 

Over material waste, defamiliarization and creativity this thesis 
underlies an investigation that merges around and converges 
into the concept of creative accessibility. Permanently layer-
ing around alienation, value and the idea of forcing, this thesis 
intends to dissect How does material waste defamiliarization 
through artistic means catalyze creativity? Waste, in this thesis 
understood as trash and as everyday aesthetics, is utterly 
recognized as a problem thus this investigation unfolds funda-
mental cracks in this problematic perspective. Instead, it pro-
poses an argumentative line that offers new lights in harmony 
with waste, through artistic defamiliarization as a bridge and 
ultimately a creative catalyst. Furthermore, a departure posi-
tion to delve inside the creative body through two dimensions 
that are permanently identified, separated and put together 
back and forth. One, creativity as problem solving and two, cre-
ativity as something else. The first one, rather oriented into di-
rect usability and the second, not entirely. Moreover, although 
imprinted under a qualitative methodology and an artistic 
research method, this thesis too aims to provide significant 
theoretical ground. Additionally, right in between these two, 
the thesis analyzes three other diverse artistic projects from 
global creators from Finland, Italy and one from planet Earth 
as such. From closer distance, it all connects with the center of 
the artistic research, an artistic exploration for over the last five 
years regarding waste defamiliarization through artistic forms, 
giving birth to this academic artistic based approach. Also, this 
thesis provides a viewpoint that includes reducing waste -not 
solving it- and creative accessibility, all in all around either 
turning the ordinary into the extraordinary through mecha-
nisms of artistic defamiliarization or through attentiveness. 
Both ways lead to creativity and environmental regeneration.
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Preface 

In a humble attempt to meet academic criteria without dis-
respecting or missing the idea of defamiliarization as it is, a 
concept born at the feet of literature, I at first aspire to open up 
this thesis proposal. In consequence and theoretically linked 
from a modest amount of anchor points, material waste as the 
axis, defamiliarization as a device and creativity as a catalyst, 
represent the first layer of interest. Secondly, value and alien-
ation are present underlying the first three primordial inter-
sections, crossed all over in order to closely to this last layer, 
locate the concept of forcing. Uttermost, it is all stacked under 
an interpretation related to creative accessibility where the 
environment realm is affected by the dance performed by the 
concepts engendered above. The present short conundrum is 
written amidst the intention of accuracy yet without compro-
mising the dislocation a defamiliarization device is supposed to 
embed. 
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Introduction

Waste is a concept of a never-ending world of defini-
tions, perhaps that is its wizardry. I limited this in-

vestigation to the dimension of material waste, leaving the 
invisible for another occasion. Without regard to, I use art 
and artistic practices at the heart where everything else or-
bits around and from where I propose to tackle a scientific 
contribution. The void regards creative accessibility and the 
possibilities that material waste through artistic means of-
fer to it, compared to high value materials, rather blocking 
access to creativity. I performed this study given my parallel 
interest in contributing to the regeneration of environmental 
and social realms and unfasten creativity. Adopting material 
waste tackles directly the first one, although subsequently 
by doing so through artistic means, shall creativity unfold.

1



a.1 From waste and defamiliarization 
to waste defamiliarization

I became fascinated with waste not long after the 
death of my father. I’m not sure what the connection is 
between the profound loss of a loved parent and small 
everyday losses like putting out the garbage, but I’m 
sure there is one.

Gay Hawkins, The Ethics of Waste, 2005

To say a word about waste is to originate around a multidi-
mensional space intertwined all over in between material and 
figurative narratives, firmly polarized by different understand-
ing on what is waste. Attempting to bring down the concept of 
waste from abstract heights towards a material, tangible aspect 
I previously relate to the vibrancy of the elements around us. 
To start with, say, is it death? Materially speaking as long as 
an object is there, one can point it out as waste and fascinat-
ingly enough, someone else can perfectly argue back opposing 
that statement. To convey and exploit the difference, Michael 
Thompson established that what rubbish is depends, meaning 
that someone could see garbage and simultaneously some-
one else could see gold (Thompson, 1979). A dichotomy that 
doesn’t end there but rather where it takes off from to shift 
dimension, to the extent it gets rumpled. 

Touching upon death, nevertheless, I find of prosperous inter-
est to dig into the intricacies of waste and the manifold rather 
obscure aspects. Immaterial and figuratives, philosophers, art-
ists, scientists, authors, researchers and anthropologists con-
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verge in a thread that connects waste and death at last. 
Also writers, for example at the moment Italo Calvino 
takes out the garbage, he notices

If  the  gesture  of  throwing  away  is  the  first  and  
indispensable  condition  of being,  since  one  is  what  

one  does  not  throw  away,  then  the  most  important 
physiological  and  mental  gesture  is  that  of  sepa-
rating  the  part  of  me  that remains  from  the  part  
I  must  jettison  to  sink  away  into  a  beyond  from  

which there is no return. (Calvino, 1993)

Other crystal clear exemplifications I next in Chapter 1 
In Theory deploy further, as waste is the first dominant 
anchor point in this thesis. Second and third evidently 
overlay, getting closer to artistic means and far along 
traditional practices of considering waste from a linear 
perspective, respectively I analyze defamiliarization 
(Shklovsky, 1917) and creativity and its accessibility.

From an axiological point of view, waste is at last either 
low or zero value material and I in this thesis pursue to 
inspect how low or zero value materials give creativity a 
special possibility to take place by using defamiliariza-
tion as a device. Resulting into an original creation, a 
problem-solving or a convergence-divergence type of 
situation, waste in the interpretation of this thesis is an 
excellent link for approaching access to the creative act 
and the creative self. 

By doing something to waste through a defamiliariza-
tion process, initially understood as estrangement, most 
surely the low or zero value increases or at last changes. 
Moreover I find of high importance to correspond 
Bertolt Brecht idea of Epic Theatre and the consequen-
tial action of this discipline, fundamentally alive by his 
notion of distancing (Brecht, 1978). Roughly translated 
as estrangement too, this concept flows historically in 
parallel to the estrangement proposed by Viktor Shk-
lovsky. Nevertheless, both of them converge around an 
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alienation effect. Apparently, waste is both an environmental 
problem yet an equally infinite source for creativity. Wast-
ing will never cease, thence will live as an activity for as long 
as someone in humankind is alive. As Calvino described with 
grace, waste is part of the everyday life of any human being and 
its discard is out of reach, a blessing and a curse. 

a.2 Research background

I had imagined that at certain times my life could take 
on a rare and precious quality. There was no need for 
extraordinary circumstances.

Antoine Roquentin, Sartre’s Nausea, 1938

Invested in fairness, I urge to install the chronological events 
to the moment this thesis is getting shaped. I at first, embarked 
studying waste from essentially mere curiosity but in palpabil-
ity from an artistic-based approach since 2015. In the form of 
installation, photography, sculpture, workshop, intervention 
and performance, it is consequential to understand that at the 
time writing did not make it to the mediums of choice. Hence, 
this rather academic approach indeed is an absolute unfamiliar 
path I embrace when it comes to attending my profound inter-
est in the study of waste. Writing and doing is as new as many 
of the concepts and theory I pick up from and make use of in 
this thesis, resulting in the defamiliarization of my own artistic 
work as an origin of familiarity. Furthermore, it is primarily 
significant to acknowledge the own limits of verbalization itself 
plus an antecedent excess of constructivism. 
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In Artistic Research Methodology (2014) I find a com-
mon and comfortable place to start with. In Brechtian 
terms, one can penetrate his or her thesis by taking 
much distance from it yet in the other pole -or the center 
itself- it is possible to embrace a rather Tolstoyan ap-
proach and get so close to the topic (Hannula, M., Suor-
anta, J., & Vadén, T., 2014), it alienates everything any-
ways. Tolstoy himself wrote in such a particular way that 
both Shklovsky and Brecht respectively developed their 
own independent analyzes of Ostranenie (Schklovsky) 
and Verfremdungseffekt (Brecht), through Tolstoy´s 
literature. In his work, narratives might be costly to read 
because of the lack of familiarity in one’s recognition 
with that way of writing. Alienation. Now established the 
multiple ways to pierce a thesis of this kind, I intend to 
acknowledge the possibility of certain criticism towards 
the analysis of this study. 

a.3 Research gate

Anything goes.

Antoine Roquentin, Sartre’s Nausea, 1938

Waste has a permanent flare of change, as it resembles pro-
cesses of rotting. Contrasting, much of this thesis intends to 
underpin when value comes back, comes up or comes out. 
Arguably, the investigation also changes the researcher and the 
artist (Hannula, M., Suoranta, J., & Vadén, T., p.69, 2014).
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What is believed is at times what is known, yet sometimes 
this cannot turn out to be knowledge as it is known. Feyera-
bend (1975) developed this idea of the blur between academic 
knowledge and the rest of the world and gave tools to open up 
research from a rather artistic viewpoint and from there, this 
thesis reaches upon theory. Artistic work at the core, theoreti-
cal framework as the skin and open-ended territory as the 
horizon.

Substantially I enter this thesis making use of Qualitative 
methodology and Artistic research method. Although I almost 
unwittingly make use of observation, unstructured interviews 
and perspectives of my sometimes rather participatory artistic 
practice through ReSources. ReSources is what I denominated 
a shapeless project about waste, launched back then in 2015 
and explored in Chapter three: in ReSources. Anyhow, the fun-
damental research question in this thesis work unfolds as How 
does material waste defamiliarization through artistic means 
catalyze creativity?

As long as I am concerned until the moment of this thesis 
development, there is no literature I found that included waste, 
defamiliarization, creativity and the idea of creative accessibil-
ity altogether. Paradoxically enough, my studies on waste aim 
towards the useless, however I not only discovered through 
this thesis how creative accessibility brings something origi-
nal to delve around but also something useful and applicable 
widely, just not yet explored scientifically. Under my interpre-
tation and hopes, creative accessibility needs attention as an 
emergent concept and thus light by its own. Further studies on 
creative accessibility are of paramount value if a more creative 
individual and society mean for example, better problem solv-
ing, more imagination and freedom. 
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a.4 Research structure

Likewise, it is good to be aware of the limits to 
verbalization.

Throughout the main three chapters of this thesis bodywork I 
intend to explain and merge different concepts, some familiar 
while some unfamiliar. In Chapter one: in Theory I elucidate 
around waste and its complexity through rubbish, every-
day aesthetics and useless. In the rear of waste, I dissect the 
concept of defamiliarization in its different forms and natural 
entanglement. Below these two, I proceed to open up the most 
useless and the most useful dimensions of creative theory.

Imagination is an intrinsic part of artistic realms and also 
of artistic research. Next in Chapter two: in Practice I put in 
perspective three case studies that face waste from different 
angles, times and materialities, hopefully establishing a dia-
logue with other artists, cross-fertilizing. 

At last in Chapter three: in ReSources I have the opportunity to 
put in context my own artistic project runned for half a decade 
with displays in Italy, Nepal, Chile and Finland. This in short 
is the vehicle, bridge and axis where I stand from towards the 
study of waste through practice, thinking and touching it.
 
I at some point critique the idea of defamiliarizing everything. 
Rapidly I invite different viewpoints to agglutinate, assembling 
a naturally hermeneutical glow and openness to criticism just 
how this thesis is presented. Pure trade of interpretations 
through language.

M. Hannula, J. Suoranta, T. Vadén, 2014
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Any labeled defamiliarization phenomena does what creativity 
in practice sometimes does too and that is to inquire. As the 
core of overall mostly any philosophical practice and through-
out a stage of resistance to the course of things, I observe a 
forcing point to break through an inflict of resistance. A mo-
ment of skepticism, too. This forcing point I delve into later, 
has a relationship with value and the possible alienation effects 
the practice could result in, either in an object or in a subject. 

Certainly, recognition of status quo as it is and the act of an-

·

Chapter one:

 in Theory

At the roots of an entanglement of ideas in Chapter one: 
in Theory I expose three clear concepts. Waste is the 

one that becomes the most pivotal one, first and last the 
axis; followed by defamiliarization (Shklovsky, 1917) which 
as a mechanism adopting waste, gives place to the last 
one; creativity, dimension I dissect between the most use-
ful and the most useless of its outlines. All in all, intended 
to connect and arrive at the idea of creative accessibility.
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nouncing an anomaly does create a ripple effect. Thus, I draw 
intersectional lines between waste, defamiliarization and 
creativity. Anyhow, a factor in finding cracks as an activity is 
to subsequently restore them in new ways, places where these 
three concepts are related as well. From a beginning to an end 
as I hope this thesis adjoins too, ranging from the ordinary to 
the extraordinary. 

The meditation around complex concepts is as challenging as 
captivating. Impossibly to attend such work in oblivion, I have 
to dig into the usability of objects and activities, provoking 
questions about why I do what I do and not something else, 
perhaps rather useful.

1.1 Waste

I don’t know why, but the desire to be a garbageman 
and work with everything to do with waste, fascinated 
me. My love for archeology is evident in my draw-
ings and other works. Archaeological excavation is 
converted into an excavation of consciousness, layers 
of history give way to the depths of the subconscious, 
the findings are then collected, cataloged, measured, 
deciphered, and ultimately stored in the archive.

To come across waste, previously had to be the action of wast-
ing. In all intention of investigating, dissecting and analyzing 
equally waste and wasting, Discard Studies also lights up no-
tions on waste systemic intricacies. The website http://discard-
studies.com maintained by Max Liboiron and Robin Nagle, 
opens all types of perspectives on waste focusing on a system-

Rotem of  Qiryat Gat, Eternal Pavilion, 2019
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based approach. Differs from waste studies and presents itself 
as a discipline of studies that leaves things open instead of dis-
closing what is left out, forgotten, devalued. I follow, impulsed 
beyond the interest on why people recycle but rather what is 
recycling and what is behind the factual act of recycling, say 
for now at a household level only. Of course, other affluent 
spheres of studies around waste develop their own terminol-
ogy and although I agree with Discard Studies on the systemic, 
holistic viewpoint that aims to see also what is hidden, I do not 
necessarily disagree with other spectrums. For instance, Susan 
Morrison (2015) on The Literature of Waste deploys a rock-
solid argument positioning her work as Waste Studies, making 
a clear statement to make a difference with Discard Studies. In 
order to expand what is waste, she deploys

Waste necessarily  implicates  history,  and  implies  materi-
ality,  metaphor,  and emotional  affect.  Though  waste  has  
been  understood  differently  in  various places  over  time,  

certain  aspects  remain  constant:  waste  is  always  material 
(first)  and  figurative  and  metaphoric  (second).

Within an organized argument waste is narrowed down sec-
ond, bur first structured. First material, second everything else 
and I agree with this point of view from Morrison, since many 
narratives I wish to tackle in further studies about waste do not 
have any boundaries, are practically immaterial. However, cur-
rently more necessary is to understand the multidimensional 
puzzle waste only by itself represents. 

Waste in any case is agreed to be related with excess. Through 
consumption or not, humankind is permanently wasting, 
essentially by obtaining and disposing but also by excreting. 
Without a necessary emphasis in excreta I see myself obligated 
to underpin this aspect of waste and wasting, all in order to 
demonstrate how waste and wasting is only possible if there 
is life. Nevertheless humanity as it is goes far beyond this 
ultimate human-made-wasted-fossil to be found by on the 
contrary develops modern consumption. Economically speak-
ing, money and the power it carries can both be a bridge for 
wasting but wasted itself (Morrison, 2015). 
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As broad as it gets, rubbish is nothing permanent, it does not 
remain still. For Michael Thompson (1979) and its work with 
Rubbish Theory, this is explained easily. Under his philosophy 
rubbish is not at the end of any process of consumption and 
throwing away but rather in the middle. Comparable to money, 
transitory value is mistakenly taken as a fixed, natural and 
factual status of being. 

Thus, waste is in alert, in movement. In fact, depending much 
where an object is at the moment it could be considered waste 
as in dirt and result nasty, gruesome. Take what Mary Douglas 
(1966) and her example of shoes placed on the dining table. 
Shoes are not dirty by themselves but placed in an inappropri-
ate time and space, everything feels wrong. She goes further as 
Purity and Danger, her most famous work just begins, exempli-
fying with cooking utensils in the bedroom. I see the point.

It is then about disorder or the lack of structure. Is it the lack of 
something? Waste has an apparent relationship with aesthet-
ics, one can recognize waste. Either is grose or is ordinary, 
common. To this, I find Bartlett schema (1932) of preeminent 
fuel for this thesis. Bartlett explains how humankind is built 
with a default field to play around with, through recognizing 
things and building upon more and more recognitions. Thus, 
establishing patterns and layering everything out, there is now 
an order and that order means the opposite of Mary Douglas 
dirt. To quote the famous sentence, she explained that “dirt is 
matter out of place”. Now to be clear, this sentence is not more 
about matter than about power, she proceeds, “where there is 
dirt there is a system”. Elemental, systemic.

Finally, to conclude this introduction and give passage to the 
subchapters diving into waste as trash and as everyday aesthet-
ics, it is reasonable to brush the philosophy behind wabi sabi. 
On a reading I could not have enjoyed more in summer last 
year, Il Valore dell´Imperfezione (The Value of Imperfection), 
I found of high relevance the japanese concept of wabi sabi. 
Briefly, roughly defined as imperfection, temporaneity, the 
embracing of a trace, of scars (Ostuzzi, 2011). Wabi sabi takes 
care of things, it fixes the broken, it cares about the imperfect. 
Contradictory, it is perfect to bridge both dimensions I relate to 
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waste in this thesis, trash and everyday aesthetics, the first one 
as ugly and the second representing the ordinary. Wabi sabi 
is ultimately restorative, both for the matter of function but 
perhaps first for the regards of aesthetics. It is likewise about 
beauty and the past. Wabi sabi is an applied, living philosophy 
acquainted with arts and everyday living, a prism to see life 
through.

1.1.1 as Trash

Then a hermit, who visited the city once a year, 
came forth and said, Speak to us of Pleasure.

Supposing that waste is, then it had to inhabit sometime in the 
past. “There is no such thing as dirt: it exists in the eye of the 
beholder”, develops Mary Douglas (p.2, 1966) and I cannot but 
find an obvious common place with Michael Thompson (p.106, 
1977), “It is clear that one man’s rubbish can be another’s man 
desirable object; that rubbish, like beauty, is in the eye of the 
beholder”. Under this thesis interpretation, I agree with both of 
them and find joy in the subjectivity of this matter. I too urge 
new understandings of waste on a wide social level, new op-
portunities both for defining and undefining what is waste and 
what is not. Definition has the power to kill the possibilities of 
that subject, to limit it to what is already written. I refuse that. 
On the contrary, I pursue that the more I relate to waste, the 
more I see how new paths unfold. 

Waste is a familiar term and wasting is a familiar activity yet 
superficial. Furthermore, waste and its dead flare augment 
certain resistance to change, which I doubt about. Devamata 

Kahlil Gibran, The Prophet, 1923
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(1919) signed a caution flag around perceived stillness, “Ev-
erything in the universe exists in relation to something else. 
It has no independent existence or independent characteris-
tics”. Counterargument that waste was, is and will be waste no 
matter what is to neglect something as evident as its absurd 
generation pace. Right now, many people in different latitudes 
are dumping, throwing away, discarding, jettison, eliminating 
and abandoning. Morrison attends the question about waste 
and its agency (p.130, 2015) as she announces that “If objects 
are things that have agency and power, is it ethical to speak for 
them? Not conclusive although provocative. I wish to add that 
regardless of waste self-agency, power and intention, humans 
embed wasting with and without intention, blurring the mar-
gins between who or what is first.

Persons go around wasting yet without noticing. Keeping it 
in material terms, I was recently asked how waste ends up 
in the sea. To the degree of seeking discovery around waste, 
I answered gravity. Let me explain, I live in the last floor of 
this building and although the stairs are clean, truly mostly, 
from time to time I detect waste, small papers, a bill, traces 
of the night before, a plastic piece of something and so on. I 
started to think, who in an educated community would not 
pick up their waste, or even worse, throw it out on purpose. 
I was insulted, yet after repetitive times, a year later, I got to 
realise those pieces of unattended waste on the stairs could be 
actually mine. I search for my keys, my pocket is full, paper 
falls. No one knows, no one owns it, everybody complains. The 
critical question is how is that wasting taken care of, if I am 
not responsible. All that generated from people that are too 
busy doing something else, whatever it is, must be respectfully 
acknowledged in any manner.

Out of the total manufacture of products too many end up in 
a landfill (Galimberti, 2003). Discarded, too fast. Whatsoever, 
its of public awareness that discard of products do not start as 
a decision the individual has to make from the beginning. It 
is partly already designed like this, both the product and the 
experience, hence resisting the act of throwing an obsolete 
product away becomes laborious. As it is, the permanence of 
a product within the realm of the living significies an anomaly 
and implicit danger, defying time itself. Furthermore, prolong-
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ing the lifespan of an object is somehow a revelation. Demands 
have to be met and manufacturing hears loud and clear. Back 
in World War Two -or somewhere in the world, right now-, 
nothing was ever wasted. The smallest, oldest piece of bread, 
always protected and respected.

To see the future differently is to believe it as it is. To the entire 
principle I develop through this thesis, Michael Thompson and 
The Basic Rubbish Theory Hypothesis he gracefully developed 
serves tremendously well to illustrate the overall argument. 

Figure 1. Adaptation to Ecodesign: Pleasure/Dissatisfaction Cycle by Woolley M.

Figure 2. Adaptation to The Basic Rubbish Theory Hypothesis by Michael Thomp-
son. (The solid boxes denote overt cultural categories; the broken-line box denotes 
a covert category, like the documents discarded in the formation of an archive. The 
solid arrows are the transfers that happen; the broken ones the transfers that do not 
happen, because they contradict the value and/or time directions that define the 
various categories.)
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Thompson, wisely also invites to separate the lines between 
interpreting the world and changing it. Indeed, I agree that 
studying waste and discard must not be seen as an isolated 
practice that waits as a sidestream but rather at the core of 
systems.

Indeed, if everything in the world was of great value, nothing 
would. This nevertheless is what Thompson presents that I find 
of infinite usefulness. Say, rubbish is everything that is in be-
tween the categories of transient and durable objects; at some 
point in time anything can reckon to fall into the rubbish cat-
egory. That and before they enter the rubbish category is where 
I through artistic means extract materials from and adopt as 
a material. As the supposed inherent value objects carry with 
them I explain later how defamiliarization of such grant vast 
creative accessibility.

Consumption requires usability and usability forces consump-
tion. According to that, I propose to distance that common 
view and embrace new, different ideas on waste. To the most 
important extent, is to see it as a situation rather than a prob-
lem. As provocative as it looks, it is precisely a suitable mo-
ment for estranging perspectives, turn left when supposed to 
turn right. 

Figure 3. Waste journey and defamiliarization extraction. All predictable value 
relies on traditional waste treatments such as recycling, upcycling, landfill and 
unattended waste.In defamiliarization, value is not predictable. 
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There are objects with all sizes of values, from high value to 
zero value (Figure 3). In some cases, it is possible to argue that 
there is negative value indeed, harmful. Perhaps the case of un-
attended waste. Although if there is more production than the 
need, globally overall, then it is rationally possible to see waste 
before it becomes waste. Helped by Thompson reviewed hy-
potheses, Figure 3 illustrates places value in different fashion, 
but within the same principles, variables too. Furthermore, 
and in advance of the argument on this thesis, I adopt the use 
of waste as the material for accessing the creative body, given 
its circumstances of low value and excess. 

Some materials have a longer life as technically those in pro-
cesses of recycling. Straight out of the Handbook of Recycling, 
authors explain how recyclables are a trade (Worrell & Reuter, 
p.6, 2017) and how value and lifespan is intrinsically related to 
the material in question. Waste in there is defined with disre-
gard, 

Waste is only waste if it cannot be used again or if its 
economic value, including dumping costs, is not sufficient 

to make its exploitation economically feasible.

Resource scarcity completes the puzzle under this economically 
oriented sight. Past, current and future undiscriminated natu-
ral resources maltreatment did, does and will cause even more 
harm, granting an even more challenging future to overcome. 
Metal extraction and recycling makes a just example, as the ex-
traction as it is known is easier and cheaper than, the turbulent 
future of extraction from products as this keyboard. In a not 
so far future, that more expensive method of extraction will be 
the only one, as resources are terribly scarce. To add to that, 
recycling is not reducing the amount of generated waste, but it 
is making it flow in a different way. Recycling seeks to extend 
the lifespan of the material economic value.

Somehow there is upcycling, on paper, different from recy-
cling. A rather creative-intended practice to do using waste 
as a material, aiming to catapult imagination and the beauty 
(Edwards, 2015). In Upcyclist, it is explained with pride how 
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upcycling reclaims wasted materials and objects in order to 
make something better out of it, something aesthetically amus-
ing and enhanced. As I must counterargument for the sake of 
the primary reason in this thesis, having a handful of prom-
ises upcycling practices must achieve, do not offer the easiest, 
smoothest creative accessibility yet intention wise respectable. 
Upcycling is different from waste defamiliarization, as waste 
defamiliarization does not demand to create anything useful 
nor aesthetic. Upcycling is more outcome, defamiliarization 
further explained is more mechanism. I confidently see how 
thriving could practices of upcycling bring to bridge creativity 
and individuals and society at large. However, demanding to 
make something exceptional or beautiful, could most definitely 
be taken as a block, rather than as a scaffold. Later on I deepen 
into what is originality and what role it plays around the idea 
of creative accessibility.

All waste has a different perceived value. How accessible each 
singular object is will depend on a number of attributes and 
certainly who is participating in the valuation. If Michael 
Thompson, mentioned several times in this thesis was the 
one value judging, he would expect that only transient objects 
become rubbish, not the case from durable objects to rubbish. 
I see myself obligated to disagree, as I interpret that a now du-
rable object could become waste too. In any case, throughout 
this flow at hundred percent between the parts or not, value 
is changing. In Figure 4, I graphic how the lower the mate-

Figure 4. Creative accessibility through waste as the link.
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rial value the more approachable it is, the better it catalyzes 
creativity by allowing an easier extraction to be adopted. On 
the opposite, the higher the transversally perceived material 
value the less approachable the object is, declining creative 
accessibility through artistic means or any. However, I defi-
nitely agree with Thompson and his theory, as I see how waste 
is necessary, yet never a problem. It is fundamentally speaking 
futile to take on waste as a problem. First, Thompson explains 
how value transit needs to have ups and downs, like in sports, 
there is winning and there is losing. Each moment represents 
determined value and it is definitely related to the other. Inter-
dependency.

Moreover, waste must not be exclusively taken as a problem. It 
cannot. To represent this, material recycling facilities intend to 
solve the waste problem but the fact is that they need waste to 
exist in order to exist themselves. Without a problem to solve, 
the heart of the recycling activity in this case simply vanishes, 
what gets dissolved is the recycling facility itself. The problem 
I observe, must not be solved so the recycling facility and its 
ethos are kept safe. Under some scrutiny, one could argue that 
the problem is tackled, but not too much. Both organs need 
each other. However, I stress that this take on waste might not 
totally apply in a black and white dimension when it comes to 
nuclear waste, for example. As it is, nuclear waste can destroy 
it all, so not calling it a problem might be defectuous.

Around this chapter I attempted to open up several perspec-
tives on waste. As in trash and a number of overlapping and 
crossed concepts. Also, value is mentioned as much as possible 
and as long as it is needed, after all value and value judgement 
is and will be part of the upcoming chapters and subchapter as 
well. In the next chapter I explain how better position waste 
has as a scenario rather than as a problem. To start with, from 
this perspective there is nothing to solve.
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1.1.2 as Everyday Aesthetics

Deliberate living: Conscious attention to the basics of 
life, and a constant attention to your immediate envi-
ronment and its concerns - A job, a task, a book; any-
thing requiring efficient concentration (Circumstance 
has no value. It is how one relates to a situation that 
has value. All true meaning resides in the personal 
relationship to a phenomenon, what it means to you.

The commonplace is surrounded by the extraordinary and the 
ordinary. On a place like the everyday, probably there is more 
abundance of the ordinary, of the typical, of the familiar. This 
familiar is to experience as tedious, boring and monotonous 
although too comfortable. Japanese academic Yuriko Saito 
is devoted to this topic. In her remarkable work Aesthetics of 
the Familiar (2017) she well explains the essence of everyone’s 
background, afterall, there is an everyday aesthetics for each 
individual. She argues that there is no way to name a single 
object under the pretentious categorization of the everyday 
aesthetics as a list of items. She concludes, everyday aesthetics 
is not about the relationships around and for example, bodily 
distance (p.3). Yet everyday aesthetics is as wide as trash, as 
I propose to connect them through this thesis, touching upon 
economical, environmental, social and individual aspects and a 
sustainable future.

As everyday aesthetics applies only to one individual, such is 
familiarity. With ease, it is reasonable to argue that familiar-
ity is also a matter of perspective and that nothing ultimately 
is familiar for all, in equal levels. Ossi Naukkarinen, everyday 
aesthetics colleague and spearhead with Saito, elaborates 

Christopher McCandless, 1992
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The everyday attitude is colored with routines, familiarity, 
continuity, normalcy, habits, the slow process of acclimatiza-
tion, even superficiality and a sort of half-consciousness and 

not with creative experiments, exceptions, constant ques-
tioning and change, analyses, and deep reflections. (What is 

´Everyday´ in Everyday Aesthetics?, 2013)

The definition of things is in relationship to frequency. It is 
presumably then that the longer a body is exposed to an object 
the more familiarity there is, logically. Neil Evernden skillfully 
explains it in relation to social creation itself, aiming for indi-
viduals to come back to see things how they were before they 
are what one perceives. A purposeful error? In other words, to 
observe everything before it became natural, prior to definition 
and explanation, resembling a blooming flower.

Entangled to possession and desire there is waste. From a 
perspective of an opportunity that is not taken, missing plea-
sure in the everyday could dangerously private the individual 
from vastness (Irvin, 2008), encouraging dissatisfaction with 
the existing present surroundings. I hence comply with Sherri 
Irvin and aim to point out that independently of the function 
of something, it does not mean that something has to function 
permanently, most of the time.

Waste is also taken as what is not under current use. On an 
expansion of Rubbish Theory, Yrjö Engeström and Frank 
Blackler (2005) deepen around the actual circulation of goods 
between the categories of rubbish, transient and durable. On 
the Life of the Object defines new categories under objects in 
production, objects in circulation and objects in consumption. 
I find of primordial interest the subcategory titled ´Object in 
use´, as I tend to see the intersection between waste and ev-
eryday aesthetics as the objects that are around, yet not under 
current use. A form of waste, perchance.

In conjunction with waste and everyday aesthetics there is an 
intersection. Under a lack of attention and out of the reach of 
consciousness, John Dewey (1958) well establishes what the 
humdrum is and what has to be forenamed to understand it, 
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The enemies of the esthetic are neither the practical nor the 
intellectual. They are the humdrum. (Art as Experience)

Although the humdrum is positioned in the background, its 
other half is positioned in between what is useful. Useful yet in 
a rather subjective way, again. For example, disputable is the 
case of the home library with a number of books no one is cur-
rently reading. Dewey helps to internalize this, as he explains 
is more about the normalcy and sedated state when a person is 
putting some jeans on, in absolute automatic pilot and missing 
what Saito will argue is key to account for in everyday aesthet-
ics. 

Saito is acquainted with the idea of defamiliarization as a way 
to see the stoney part of the stone (Shklovsky, 1917), although 
she goes in a different direction. Predictable as she studies the 
ordinary, proposes to pursue a shift in the way one looks at 
things, how to feel them with attentiveness and vigilance. In a 
rather conscious mode of facing the given and built environ-
ment, Yuriko Saito is an advocate of an intrinsic, unforced new 
approach to things. Rather opposed to the defamiliarization of 
things in order to transform the ordinary into extraordinary, 
she argues that it is not possible to defamiliarize too much, 
too often and not get too alienated in the process. Before that, 
there is no need really, because in that process the ordinary is 
dismissed instead of appreciated.

Saito is intended to elevate sensitivity instead of forcing it. She 
is not alone, I follow and so does Arto Haapala (2005), who 
elaborates that one should be rather aware of things instead 
of making them pop in order to detach them from the back-
ground, aware of the pleasurable possibility of what offers the 
everyday life.

Everyday aesthetics is a vast, permanent dimension of the 
material world. Although analyzed, it again outlines aspects of 
the individual as a body with the possibility to change things 
he or she or they cannot really see. Everyday aesthetics are so 
present that become part of the background. On a household 
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level there are differences with waste. Instead of being part of 
the background, waste is beyond the background, it is hidden. 
The familiar yet invisible.

In the chapter dedicated to creativity I make the link regard-
ing pleasure as a creativity enabler. In contraposition at first 
yet sharing a common space with defamiliarization, which I 
develop first in the next subchapter. 

1.2 Defamiliarization

To conclude, if uncleanness is matter out of place, we 
must approach it through order.

Mary Douglas, Purity and Danger, 1966

To go behind the experience requires something to fuel that 
journey. In this regard, defamiliarization is introduced as a 
device at the core of what art is but also at what art does. To 
take on defamiliarization from an epistemological viewpoint 
it is suggested that something must exist in order for defamil-
iarization to happen. That something has to contain a familiar 
characteristic in relation to something. That something I afford 
in this thesis investigation is waste as trash and waste as the 
common.

Contemporaneously defamiliarization and its outlines suggest 
a dislocation. At least that is one out of many possible inter-
pretations of what Viktor Shklovsky (1917) referred to with the 
creation of such neologism. To put reason over emotions, in or-
der to be able to understand such dislocation, part I recognize 
to enjoy through what the whole concept of defamiliarization 
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can offer. As Haapala aforementioned has expressed, too much 
defamiliarization can cause some dizziness, at least certain 
disorientation and I share that opinion too. Russian formalist 
Viktor Shklovsky recognizes that too, of course, yet in what I 
discern is, that moment of dizziness is necessary and Shklovsky 
places it as a cost. All in all, defamiliarization is a breaking free 
with a mental force, the result is mental economy. Defamil-
iarization too, depends on someone to do it, someone as in an 
individual human being, where recycling needs organizations. 
A difference.

Figure 5. Waste defamiliarization. 

Waste and defamiliarization have a long story together. Dis-
card Studies aims to defamiliarize waste from a systemic point 
of view. To relocate it from the sidestream of design and place 
it somewhere else, hopefully closer to the axis of a system. 
Then, the purpose of waste defamiliarization in a systemic level 
is linked to light up other matters where waste is not visibly 
presented and therefore neglected. Thus, not artistically but 
systemically, is it possible to defamiliarize waste? Under the 
premise of Discard Studies this is the undisputed top priority.

A different fragment of defamiliarization is forcing. Waste nev-
ertheless obligates to think about forcing in fashion or forcing 
a new thinking mode about it. However, opposing that comfort 
of familiarity and the alleviation arriving home after a long 
trip, forcing is essential in order to understand where defamil-
iarization comes from. Defamiliarization is before everything a 
decision and artistically, it is not always feasible to defamiliar-
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ize an object but with waste, accessibility is granted. On Shk-
lovkyan terms, art has the function of creating perception and 
overpower automatization throughout defamiliarization.

In the next chapters I inquire about the mechanism of defa-
miliarization as a device. To some extent useful and simulta-
neously, overwhelmingly useless, defamiliarization is applied 
normally to arts, yet it is known too that it has implication with 
everything else, through art or not. Viktor Shklovsky and Ber-
tolt Brecht are assumed as complimentary takes on defamiliar-
ization and even though the term was coined by Shklovsky, the 
term itself might not exactly mean that.

1.2.1 as Estrangement

The words “my horse” applied to me, a live horse, 
seemed to me as strange as to say “my land,” “my air,” 
or “my water.”

The first encounter I had with the idea of defamiliarization 
shocked me. Somehow I felt familiarity with the idea of skepti-
cally doing something to waste, throughout artistic practices 
for about four years back then. Diving into those notes I reckon 
to see a bridge to what I can recognize. Understanding is far 
from understanding. 

Freedom relates to first not to understand anymore. Within 
that understanding, filled to the top with definitions one 
struggles the double to understand. Shklovsky covers the idea 
that the object is not important but rather what is in between, 
the perception of it. To more contemporary terms, I explain his 

Leo Tolstoy, Kholstomer, 1886
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influence in conceptual art, where everything is thinking and 
the crafting itself is merely physical. Indeed in agreement with 
Shklovsky, the artist is roughly speaking a master of devices.
 
Delving into defamiliarization is nearly futile if the origins are 
excluded. In Russian, Shklosvky does not speak about defa-
miliarization but about Ostranenie. Under the translation to 
English by Benjamin Sher back in 1990, it is compulsory to 
first dissect what Shklovsky tried to say. At times misunder-
stood -how come-, Ostranenie could be taken as the estrange-
ment of things, a device that performs along what is recognized 
and what is seen. Recognition is full of formulas, conventions, 
patterns and preconceptions. On the other hand, post defamil-
iarization, there is a moment of seeing. Like attentiveness in 
Saito, both of these concepts overlap under the idea of unveil-
ing something, removing the layer of definitions. Defamiliar-
ization although is more direct, requires force, while attentive-
ness is more noble but demands intrinsic action. In Saito, these 
two are opposite but I find in this investigation a common 
place for both defamiliarization and attentiveness.

Estrangement, ´making it strange´ therefore might be mistak-
en as it is presented in the excess of obviousness. There is no 
need, no special effort of the imagination (Sher, 1990). Shk-
lovsky would not like that, I agree with Sher, because the word 
itself is understood as the group of letters that compound the 
word, not incorporating that cost, that difficulty Ostranenie is 
supposed to practice. Defamiliarization does not perform any 
better because it suggests the shallow transit from familiar to 
unfamiliar. From a binary point of view, wrong. Much better, 
the term of enstrangement. As it displays, the fact that it is ap-
parently a mistake wins the argument.

Nevertheless, in this thesis defamiliarization must be taken as 
a device and not as an end. What matters the most is that defa-
miliarization as a process makes recognition laborious, difficult 
to deal with and therefore uncomfortable. The techniques con-
template changing form, smell, color, textures, materials, plot, 
rhythm and wordplay. Most importantly, it is about to change 
the context. As Robinson (2008) considers in Estrangement 
and the somatics of literature: Tolstoy, Shklovsky, Brecht, it is 
not more about breaking apart the familiar as the illusion it is 
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and light up the disillusion, because this connection is too bi-
nary too. Rather, he considers to jump from an alienated being 
that comes from a disease perspective into an alienated being 
handling the cure. This perspective is more steep, laborious by 
definition henceforth might be correct.

Next onboarding defamiliarization as distancing I again step 
into alienation. Briefly, for Shklovsky, defamiliarization is the 
dislocation itself; for Brecht it is more about the alienation. In 
both cases there is forcing, I examine, while in Shklovsky the 
inflection is right at the outline of the object, in Brecht forcing 
is vibrating inside the individual.

1.2.2 as Distancing

So that what appears in appearance is precisely not 
the thing in itself.

Theatre is imagination and illusion. Not all theatre indeed, 
like the Epic Theatre introduced by Bertolt Brecht, an impor-
tant device of alienation. At A Short Organum for the Theatre 
(1978) it is expressed upfront that it is impossible to tackle 
theatrical alienation with the exclusion of the aesthetic dimen-
sion. What Epic Theatre alienates is the audience itself, not an 
object. Brecht after all has developed all he did not for artistic 
pretensions but for social reasons at last, through art.

In context, this took place years after Viktor Shklovsky wrote 
about Ostranenie. Brecht without cross-fertilizing the concepts 

Friedrich Nietzsche, Human, all too human, 1986
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but rather creating his own [ 1 ], comes to the idea of Verfrem-
dungseffekt. Commonly known as distancing, although argu-
ably with certain drawbacks, yet much less comparing defamil-
iarization to Ostranenie.

Distancing in theatre implicated several ways of developing 
that task. Converging closely in the fundamentals, Brecht ac-
counted alienating the audience by evidencing what he called 
4th Wall and through this layer, spoke to the rational part of 
the spectators. Placards, spass, historification, tableaux, discor-
dant music and representational attires, changing narratives 
even through disharmonic music.

In justice of any familiarization device, distancing meets with 
or without intention certain parameters of Shklovsky. Not that 
is necessary, yet Stanley Mitchell (2001) argues that,

The  (proper)  role  of  art  is seen  as  one  of  de-routinisation,  
de-automatisation:  art  is  the  enemy  of  habit;  it renews, 

refreshes our perceptions; 
by ‘making-strange’, it defamiliarises.

1 Brecht does not take Ostranenie from Shklovsky and builds upon that. Instead, Brecht learnt and 
developed his techniques in Berlin, from Chinese opera and theatre, after the publication of Art as Device 
(1917). Shklovsky later in the years came to analyze the v-effect on Brecht.

Figure 6. Waste defamiliarization as distancing.
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Waste defamiliarization through artistic means is vast. In 
distancing, perceiving and recognizing waste from a different 
physical position one finds answers. Although as explained be-
fore, distancing is not necessarily interested in distance itself, 
but rather with the possibilities this distance offers. In theatre, 
that was controlled by Brecht thus transforming ordinary 
theatre in extraordinary theatre with outstanding experiences. 
I reckon, attentiveness from the audience must have changed 
too. 

The purpose of the 4th Wall is to alienate the audience. Rather 
intentionally, it also concentrates the attention on what is hap-
pening exactly there, at the foreground of the room. I intend to 
contextualize everyday aesthetics as what is illustrated as the 
5th Wall, losing all meaning and becoming rather decorative, 
numb. This normalcy is what Saito is intentionally speaking 
about all the time; putting attention somewhere means math-
ematically speaking losing attention somewhere else. A distrac-
tion maneuver.

Understanding the theatre play as any other room, the Invis-
ible Wall behind what the background is about converging 
all no one wants to see. After all, I am at the theatre, I want 

Figure 7. The 4th Wall, 5th Wall and the Invisible Wall.
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1.2 Defamiliarization

Product packaging, a mountain of letters of the alpha-
bet, weeds, blots, spots and noise are not perceived 
as the physical remnants of a functioning (world) 
system, but rather as the material proof of a progres-
sive disorder, as omens of a transformation that is 
desperately in need of artistic reorganization in order 
to become visible. 

Liz Bachhuber, Entrophy, 2012

to have fun. Brecht rips that apart. I, on the other hand, seek 
to put in perspective that with the presence of the alienation 
facilitated by the 4th Wall, there is a window of possibility to 
also see the background and perhaps even the Invisible Wall 
behind. That is where waste is and in order to see it, there is a 
need for alienation.

In this chapter in particular I close the devices artistic means 
could use for defamiliarizing material waste. As seen, distanc-
ing and defamiliarization need an object. That object under 
this investigation is waste. As I explained initially and illus-
trated graphically above in Figure 4 (1.1.1 as Trash), waste 
has certain material approachability regarding its low or zero 
value. Volumetrically, waste needs to be taken care of, re-
moved, taken out of the way, first; as defamiliarization as an 
activity takes place, that waste is simultaneously reduced from 
the amount of waste in the world. In the following chapter I 
delve into the different borders of the creative body and how 
some are more accessible than others and finally, how material 
waste acts as the axis. Also, it is reasonable to think of waste as 
the 4th Wall itself, a cheap -free- theatre to play with, to access 
the creative body.
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Under the sea of possible definitions of creativity I find unity. 
Within all possible directions and extraordinary fluency, the 
first common point I detect is that of the suspicion. Something 
is happening -happened- and that triggers the swimmer to 
think, to feel and to act. Nothing consequential, solely numeric. 
Whatever might be the next move of the swimmer, some form 
of idea will come to knock the door. Just like the horse in 
Tolstoy’s Kholstomer (1886), perhaps the swimmer is a bubble. 
To some extent, besides the population of bubbles, with almost 
general certainty an idea will pop up the water and what is 
next, a mystery.

Creativity is a broad term, within thinking and doing is it also 
an activity, discipline, act, self and what not. I in this thesis re-
fer to the idea of the creative body. To the purposes of explain-
ing the concept of creative accessibility I find this a suitable 
path. Of course, it is open to be criticized just like creativity 
does by default.

As a piece of Qualitative methodology under artistic research 
it is fair to delve from inside out. Juha Hakala (2000) provides 
aid to the skepticism this type of research could bring, as he 
elaborates around deduction. Notably accompanied by absorp-
tion and the curse of a thesis process. It is imaginable what 
years of acute study over a single topic might facilitate.

Bringing back the concept of schema (Bartlett, 1932) I further 
hang from an angle of creative theory. Mary Douglas, repeti-
tively cited in this and many other pieces of work regarding 
waste, explains the idea of anomaly (p.38, 1966) and how to 
deal with it. Roughly said, negatively or positively, yet I have 
the opinion that what is more important now is to light up the 
creative body (1) under the detection of the anomaly or at most 
(2) the detection itself, either works only in relation to a given 
interdependent ever-changing reality. Additionally, Douglas 
does not treat anomalies as problems, rather as situations that 
normally arise wherever there is a system of classifications 
(p.39). All back to conformity and nonconformity and what is 
next, but also the unmasking of what is before.

Even blurrier are the links between creativity and waste. In 
Creative Thesis Writing (Hakala, 2000), a great book in terms 
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of creative accessibility, there is a connection that comes from 
creativity as something related to the hidden inside the the-
sis maker. Perfect, hidden is waste in every household in the 
world, so are the resources creativity is enabled to bring up 
to the surface, to light them up. Hakala and his book are of 
great service, as he also shares to see two types of creativity out 
there. First is the most imaginative creativity dimension, easy 
in a certain way and manifested as untroublesome and; second, 
the dimension interested in producing, allured by originality 
and in the case of a thesis hopefully scientifically interesting, 
for example. With this line I shape this investigation within the 
next two subchapters, but backwards. First I tackle the dimen-
sion as problem solving and second as something else, yet I 
register why Hakala placed the something else first and the 
problem solver second: it is about accessibility. In other words, 
creativity as something else is to represent the creative body 
with lowercase, easier to penetrate and invest oneself with it; 
creativity as problem solving and its associates represent the 
creative body with uppercase, much scarier to deal with at 
first, from an outside in perspective. One is more demanding 
than the other one and each dimension has different func-
tions, more and less demanding ones. Within a quick and dirty 
Google search I find nothing but wheelchairs under images for 
the query creative accessibility.

In relation to material waste defamiliarization through artis-
tic means and its capacity of catalyzing creativity at first one 
must find an object to extract. The extraction itself supposes 
an abduction hence a suspension of the previous usability of 
the object. Giorgio Agamben has developed part of his theory 
around disabling things (2009). It explains itself, waste is not 
guarded for potential defamiliarization, like a brand new car 
is, or a horse. The supposed intrinsic value of the object let the 
individual pull it out of the normalcy and use it. The great-
est news is that without volumetric intention of substantially 
reducing waste from the environment, the moment an object 
is pulled out from that and defamiliarized then it is one less 
object to be called waste. As Andreas Jahn comments right at 
the beginning of Entrophy: Müll und Kunst = Garbage and Art 
(2012), artists have with waste a relationship that is filled with 
emotion and tension. All different yet a sinergy that concours 
somewhere. Alike Boulez and Duchamp with their choices of 
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music and ready-made, apparently far from each other yet in 
convergence plugged at the same historical time (Feldman, 
p.64, 2013).

In the current chapter about creativity I attempted to open 
up just what it is seen as sufficient. A journey about its own 
dimensions to the relation with waste, what has to do with de-
familiarization and how through all the intertwined processes 
end up as a catalyst. Next, I refine these ideas with creativity as 
problem solving and all its intricacies and; second, as some-
thing else, considering spontaneity, imagination and freedom. 

As a last mile within Chapter one: in Theory, I have explained 
all necessary ground in order to delve into Chapter two: in 
Practice. There I proceed to put into perspective around three 
case studies from Finland, Italy and Hawaii and Canada, yet 
the last one has a debatable origin. At last I disclose with Chap-
ter three: in ReSources, analyzing all key concepts from an 
inside out perspective.

1.3.1 as problem solving

Under thousands of stars on a moonless night there 
once was, in the middle of the ocean, an island with 
only one inhabitant. She was in fact shipwrecked and 
built herself a small house.

This house was assembled from materials she could 
find on the island. Leaves, stones, trash.

Reto Pulfer, Fabric Island, 2017
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On paper it is the apparently useful side of creativity yet 
debatable in the execution. Here, so-called applied creativ-
ity has a certain relation with solving or improving. However, 
the improvement part is where I have a conflict at last, from 
the perspective of this investigation. To come somewhere and 
claim to be in a position of improving something sounds like 
colonization, slightly. Although that is not the weakest leg on 
this dimension of the creative body.

Outside the creative spectrum, problem solving is here debated 
as a futile practice. From an epistemological standpoint, in or-
der for problem solving to exist there is an intrinsic need of two 
components: (1) a problem, of any characteristic and (2) a so-
lution, in disguise of solving that problem. The paradox is that 
for the activity of problem solving to exist, it needs the problem 
unsolved, because if the problem is pulverized, dissolved, the 
activity of problem solving does not have a purpose anymore. I 
therefore understand that in problem solving, the problem not 
only does not get solved but cannot be solved. Problem solv-
ing as an activity needs one only component before the solving 
and that is the problem itself. On the other hand, a solution is 
permanently impeded by the problem solving framework to 
actually solve anything, otherwise the praxis lacks something 
to solve and consequently too, loses its ethos, it dies simultane-
ously as it solves the problem.

In concordance to less reductionist arguments, I continue to 
delve around problem and solving now as independent parts. 
A problem is heavy, whether instead a situation is lighter, 
more accessible. In practice, they could be the same situation, 
certainly. 

Human beings do not need to be problem-solving all day. Not 
because there are not enough problems but because it is not 
reasonable. Time to disagree with Hakala who presents that 
problem solving is at the core of creativity (p.64). In the direc-
tion of justifying the argument of this thesis and the idea of 
creative accessibility, I see how problem solving as a practice is 
not very accessible as an entry door into the creative body. In 
this respect, in order to be able to participate in problem solv-
ing, there is a default requirement and that is to generate solu-
tions. Under this spectrum, many individuals will retract to 

33



enter the creative body from here. Too demanding. Problems 
are understood as bigger in some aspect than a scenario, so to 
solve a problem means to generate a solution that matches that 
size.

Changing problems for scenarios is feasible. In practice, what-
ever was happening in that table with people solving problems, 
could also happen with a swap for a scenario instead. When it 
comes to solving, I assume it is logical to think instead in pos-
sibilities for that given scenario.

After years studying waste from the inside, I came to the idea 
that facing waste as a problem is wrong. In addition to all the 
explained above, problem solving and waste have a major 
glitch. That is, waste cannot be solved, even if the activity of 
problem solving attempted to, sacrificing itself, waste cannot 
be solved. As elucidated in the chapter corresponding waste 
(1.1), wasting cannot cease simply because where there is life, 
there is waste. Is it life, then? To solve the problem of waste, 
without the fundamental cracks of that event only, means that 
life is also solved, cleared out. The fact that waste is out there 
signifies that humankind is alive, and this I proceed to exem-
plify with the case study of Plastiglomerate in a specific chapter 
(2.3) of this thesis.

If waste is the problem, one can attempt to solve it. On paper, 
absolutely and it is disappointing not to see that on execution. 
I take upcycling as the most beautiful and notorious example. 
Upcycling as a practice needs waste in order to exist, if there 
is no waste, upcycling dies. Recycling on the other hand, the 
same. As recycling is basically a trade of materials (Worrell, E. 
& Reuter, M. A., p.6, 2017), it is far from intending to solve a 
problem but rather to use it in order to have a reason to exist.

To conclude with a larger dichotomy I do not sustain that prob-
lem solving must disappear as a practice. Instead, I defend that 
must not be exclusive and that its threshold for creative acces-
sibility is too high. Just as I do not place an exclusive orienta-
tion into a global defamiliarization, as I defend the argument of 
Yuriko Saito on attentiveness too. I believe the discussion must 
be closer to the borders of every idea, discipline and practice, 
as if they intended to have a more open dialogue and thus find 
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1.3.2 as something else

Process is trying to make order out of chaos. 
Creativity is trying to make chaos out of order. 
They are the opposite ends of the spectrum.

Creativity is wide, elusive and magical so is this chapter title 
driving towards that direction. In fact, I amend the previously 
used idea of the useless dimension of creativity, to precise, I

John Hegarty, Hegarty on Advertising, 2011

intersections. A rather fluent rapport between defamiliariza-
tion, attentiveness and problem solving is most likely facing 
into fruitful directions. Saito develops her entire argument 
about the excess of one or the other, either too much defamil-
iarization and too much dormancy is not likely to find harmo-
ny. Instead, not to deny the place one has in relation with the 
other (p.29, 2017).

In the recent developed chapter I delved around the philoso-
phy behind problem solving as a dimension of the creative 
body. After mostly enunciating its flaws, it is necessary to 
express that problem solving has been analyzed from the per-
spective of creative accessibility. Thus, concluding that prob-
lem solving makes a better outlet from the creative body rather 
than an access and that the more familiarity within the creative 
body the more demanding the creative task could get. I also 
placed waste through the evolution of the chapter, extending 
its presence in the world and how from a creative-based point 
of view waste could be dislocated from a problem to a scenario. 
In the next subchapter I enter into the  most useless dimen-
sion of the creative body. I additionally explain why I refer to a 
creative body instead of a creative act or a creative self.
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specifically mean the detachment of the utilitarian goal of 
creativity as it is. An aimless dimension, to agree in something. 
Intrinsic parts of this dimension is spontaneity, that trace of 
the most immature side of creativity that is defined both by 
aperture and a characteristic of the personality (Dudek, 1974). 
Torrance (1965) gives lights about an initial sensibility to de-
ficiencies and cracks, then comes problem detection and only 
later some type of formulation speculation. Moreover Osborn 
(1953) divides what I refer to as the creative body in two parts 
too, the first one an advocacy of imagination and displacement 
of elements and second; the aptitude to represent. Only a year 
before Guilford (1952) defined his posture against creativity 
connecting with concepts such as fluidity, flexibility and di-
vergent thinking. Finally I must bring up intuition in a shared 
interest with 1986 Nobel laureate in physics Gerd Binnig. As 
he voices, intuition is probably located somewhere inside the 
unconscious, thus assuming that the unconscious is more 
intelligent than logical thinking, intuition must be something 
powerful.

Back in time I did not have so clear the difference between a 
competition and playing. I used to play soccer -fútbol- since 
I have a memory and I recognize how only since a few years I 
now approach soccer simply as creative practice. A laid back 
approach is also a remnant of Arthur Koestler (1964) research 
on creative activity, funneling art and science as a resemblance 
to each other, but with a pun. The connection is made through 
humour and how humour and its unexpected character, unex-
pected associations and unexpected combinations light some-
thing up in a way that creates joy.

Time is essential for entering into the creative body, although 
not from a chronological perspective but overall for what 
absorption (May, 1975) and its outcomes represent. Rollo May 
advocated courageously for appreciation of nature, departure 
point and creative enabler. On this point, once again Yuriko 
Saito and her take on everyday aesthetics humbles the overall 
argument of this thesis. To examine the way we look at things 
is bridged to the way we do things, roughly represented in what 
I call the atomic spheres of the creative body (Figure 8). These 
I envision are the smallest particles that make the creative 
body come to life, thus the more expanded imagination is, the 
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bigger the area of possible ideas and their potential expression.

Creativity is related to ideas and how ideas roam around. To 
move an idea from place to place and maybe even make a con-
nection with something disconnected to it before seems to be a 
great deal. In proper terms, combinatory is what I find one of 
the easiest ways to catalyze creative accessibility. Combinatory 
does not demand anything, it is approachable as an activ-
ity. Autonomously said, combinatory does not even need to 
combine anything, as that result is also a combination in itself. 
Esquivas (1997) associates altogether attitudes, experiences, 
play and combinatory yet also originality.

Combinatory suggests principles of divergent thinking. I in 
Figure 9 illustrate how waste through a practice of conver-
gence and divergence is related to the status quo of waste as 
it is. Since a product is designed considering the system and 
systems framing the design, within all possibilities wasting 
will happen at some point of the process. To inquire this is to 
diverge and make waste to take place somewhere else, perhaps 
embodied as something else too. Within this process I identify 
a forcing point that defamiliarization as it happens breaks it 
apart. Throughout this thesis I have explained how mate-
rial waste is approachable as a material, given its low value 
characteristics, thus resulting in a smoother transition from 

Figure 8. Atomic spheres of the creative body.
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convergence to divergence as the forcing point offers very little 
resistance. Otherwise, waste offers less resistance than any 
valuable material, as said.

Figure 9. Atomic spheres of the creative body.

Waste in relation to the concepts aforementioned in this chap-
ter is evident. In regard of its approachability as a material I 
relate creative accessibility facilitated inherently by a spectrum 
extended from imagination to combinatory, from divergence to 
humour. At the axiomatic border between the creative dimen-
sion as something else and the creative dimension as problem 
solving, accessibility thresholds are of different heights. 

Waste I removed long ago from the perspective of the problem, 
instead in this thesis and the case of ReSources I place waste 
as a bridge. This bridge is a pathway to enter the creative body, 
characterized as a fortress but a fortress nevertheless with an 
entrance. Waste defamiliarization is the vehicle that uses the 
bridge and the defamiliarizer is the fuel. In agreement with 
Liz Bachhuber (2012), Mary Douglas finds too a relationship 
between creativity and dirt,
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In chasing dirt, in papering, decorating, tidying we are not 
governed by anxiety to escape disease, but are positively 

re-ordering our environment, making it conform to an idea. 
There is nothing fearful or unreasoning in our dirt-avoid-

ance: it is a creative movement, an attempt to relate form to 
function, to make unity of experience. (p.2, 1966)

Artists do not resist that force. Instead, they embrace and 
identify with it (Feldman, p.63, 2013). Paradoxically put, it re-
sembles the relationship between problem solving as a practice 
and the need of the problem. All in all the primary difference is 
that in this case the artist can be destroyed by not opposing any 
resistance to the creative body. On this note I forge the con-
cept of a creative body in order to acknowledge its own agency. 
Clearly, humankind relates to it, therefore in an attempt to 
graphically put it at disposal and recognition a body is the most 
suitable exemplification I come up with at the moment. A cre-
ative body has functions and expresses, but it also needs to be 
fed and it has its own basic needs, it is composed of health and 
it can be brilliant and sick, alive and dead. The creative body as 
well is composed by atoms that flow all over, channeling in and 
channeling out.

Waste defamiliarization is a form of creative practice, certainly. 
Furthermore, as an aimless mechanism defamiliarization is 
simultaneously approachable too, adopting easily obtainable 
material in order to be enabled. As defamiliarization takes 
place, Saito  provides bright light to share with,

So, one effective way of promoting a positive aesthetic experi-
ence of a particular environment is for us to be participants 
in creating it, which would help generate our affection and 
attachment. Particularly regarding environment, I believe 

such a personal relationship and affective response is insepa-
rable from its perceived aesthetic value. And this ´topophilia´ 
resulting from people´s involvement and engagement should 

be fully attended to and utilized. (p.107, 2017)
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As the object is extracted from the realm of waste and defamil-
iarized, it catalyzes creativity as a response from the creative 
body. The embedded lack of resistance in waste materials 
enables an infinite source for the creative body to breath. At 
this point I argue that just as waste is in desperate need (Bach-
huber, p.6, 2012) of arts, the creative body is as well in certain 
need of waste. In Vertical Thoughts, Morton Feldman analyzes 
in Schoenberg attitude that apparently, his greatest pleasure as 
a musician was not as big in creating something new as it was 
in extending life to something old (p.64, 2013). Acknowledged, 
pleasure and creativity have connections and in this case is 
the pure pleasure of creating, purposeless beyond the creation 
itself. In further necessary light, Alexander Lowen expelled an 
interlocking relationship between pleasure and creativity. I 
translate from the Italian version (1984) of his work Pleasure: 
A Creative Approach to Life (1970)

Pleasure and creativity encounter themselves in a dialec-
tic relationship. Without pleasure creativity is not possible. 

Without a creative attitude towards life there will be not any 
pleasure. This dialectic is born from the fact that both are 

positive aspects of life. A person that is ´alive´ and sensible is 
creative. Thanks to his sensibility he finds himself in sinthony 
with pleasure and his creative drive pushes him to search for 
realization. The pleasure of living stimulates creativity and 
expansion, and creativity increases the joy and pleasure of 

living. (p.25, 1984) [ 1 ]

If pleasure then is related with sensibility and sensitivity, the 
creative body is possible to enable from this direction too. As 
pointed out several times, Yuriko Saito suggests to face the 
ordinary, the humdrum, ther background in life with attentive-
ness and vigilance. Thus, enabling creativity from waste is con-

1 (2*) Original citation extracted from the Italian translation Il Piacere: Un Approccio Creativo alla Vita, 
found in page 25 goes as it follow: “Il piacere e la creatività si trovano in rapporto dialettico. Senza pia-
cere non ci può essere creatività. Senza un atteggiamento creativo nei confronti della vita non ci sarà al-
cun piacere. Questa dialettica nasce del fatto che entrambi sono aspetti positivi della vita. Una persona 
´viva´ è sensibile e creativa. Grazie alla sua sensibilità si trova in sintonia con il piacere e la sua pulsione 
creative lo spinge a ricercare la realizzazione. Il piacere di vivere stimola la creatività e l´espansività,e la 
creatività accresce la gioia e il piacere di vivere.
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ceivable whether by just perceiving it or by doing something to 
it, by estrangening it or by distancing it. In this case, material 
waste defamiliarization through artistic means will also gener-
ate pleasure by doing so, accessing the creative body from a 
multiplicity of directions. Furthermore, and only in material 
waste defamiliarization, there is volumetric waste reduction, 
environmental awareness and ultimately environmental regen-
eration. Nonetheless, as waste is entangled also with societal 
aspects, I can hope also for a contribution to society too.

There is much left about by the conclusion of this chapter. 
Waste under utilitarian terms I justify might be a solid link for 
creative accessibility yet also for sustainable accessibility. In 
short, the more aimless dimension of creativity as something 
else supposes also better resistance to failure and to experi-
ment. Take the example of a brand new tree, with great value, 
only a few people in the world would dare to use that tree for 
the sake of free defamiliarization through artistic means. The 
intrinsic value of the tree does not allow easy creative acces-
sibility by using it, yet waste does. A tree is a tree and waste is 
waste.

At last, creativity is just like waste, an ever-evolving and unde-
finable concept. I therefore tackled this thesis from the form 
of a conundrum, establishing a safe space where to jump from 
one place to another. Thus, it is interesting to see how an initial 
statement in this thesis inquiries about waste: is it death? Yet 
later on the question shifts from pole to pole: is it life? I em-
brace to deepen Viktor Shklovsky´s neologism of defamiliar-
ization at disposal of waste just as much as with Yuriko Saito´s 
attentiveness. Furthermore, I inquire myself if waste is not 
itself the lost opportunity, the wasted? Just like the everyday 
objects in background and foreground, waste is everywhere 
and desperate for freedom.

Coming next in Chapter two: in Practice, I put in context 
concepts already developed. Surely, new ideas will come to 
compliment what there is so far. I diverge around three differ-
ent artistic projects: The Living Man by Caracara (Finland), 
embodied work by making use of residues and waste streams 
of biodegradable characteristics and also new biomaterials; 
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Fossili Moderni [ 2 ] (Italy) by Massimiliano Adami, drawing 
a thick line on the perspective of consumption by using solid 
waste; and Plastiglomerate, a project that traces back to what 
in the world humans are doing, leaving irreparable footsteps 
behind.

2 (3*) Modern Fossils in English.
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All three cases date from the last two decades, to some degree. 
I doubt to find more definitive descriptions to the upcoming 
subchapters, given one special case of unprecedented impos-
sibility of recognition. Nonetheless, the case of Plastiglomer-
ate serves this investigation better as a catapult for questions 
instead of answers.

·

Chapter two:

 in Practice

Standing in a line coming from Chapter one: in Theory 
now I revise a handful of explained concepts. Chapter 

two: in Practice is then naturally inclined to the emphasis 
of the doing, rather than the thinking. Adopting within all 
three cases where material waste defamiliarization is spot-
ted, I delve into the different sizes of each threshold and 
what characteristics of creative accessibility I can recall the 
initial research question of How does material waste defa-
miliarization through artistic means catalyze creativity? 
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2.1 The Living Man by Caracara

2017 - present

Caracara Collective defines itself as an experimental studio 
that creates art and design installations and collections using 
biowaste. The soul of the integrated team is formed by Aleksi 
Vesaluoma and Aleksi Puustinen, although Caracara is open-
ended  and collaboration-based, counting a number of experi-
ences with creatives of different kinds. The ethos of Caracara 
resonates to use waste as a resource and a future without the 
need of harmful materials, aiming for environmental regenera-
tion at last.

The installation The Living Man captures well the state of the 
art of Caracara. Indeed, the functional artwork is their state of 
the art, the collective defines it as a research and development 
display. In constant tune with biomaterials, the installation 
itself and their work overall is filled with pine needles and or-
ange peel both transformed back into raw material, mycelium, 
textile waste and reclaimed wood. Waste at times, organic 
matter at times. The installation resembles imagination and 
functionality, both for Caracara and for people, permanently 
promoting respect for the materials. The nordic duo firmly 
believes in the material agency. By working with waste and 
the waste narrative, they see how creativity and moral are 
transversally triggered but also how obligated they are to work 
against any form of recipe. Furthermore, by entering into a 
relationship with waste and materials rather than coercively 
just using them, creativity is catalyzed and value transformed. 
Yet, their process with biowaste is not based on the simplest 
side of the sphere, negating easy approachability on creative 
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accessibility. As commented, parts of the work that Caracara 
does requires special techniques, experience and specific con-
ditions. To put it simple, the work they do with bio waste such 
as orange peels need processing and it is hardly comparable 
to make a collage out of the plastic bags that used to contain 
them. 

Actively, Caracara is pushing the boundaries of sustainability. 
Dump-diving when necessary, the idea is to always use what 
is out there already. Caracara shares the idea that value is in 
the in-between and that mutates as time passes by, seeking to 
expand harmony and freedom, they just do. [ 1 ]

Certainly, the special skills that working with this type of waste 
is challenging. Nevertheless, Caracara does not complicate 
things by simply working recurrently with the same materials, 
coming from the same streams and thus experimenting within 
the boundaries. It works, as they claim and at the moment I 
type this thesis they are already in exhibition once again here 
in Helsinki. Again, an installation made out of mushrooms 
where everyday is a different thing to look at. The mushrooms 
are in constant flow whether it is acknowledged or not by 
simple eye sight. This work is not easily accessible to do it but 
it definitely provides a friendly flair that makes all their instal-
lations highly approachable. Thus, one can argue that creative 
accessibility happens (1) for the creator, the artist himself, 
the defamiliarizer and (2) the viewer, the visitor who goes to 
Finlandia Hall to experience a piece of art. Instinctively and 
accurately, for the visitor is not the same to approach waste-
based art work than to  go to glance at a classic painting hang-
ing on a wall. There is something different about it and it might 
be related to the familiarity waste brings to all experiences. As 
seen with the analogy comparing Bertolt Brecht and the 4th 
Wall (Figure 7) with waste, one can only relate to its familiarity 
and common flare.

Furthermore, Caracara does not intend to relate to waste as a 
problem but rather as its medium to experiment with. Within a 
material-based perspective and respecting all its agency, waste 
and other materials are used to lucubrate dialogues rather 

1 (4*) An unstructured interview with Aleksi Vesaluoma was held in Helsinki, Finland. 20.08.2020
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than solving a problem. Caracara defines itself as an artistic yet 
function-oriented collective, as the core of every project is usu-
ally to make something useful. Thus, all creations under their 
signature are meant to do something, ranging from an interac-
tive installation as The Living Man to lampshades, from tiles to 
shortfilms. 

To experience The Living Man is to recognize possibilities 
for waste to play a part. In hybrid interaction with brand new 
materials, plants and soil, defamiliarization gets blurry for the 
best. Undercovered within a cultural festival where waste is 
generated by the second, The Living Man is a capsule opportu-
nity to pause it all and recognize the contrasting realities one 
creates. Either subtracting or adding up, waste and wasting in 
a context like the one exhibiting The Living Man only creates 
more entropy. Ultimately, arguably defamiliarization as the 
event supposes a double task for the visitor, an effort to see 
through all that is out there. 

In contrast to the force required to see it through The Liv-
ing Man, there is an undeniable ease framed as playing. The 
installation suggests their visitors to enter the installation to sit 
around, to take pictures with and to debate: is it a monkey, is it 
a creature? Youngsters are the first interacting physically with 
The Living Man, why? One can suggest that its imaginative, 
unreal look makes adults hesitate. They might see the installa-
tion as a decorative, ornamental instrument in a park. Others 
would suggest that the unpredictability of The Living Man is 
threatening, but only grown ups can see that as potential risk. 
After all, safe art not only sells more but also offers a sense of 
comfort when experienced. It is either beautiful, enigmatic, a 
masterpiece of craftsmanship or something innovative. None-
theless, uncomfortable artwork intentionally dislocates and 
does not aim for approval nor purchasing. Furthermore, all 
artwork and design created from Caracara triggers the ques-
tion once again, is it waste alive or is it dead? Their work grows 
as one witnesses it, where chemical and biological reactions of 
all kinds are happening non stop, most definitely interacting 
and enhancing the status quality of other adopted materials 
to compose The Living Man, for example. Caracara embraces 
change and offers so little resistance to it, the collective sees 
itself as a vehicle that lets material speak. 
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2.2 Fossili Moderni
      by Massimiliano Adami

2005 - present

A mirror to modern society reflected by found, chosen and 
cleaned out objects. Second, all objects over the addition of 
polyurethane foam are altogether agglomerated in one piece. 
Everything is solidified in one single block and after a short 
passage of time, the third and last step in the process. Section-
ing it in pieces, slicing the blocks out and revealing the innards 
of each new and unique fossil. Pleasurable, as Adami himself 
reveals. Fossili Moderni ends up in fact as a collection, cur-
rently in the permanent selection in the Museum of Design in 
Milan. All fossils are unique, just like the material waste they 
use in order to come to life. 

To most fossils, intentionality is a strange word to add to. Most 
fossils are out of humankind modern temporal reach and from 
a geological perspective, society has nothing to do with their 
creation. A fossil recalls something rocky, yet Adami forces 
that notion, intercepting and disabling the object’s initial and 
wrongly assumed unique function. 

This project breaks through traditional recycling flows. The 
artist, instead, extends value lifespan under his terms. Yet I see 
it differently, as the value of the object is not inside anymore 
but in motion with a subject. The foam acts as a suspender, a 
podium, enhancing the stillness of the floating objects. Fos-
sili Moderni uses ordinary recyclable materials, yet he selects 
them. One can identify a curatorial process of selection and 
discard where some objects live and some objects die, achiev-
ing new meaning or rather following an initial written destiny. 
Aesthetics are extrapolated to the extent of the extraordinary, 
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alienating the observer to go through the dislocation the ob-
jects themselves have already gone through.

Human actions are direct or indirectly, intrinsically close to the 
environment around. Say nature, yet everything else. Massi-
miliano Adami points out this connection by wiring up func-
tional and nonfunctional objects altogether, for a reason. As I 
reckon through the argumentative line of this thesis investiga-
tion, it has all to do with the imprinted force in all actions, in 
all decisions. 

Fossils are memories, traces. Every individual has the power to 
create those yet at times unintentionally, out of his own sight. 
As mentioned at the opening of this thesis, some waste is out 
there by a gravitational effect (1.1.1 as Trash) and yet, there it 
is. The pieces of paper that fall from his pocket have the power 
to create memories, traces and fossils. 

Whether it is acknowledged or not, every single object in sight 
of Adami could become a fossil. He has developed such a 
technique that does not require him to travel in time to see it 
from a distant future, compressing the life of the object to the 
minimum possible. Under foamed suspension, the objects can-
not be recycled anymore, reutilised anymore or simply taken 
back to their initial function. Adami has sacrificed them all in 
order to make a stand, single use objects have a terribly short 
lifespan.

He accesses the creative body with no interruption, after all, he 
uses waste material for his artistic purposes. No one will argue 
that there is some value within them, moreover, he better 
does some improvement to it. Although defamiliarizes waste 
in direction of a rather useless, imaginative and speculative 
direction, not pretending to solve anything. The angle is not to 
reduce waste volumetrically, but to simply put a new perspec-
tive on it so investigations like this one can carry on. Moreover, 
a fraction of Fossili Moderni could be argued as useful and 
functional, but with a twist rather humoristic. The lamps, for 
example, work just fine and they could accomplish the task of 
illuminating space, yet the case with the TVs is different. The 
Tvs do not pass the channels as they are known. However, it is 
as if the objects are alive. 
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On this note, Fossili Moderni seem to be full of life. Does 
Adami see waste as it? In a search under any search engine one 
finds that creativity is historically associated with colour, hun-
dreds of them. In a way, this project by Massimiliano Adami 
resembles what I mean by the creative body. An organ, rather 
colourful with different dimensions where I in this thesis 
divide in two. To enter the creative body, one faces accessibility 
shifts depending on what dimension the individual is entering 
from. The foam is more penetrable, where the plastics are not. 
Conceptually speaking, I see these two as the representation of 
the most accessible and the least accessible side of the creative 
body, respectively. 

In any case, Adami catalyzes creativity by the adoption of waste 
and its defamiliarization through artistic means. He conceives 
collecting and using this material as approachable and just, as 
he proceeds to create an ever increasing collection of fossils he 
calls Fossili Moderni, translated as commented as Modern Fos-
sils. The artist after all, pursues attentiveness for the artwork to 
catalyze itself. By transforming the ordinary into the extraordi-
nary, defamiliarization serves its purposes as a device but not 
as an end and this is when Shklovsky and Saito interconnect in 
what I argue is the intersection between defamiliarization and 
attentiveness. Attentiveness is an end by itself, defamiliariza-
tion is not. 

However, this project has a connection with ReSources Milan 
(3.1) through the idea of extending material value lifespan. 
Although the most notorious similarity I aim to stress in this 
thesis is with the next chapter Plastiglomerate (2.3) as they 
both are fossils of some kind. 
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2.3 Plastiglomerate

past - 2013 - present - future

As shocking as it could be, Plastiglomerate is an official neolo-
gism which anyone can use. Each compound is created with a 
mix of plastics and sand, essentially and then of course with 
certain material variabilities. A plastiglomerate is a mixture of 
anything like packaging, fishing nets, toothbrushes, lighters. 
Whatever waste material of this kind someone could imagine 
to burn as it ends up at the beach, departing off shore could 
turn into one plastiglomerate. There are two types, the variety 
that is formed when the plastic enters the rock, while the sec-
ond, the clastic variety is the plastic itself acting as a vortex-like 
thing, magnetizing shells, small debris and basalt corals.

Even louder, news is we all humans have made the plastiglom-
erate and this is the first time in this thesis I use the pronoun 
we. I just do not have any other choice. Without noticing, like 
that unintentional wasting I recalled again just a few pages 
above, all are contributing to waste. The trace and what a plas-
tiglomerate symbolizes is ridiculous. It is what Massimiliano 
Adami intended to figuratively create with Fossili Moderni, but 
with a realistic touch and no forcing at all, yet with a tremen-
dous alienation effect. I got asked if plastiglomerates are even 
real, understandable, as one can hardly believe it is all true and 
is happening right now, not in a few thousand years in the past 
nor in the future. Fossils from this era are a reality.

Geologist Patricia Corcoran (Canada) and Charles Moore 
(USA) collaborated with artist Kelly Jazvac (Canada) in order 
to take on these objects. They have renamed them Plastiglom-
erates, presented as objets trouvés, artistic relation to a natural 
or discarded, found object that holds certain aesthetic value or 
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interest. To one surprise, plastiglomerates have some beauty in 
it, which only escalates the paradox a few steps up.

The most representative issue with plastiglomerate is that 
just as nuclear waste, these might be a problem. Although, are 
these a problem to solve? I reckon that waste and its impedi-
ment to be a problem to solve I argue throughout this thesis is 
not a bipolar measure to depart from. Once again, as defamil-
iarization is not feasible for all waste in the planet nor is atten-
tiveness, yet there are possibilities for their mutual entangle-
ment that are not yet discovered.

However a problem to solve or a material to experiment with, 
material waste and its artistic activities with or without inten-
tional purpose as in the case of Plastiglomerate, have catalyzed 
creativity in this exemplification. To answer the initial research 
question that gives birth to this thesis, Plastiglomerates are a 
creative catalyzer, unfortunately in this matter for the inten-
tions of environment preservation. As Adami, Plastiglomerates 
symbolize a sacrifice that the italian artists sees as necessary, 
as it is both provocative and a cost.

The proofs from the oceans indicate that microplastic is out 
there, already. Nanoplastics too, already. Is it too late? When 
I got asked how does waste end up in the oceans, I threw an 
inquisitive answer out there by pointing to gravity. Although 
not mistaken under the argument that answer came from, it 
might be misleading at this stage of the thesis, where rather 
pragmatic and usable directions might light up brighter possi-
bilities. Consumption, civic habits, proper waste disposing and 
individual responsibility to take the waste out of the beaches, 
are assumed angles for this topic. But what about the systemic 
approach from the Discard Studies perspective? I support and 
push the idea that individuals are isolated and in absolute dis-
connection with the generation of plastiglomerate and whatnot 
while I type this thesis and someone reads it. It is an intense 
conversation that needs someone else sitting on the table, not 
only beach goers.

Plastiglomerates, the community has said, have to be known 
globally, have to set the alarm. But what about Adami and his 
modern fossils, almost a decade before Platiglomerate officially 
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happened to be out there? These are at some extent the same 
fossil, the same thing with a different disguise and that brings 
up the question, what is the role of arts in the needed environ-
mental regeneration? If artists and an intention as it was Ad-
ami, or others without an intention as it was all of us, created 
basically the same results, is there a difference between the 
creators? To follow up these inquiries, I suggest that one has to 
wonder about why I do what I do and not something else.

Waste makes a great material for artistic means, but if I can 
avoid unnecessary suffering from all underwater species, I 
have to. Otherwise, its approachability is lost and creative ac-
cessibility totally denied. To put it in other words, if waste is 
material of low or zero value and that characteristic makes it 
approachable for artistic means at first, one in this case has to 
consider something else. If the defamiliarization process re-
quires that waste to travel underwater for who knows how long 
in order to come to the surface, all beautiful and defamiliar-
ized, then the cost is too high. Not Adami himself would dare 
to intentionally create such performance, simply because the 
scale will benefit the alive, not the dead.

Waste in its low or zero value material I reckon is also dead 
material. It is hidden, no one wants it, it is of no purpose, 
stinks and someone has found a way to make a business out 
of it. This characteristic is what makes waste to be such an ap-
proachable material for artistic means. The only value to judge 
is the one coming from waste, but if one adds more variables 
to the equation, then material waste defamiliarization through 
artistic means might not be feasible. Say, if any of the cases 
studied in this chapter was to be dumped from a helicopter, 
that would necessarily require to ponder all total value so the 
scale will necessarily vary too.

Waste defamiliarization and artistic experimentation is ap-
proachable and it is great for creative accessibility, perhaps 
the best material out there. Although if one, two or three other 
materials that are not considered waste come along, then the 
access to the creative body is compromised. A straightforward 
idea for waste-only defamiliarization. 
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All three cases date from the last two decades, to some degree. 
I doubt to find more definitive descriptions to the upcoming 
subchapters, given one special case of unprecedented impos-
sibility of recognition. Nonetheless, the case of Plastiglomer-
ate serves this investigation better as a catapult for questions 

·

Chapter three:

 in ReSources

Illusion has as many concepts and it is as blurry as waste, 
defamiliarization, alienation and creativity. In Indian teach-

ings, the Vedic concept of Maya is most likely to be the hardest 
to grasp. Roughly said, it is taken as delusion and illusion, un-
reality and a sensation of the dreamlike. Maya, Sister Devama-
ta explains with ease, means something closer to relativity (p.7, 
2016). Much I like that and if invited are the skeptics, even 
more. ReSources the project has been grounded for already a 
long time over the foundations of the simplest question: what 
is waste? I back in 2015 did not intend to answer it but to open 
it to more, further, deeper and wider questions. I realize at this 
moment how the question might just have changed after five 
years to: what is not waste? It is all relative in abundance.  
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instead of answers. 

From inside the arts, as a standing position that only today I 
leave in order to invest myself from an academic perspective is 
where I perform this investigation from. I have enjoyed it, as 
I keep studying waste, trash, garbage and rubbish, the use-
less and the ordinary, what is hidden and what is pollution. 
I landed to connect all of these with defamiliarization just in 
2019. By the time I sat in a classroom with a label like noth-
ing else I remember: Freedom - An Artistic and Experimental 
Approach. That day at the minute the concept of defamiliar-
ization was unfolding, I could feel the lightbulbs flickering all 
over the place. It simply clicked with my artistic practice on 
waste. What I recognize is the constant attention on what could 
be linked to waste, for example I titillate when people around 
throw sentences like waste of time, waste of talent or waste of 
ideas. However, I henceforth recognize an almost permanent 
sense of attention to waste and its intricacies. Almost as a 
parasite I recognize how the interest in waste inhabits me and 
therefore I live my days with a sense of absorption. 

So far, I choose useless over useful under my exploration of 
waste. Literally said, waste is under both, so there is no pos-
sibility of technical discard but only a preference that shifts as 
this thesis development happens. Whatsoever, such an angle 
has so far taken ReSources to Italy, Nepal, Chile and Finland. 
In terms of growth, I personally too have moved forward as I 
noticed when invited to share about waste defamiliarization 
in Helsinki Design Week 2019 with the project Climate Taxi, 
created and orchestrated by visual artist Gloria Lauterbach. A 
journey, an actual exploration. Currently within an academic 
framework I manage to still speculate around waste. Through 
an artistic research approach, it all remains detached, expan-
sive, exploratory and hermeneutic. Although, I also happened 
to engrave consistent theoretical background. From this cor-
ner, to establish such connections with authors from all times, 
this research has indeed a participatory characteristic. All 
contributions appreciated and research in shape, the argumen-
tative line delves into How does material waste defamiliariza-
tion through artistic means catalyze creativity? To contribute 
answering this I go into the next subchapters of each case 
ReSources took place in the past. While there, I also hope to 
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find the tools to burrow into creative accessibility, a rather use-
ful idea I had the chance to develop in this thesis. Thus, needed 
too is to expand the elusive concept of defamiliarization as 
well. 

At the beginning of this quest I admit to have used waste, to 
utilize it. That rapidly shifted and today in this thesis I employ 
adoption, instead. Acknowledging the agency of the object and 
its resistance, as it is said in On the Life of the Object, objects 
have a story and express themselves (Engestrom & Blackler, 
p.310, 2005). To this, Caracara above mentioned (2.1) embrac-
es and enhances all material agency in their work with living 
organisms. In any case and beyond agency, there is a sense 
of imperfection that in waste I cannot refuse to investigate, 
even though inorganic waste does not breath as mushrooms 
do. However representative at the heart of waste, it symbol-
izes also what is left behind, ugly, broken and forgotten. Again, 
japanese idea of wabi sabi (1.1) provides aid by embracing it 
through uniqueness and harmony instead of neglecting it (Os-
tuzzi, 2011). 

In terms of accessibility, I have found waste to be simply the 
easiest, cheapest, best material to access the creative body. 
Waste nevertheless, has not found a place in my artistic prac-
tices at first because of its catalyzer characteristics but rather 
given the environmental situation of the planet. Consequently, 
I had the intention to work towards deconstructing waste and 
its intricacies rather than rushing up to solve a problem I did 
not know to what extent it was a problem or something else. 
However, ReSouces has been the main vehicle to navigate 
through a sea of waste yet always connected with something 
else. As I have stressed a few times in this thesis, it is there in 
the intersections where I foresee the most potential, precisely 
when cross-fertilizing old and new concepts. 

For example, forcing is a concept that comes with certain 
discrimination. To force something in a way is to break the 
natural flow of things, arguably. Yet in this whole process I 
explain how defamiliarization is indeed forcing something into 
something else, and furthermore forcing the cognitive process 
to blink over a second time for recognition over an object. As 
Bertolt Brecht deploys in Epic Theatre, it is necessary to alien-
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ate the audience in order to make a point. The point in the case 
of ReSources is not to make things easier, so Brecht would be 
delighted, but to let nature be nature and thus let the curse of 
things flow for certain. Not studied in particular in this thesis is 
the idea of pollution, taken as the things that basically inter-
fere. Waste when lost out there, might ultimately interfere, 
block and make the essential harder to grasp.

In the upcoming subchapters I will arrive at how ReSources 
positions waste as a bridge instead of a problem. Still without 
looking for any solution to generate, by the time this thesis is 
crafted I have developed an interest in displacing waste as a 
bridge thus placing it as an axis. At last, I believe it is indis-
pensable and reasonable to this degree to think about dignity 
and how waste plays a role there. 

3.1 ReSources Milan

The first glance has that, the glance. A myriad everyday, I reck-
on. Although with more time, things could change and indeed 
change. By staring into an object instead of only glimpsing 
at it, nevertheless, does not necessarily change how one feels 
about it. On renewal, Yuriko Saito explains that by wearing 
a creative, artistic lens one can turn the familiar into strange 
(p.17, 2017). A different experience is possible in relation with 
the same exact object. Reasonable. 

Back in 2015 and 2016 at home in Italy I collected, curated, 
kept and stored objects that were supposed to be thrown away. 
To the trash they belong, yet I did not stop intercepting them. 
Extracting that waste I later would fully defamiliarize, when in 
2017 I started the year with an art exhibition in collaboration 
with the Municipality of Milan, whatsoever I just put a bunch 
of waste in a gallery. Something was utterly suspicious. 

It was the moment I started entering the creative body far from 
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problem solving. The idea was as simple as it could get, to give 
these dead objects a second life and to my surprise, involved 
in a narrative and painted in a tone of green, now waste was 
not waste anymore but artwork. It rejoined value, but not 
the previous value and not more value, but simply a different 
value and that value shifted as I shared more or less about the 
behind the curtains. The argument revolved around human 
relationship with nature, all while a tiger inquisitively stared 
at visitors. It was all rough and imperfect. For a week, visitors 
would be invited to join the grand last day. Although everyday 
I prepared a subtle forcing device for visitors to play with the 
installation, to paint or move, to interact and get their hands 
dirty, a giveaway would take place on Sunday. The entire in-
stallation is up for grabs, for free. Luckily for such odds, every 
piece of ReSources Milan was given away. Mainly all gone into 
three streams I recall: first, visitors took pieces one by one; 
then a collective of artists that happened to be reclaiming a 
street nearby would take essentially everything else that the 
first group described did not take, perfect; third, Lorenzo Pi-
anotti took the tiger to his house-museum in Milan. To develop 
this further is necessary to understand that the tiger was sort 
of a ready-made object, beautiful as it was. Even though it was 
just an ordinary piece of waste in The Netherlands just a week 
ago, in exhibition it happened to be the piece to start the tour 
from. In any case, Lorenzo entered the gallery and rejected the 
idea of taking something free just because he could. I reckon, 
he was the only person that said he did not need anything re-
ally, but for the sake of beauty he would take the tiger. The an-
ecdote evidently goes beyond the altruistic part, as the tiger is 
now living among horses, in a house-museum, I repeat still to 
my own surprise. For most attempts I try to unveil why Loren-
zo decided to destabilize its house aesthetics with an anomaly, 
I find only one answer truly promising: beauty and its manifes-
tation are only necessary to destroy the obvious.

In ReSources Milan I recognized the obvious, waste is not 
waste as it is. Otherwise, how did I end up those days opening 
the first art exhibition of my own? There has to be some value 
in this, I said to myself. Today, I find comfort in those inquisi-
tive days as I today open up so many ideas around waste. Un-
der the first layers of doubt, everything revolved around value. 
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As I have encountered throughout a theoretical approach at the 
introduction of this thesis, many ideas born from spells planted 
under my artistic practices are well aligned. ReSources Milan 
is undoubtedly important because all concepts were back then 
pure speculation. As I explain in the creative dimension of 
something else (1.3.2) I see imagination as a rather accessible 
outline of the creative body. There is nothing demanding about 
it and technically, nothing can go wrong. By also using waste, I 
assured that nothing could wrong with my artistic exploration 
but also, the accessibility that the material offered also resulted 
in a wider playful appeal to my work. 

To explain this, it would be of tremendous help to have differ-
ent materials next to this thesis document. By looking around, 
there are objects of high intrinsic value, some with less intrin-
sic value and some with no intrinsic value. Second, some are 
more valuable specifically for someone, escaping the intrin-
sic value network, entering an emotional valuation. Clearly, 
there are two different value realms, an economic one and an 
emotional one, all of this stepping out of what Michael Thomp-
son categorizes in his Rubbish Theory commented widely in 
chapter 1.1.1 in Trash. However, not only these objects are 
more approachable for defamiliarization but also, while in the 
mechanic of defamiliarization they allow a bigger margin of 
error, experimentation and imperfection.

64



65



66



3.2 ReSources Kathmandu

Cities are diverse so it is the overexposed waste resting on 
their streets. On Michael Thompson terms, all of that waste 
was nowhere near the category of durable nor transient object 
but stuck right in the middle caged by the rubbish category. 
To cope with it as an artist is difficult enough but as a citizen 
it must surely be disheartening. From a topophilia viewpoint 
(Saito, p.107,2017), regarding sense of space, belonging and 
culture, it has to be a major challenge to deal with such an 
amount of waste out there. That is how I pictured the situation 
in Kathmandu, Nepal.

Access to waste extraction for initiating the mechanics of 
defamiliarization in such context is granted, one does not 
even need to consume anything. Defamiliarization had to do 
something to the waste, making it estrange and complicating 
recognition.

At that time a young teacher in Olympia World School, I used 
to live in Nepal (2017) for a short period of time. Everyday 
more familiar and comfortable with the classroom I decided 
to develop ReSources Kathmandu in a workshop I named 
Creative Sustainability 2073, making ad-hoc use of the local 
calendar. As I was already looking at Aalto University, I led 
the workshop with a question mark about what sustainability 
and what creativity are, in parts and both connected. In the 
second half of the workshop, we put all hands-on waste. In my 
regular classes I was teaching creative methodologies. Anyway, 
that Saturday we built an hour clock that intended to symbol-
ize the relationship between time and resources, time and the 
actions that result in environmental harm. Saturday in Nepal 
is the only weekend day, as Sunday works just like a Monday. 
All workshop participants were students, ranging from primary 
school, highschool and university. Although I led the work-
shop, I participated  more like one of them, surely and gladly, 
as I afterall was actively learning too. 
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The group was asked to build everything from scratch but one 
thing: time. For time, I built it the day before so the request 
was that in any fashion we were to build the hour clock, time 
had to be moving and that is exactly how it went. The installa-
tion was built all around moving time by using waste I brought 
in a box but also with new waste we collected from the sur-
roundings. Somewhere behind an office at the school I called 
home for times I deeply treasure, workshop participants found 
three dokos. I remember, the group even had the chance to 
choose which two dokos [ 1 ] will make it to the sculpture. As do-
kos have a pyramidal, conic shape, two of them were perfectly 
enough for building ReSources Kathmandu this time with a 
touch of art-based environmental art education (AEE).

To the degree of creative accessibility, waste made its function 
perfectly fine for all workshop participants to get hands-on. No 
one for what I recall, asked cautiously if the materials could be 
modified, intervened, broken apart or else. Indeed, the sculp-
ture was built up in a few hours. 

ReSources Kathmandu treatment of time was fortunate for 
the participants. We spent a good amount of time discussing 
sustainability and creativity and not until we all were on the 
same page, more or less, we would enter the hands-on part of 
the workshop. Although the idea was to build using waste, by 
acknowledging what is waste for the participants of the work-
shop, most definitely developed closer participation for them. 
By truly engaging with what was going on, I recognized how 
active all of them were. As a matter of fact, material waste is 
so approachable that this also speeded up all of the working 
process. 

All events regarding progress might take so long in Nepal, 
perhaps artistic defamiliarization is a real possibility for devel-
opment. I got asked by the school principal if I could organize 
something alike in order to restore the Bagmati River. This, 
according to the systemic pursuit of Discard Studies and my 
pulsing interest in waste through art, might actually be an ap-
propriate intersection. Waste defamiliarization must be done 
on a systemic level, removing waste from the side streams and 

1 (5*) A basket made of bamboo, usually, that people from cities and land in certain asian countries 
use for carrying things. The dokos are illustrated and recognizable in the pictures of this subchapter. 
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relocating it at the core and that is not new. New is to pursue 
volumetric waste defamiliarization through artistic means, 
cleaning or not the Bagmati, as necessary as it is. 

A noticeable connection from ReSources Kathmandu to the 
introduction of concepts in this thesis is the one of distancing. 
Embodied with the adoption of the two dokos, I see through 
the conflict those two (three) dokos were suffering from. The 
dokos were motionless when somebody found them, piled up 
under a mountain of old chairs and school furniture, all in 
all instead of seeking their own purpose. The doko is built to 
move things around, to transport, so the doko itself must be in 
movement in order to exist and honor its duty. All of this under 
a utilitarian perspective, of course. Nevertheless, the longer the 
doko is not in movement, the more dead the doko becomes. At 
last, the longest distance waste has cruised by in this thesis is 
all the way from life to death back and forth, just like the doko.
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3.3 ReSources Santiago

Creativity has been represented to be caged when in contact 
with a box. “Think outside the box”, a t-shirt claims. As I have 
deployed throughout this thesis investigation, I fuel defamil-
iarization with that sense of discomfort when in apparent, flat 
recognition of an object, objects in movement or an event. As 
in Kathmandu but in my home country, ReSources Santiago 
took place back in 2017 and 2018 with an emphasis in educa-
tion. Within basically the same core of the workshop held in 
Nepal, now in collaboration with architect and friend Gustavo 
Zamorano (Chile), ReSources sustained a 9 days workshop for 
about 12 people. Before ReSources was exclusively developed 
in Santiago, the plan was to work in four locations along the 
country. Arica, north; Puerto Williams, south; Santiago, in 
the center and; Easter Island, far away. The exercise of using 
waste and creating a dialogue interlacing 4 essentially different 
worlds intended to put everything in perspective of distanc-
ing. Also, add the idea of togetherness and commonalities to 
the current project. Chile suffers of tremendous centraliza-
tion, thus the idea with Zamorano was to connect our country 
through waste. Nonetheless, only ReSources Santiago took 
place and everything else was collected as research for a future 
attempt to work with all of them and perhaps more locations. 

Back then the workshop was named Sustentabilidad Creativa 
2018 and the aim was to see beyond the surface of the given 
and built environment. Again as in the past version in Olympia 
World School, ReSources focused on putting in perspective 
from inside out the participants what on their behalf was sus-
tainability and creativity, as independent parts and combined 
ones. Again. Accessing the creative body from a question is as 
easy as using waste in order to make a point, so much better 
to have both waste and question marks. The waste defamiliar-
ization mechanism came to life as an installation erected in a 
public square with the modest idea of deshaping the square, to 
flip over and transform dead previous recognition of the box 
as an object that necessarily boxes creativity. For example, like 
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a classroom. However, within a communal spirit nonetheless, 
the group had built a fluent, organic shape, putting the boxes 
to collaboration and conversation instead of rejection, all in 
order to enter into all dimensions of creativity. It was too an 
invitation to play, to inquire about such unfamiliar site-specific 
form in the middle of a public square. 

As explained in the origins of this academic work, waste defa-
miliarization does not aim to necessarily make things easier. 
Here and before any artistic waste defamiliarization, nothing 
was easy. Easy, at the end is to detach oneself from an ongoing 
and risky looking situation as waste and wasting is. 

All wooden boxes were extracted from being dumped. Taken in 
groups and individually one by one, the collection was of 250 
boxes to work with. Although by definition all 250 were boxes, 
yet they were all different. This idea was especially stressed in 
all held activities, exactly as Gustavo and I proposed the work-
shop and the participants. Without inquiring in any unneces-
sary specification, I can better say that all people participating 
in ReSources Santiago were different. Nonetheless, we now 
have something else in common, something that unites us no 
matter where we are, no matter what we do. At that time, the 
only undisputable link we had was that we all generated waste 
in our lives. So ordinary, yet so powerful. 

One aspect of the creative body that I have commented to en-
joy the most is movement. While the workshop was under full 
operation, we held a waste clean up around the area we had 
our warehouse. The plan was simple. We meet early that Sat-
urday, we walk in direction to the workshop facilities and while 
doing so we pick up waste. Of course, there was a debrief after 
we all arrived, yet we did not know at that time that one of the 
found elements will be of central participation in the installa-
tion. A tree trunk, arguably not waste as trash but waste as not 
under current use. Fruitful defamiliarization, without causing 
any harm to the object and taken back to the park where it was 
found. Was the trunk an objet trouvé as Plastglomerates? In 
a way, we did not intervene by any means the aesthetics nor 
form of the trunk, just like they behaved with Plastiglomerates. 
We put the trunk to play a part in an installation, while Plasti-
glomerates were photographed. 
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3.4 ReSources Helsinki

While prominent to the idea of running ReSources globally 
I happened to meanwhile land in Finland between 2018 and 
2020. After these years in the north I did several projects with 
the collaboration of waste. Out of the total, only a selection 
of them has been selected and here launched as ReSources 
Helsinki, with not one unique piece but a number of them. 
Unintentionally, while I was making plans and generating 
ideas for ReSources Helsinki, ReSources was happening in the 
background. The sole intention of making something extraor-
dinary out of the ordinary creates an illusion itself: it has to 
be fireworks. It does not, as experimentation and steps ahead 
regardless of the size are what matters the most for this lifelong 
project. 

As a student from the Masters Programme in Creative Sustain-
ability at Aalto University, the same framework that brought 
me to write this thesis, I had the opportunity to explore waste 
from the perspective of different courses. In some cases, I man-
aged to merge waste. 

Each project touches a different perspective bridged by waste. 
As I have explained repetitively throughout this thesis, Re-
Sources is the vehicle I cruise with while exploring waste in all 
its intricacies, usually by connecting it with something else and 
not exclusively from a fixed point of view. Most importantly, 
I have at least one mental lightbulb permanently attached to 
waste and what the environment could provide it with. It is 
equivalent to a parasite, as I have confessed above. 

All of the featured projects under ReSources Helsinki provide 
something I learned from. At the time of the creation of each of 
them I reckon it felt easier than any past version of ReSources. 
Accidentally, I have had to put a scale in the quality of every 
project it is recognized as part of ReSources, paradoxically 
making it less accessible to work out. In the case of ReSources 
Helsinki, it all went with ease as none of them was supposed to 
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fill any valuable gap between the waste and what was done with 
that waste. From an artistic point of view, it is just a different 
experience. Although from a practical point of view, working 
without the frame of ReSources makes the work just easier. No 
standard has to be matched. Nor functional, nor aesthetics.

It becomes precise to dissect then forcing and the development 
of this version of ReSources. Did I have to force myself to work 
with waste in order to make ReSources happen? Not really. 
Although, several times I saw myself planning a bigger exhibi-
tion, a better exhibition, a more meaningful exhibition all in all 
in order to match ReSources. I then admit how I was forcing 
myself to do something extraordinary instead of focusing on 
forcing the waste. What matters at last is that a project is done 
and the investigation carries on, while I gladly here find some 
weak spots to look up in the future. 

Hence, I in the next chapters briefly explain each project within 
some of their particularities. At some extension, they could 
respectively be reduced to three elements. First, to play and 
its role to enter the creative body; second, aesthetics and; last, 
functionality. 

The first country I visited as a foreigner was Argentina. Part of 
a soccer school, I participated actively assisting all training, yet 
I was not close to being naturally talented. I simply enjoyed it. 
Out of sudden the team got invited to play in the city of Men-
doza, bus distance from Santiago, my hometown circa 2004. 
They smashed the young Chilean delegation. Today, double the 
age and settled in Finland, I look with respect and dilligency at 
the importance of playing. To play is to be out there, is to chal-
lenge oneself. Yet also, in playing one can see dosis of pleasure. 
As revised in several chapters, pleasure is an intrinsic essential 
requirement for a creative life. 

Playing does not demand too much from kids but it does from 

3.4.1 The Plastic Ball
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adulthood, or rather adulthood does from playing. The issue, 
as I saw with the first group I teamed up with in these two 
years in Aalto University, involved in The Plastic Ball, is related 
to the lack of playing time once adults. Just as pointed out 
in the introduction to ReSources Helsinki, I spent these last 
two years planning something extraordinary to happen with 
ReSources instead of simply playing around with waste. The 
Plastic Ball is precisely that, now talking to me in retrospective. 

However in order to become sensible and sensitive to the world 
around, the team I was part of proposed an entrance to envi-
ronmental regeneration from the dimension of play. The low 
threshold playing offers to creative accessibility was expressed 
literally in the manifesto the team presented, as it says,

we need to unwaste. 
we need to start caring for a healthy planet. 
we need to play. (Enough, 2018)

The presentation the team did to all new Master students from 
the Department of Design was divided in two: a pdf presen-
tation where I just stole a fragment of the manifesto and a 
performance. 

In the middle of that week we were asked to think and draw ten 
objects to bring with oneself to a distant future. It was a simple 
exercise, yet I did not draw but built using waste. From there, 
one of my objects was a ball made out of plastics I wrapped my 
computer with when moving to Finland. The craft was simple, 
bad maybe, yet extensively useful as the team of designers did 
not need the perfect. It was a game, after all. For the perfor-
mance, I in a commissioned monologue by Enough, started 
provocatively after a long uncomfortable silence: “Is this a 
waste of time!? Is this a waste of time!?” It was not.

The most playful course I probably had in these study years. 
Furthermore, I remember how the advice was not to take 
the course too seriously. Indeed, perhaps with slightly more 
pressure we would not have been able to perform in such a 
detached way. I recognize how the team wanted to do well, yet 
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playfulness was the ethos and it is how in practice we per-
formed our assignments and dramatic yet lighthearted mono-
logue. To coincide with Brecht, that was the first time I ever 
perform in a theatrical environment and I liked it, alienated 
even in the memory. 

In this case, the main assignment of the course indicated that 
each team had to envision a future and picture ourselves as 
the solution itself. As I have explained regarding creative ac-
cessibility through problem solving, I do not recommend, yet 
combined in here with a playful framework the boundaries blur 
a little. Although never completely, all solutions must be good 
and no matter what the intention is, all teams want to perform 
the best. Similarly as I described soccer, playing and my own 
experience. Regardless of any competitive incentive, there is a 
slice of the framework that indicates one has to be good, one 
has to compete and one has to win. It is the mixing between the 
dimensions of the creative body, partly as problem solving and 
partly as something else responsible for merging behaviour.
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3.4.2 on [off] wisdom

It is under extreme times that extreme measures are taken. 
Take the example of how much the purchasing of plants has in-
creased in pandemic. Why is the question this project planned 
to inquire about. In specific, where does knowledge come 
from? More attentiveness to nature, the project supplicates for. 
Yuriko Saito would agree, as in appearances knowledge comes 
more from the books than from the plants yet it does not need 
to be necessarily the only way. The means indeed is more of a 
choice and an inquisition to conventional forms of knowledge 
generation and absorption, nonetheless. 

In context, (Non) Sense Collective Exhibition took part as the 
final project of Multisensorial Art and Design Practices 2019 
where some students, artists and designers, optionally created 
and showcased some piece of work. As the course stressed out, 
the sense I intended to work with back then was memory. 

In specific, the extraction of books happened  back in 2018 
while getting rid of some paper on a designated recycling 
bin. Lacking surprise, I found a bunch of books. In perfect 
conditions mostly, I took them. All were written in Finnish, a 
language I do not speak, yet I am more fluent in waste defa-
miliarization so I kept the books around. I have considered 
how difficult it was to rip off a book, a book that was absolutely 
readable yet a book that was virtually dead. I expanded those 
books’ lifespan, would join and claim Massimiliano Adami. 

As a performance I started carving the books with a precision 
cutter but I broke it so I had to finish the job with the biggest 
kitchen knife I found. The entire time I spent with those books 
was itself a suspension in the sense of recognizing a book as a 
book, seeing the bookness of it. Furthermore, to use a book for 
the sake of defamiliarization is not as easy as it is with rubbish. 
The books I used for the exhibition were simply not under cur-
rent use, so it was debatable for the visitors the idea of using 
books as trash. It was not waste, just like plants are not either, 
necessarily. 
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But once again, what is waste and what is not? I have ap-
proached this project with the intention of lacking any feelings 
and concentrating on logic and reason, just like Shklovsky sug-
gests to do with art as a device. If those books were long dead, 
I then brought them back to life with a completely different 
value but this time, not intrinsic value because the function of 
the book has been disabled. As commented also in the dawn of 
this academic thesis, by presenting books as waste is debatable 
yet ReSources is a shapeless project about waste, not neces-
sarily made out of waste. This might be the clearest difference 
with a number of projects that use waste solely as a material.

What urged this project to develop a narrative around knowl-
edge is how blindfolded society gets about it. As if nothing 
else matters, nature in all its grandness has lost its position of 
absolute teacher and master of all.
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3.4.3 Tomato 6

A story about selection and discard and the outgrowth of dis-
crimination. As revised, a book in Helsinki offers more resis-
tance than a piece of trash found in the streets of Kathmandu. 
In the way I study waste through art, I pursue a sense of equal-
ity so no waste is left behind. I find it difficult to discard what is 
already discarded, in a way an oxymoron.

Touching on themes of sustainability, oblivion, and rebirth, 
Tomato 6 expresses the helplessness of living in a world follow-
ing the rules of the jungle in which one inevitably chooses to 
forget. Reflecting on vast developments in agriculture too, the 
interactive installation speaks to the artificiality in current days 
a considerable amount of people are trapped with.

In 2019 I took the Chemarts summer course where all students 
were taken to a field trip to Häme University of Applied Sci-
ences campus in Lepaa. Within the recent years, greenhouse 
technology has allowed the world to grow tomatoes on a mas-
sive scale and no longer be limited to the weather conditions. 
At HAMK are experts. The green biomass of one tomato plant 
includes 8-9kg of leaves and 3-4kg of stems. Beyond that, there 
are one-off ropes and plastic rings to support the growth of 
tomatoes. After harvest, leaves and stems will go to compose, 
while ropes and rings may stay there for an unknown period 
of time. However, Tomato 6 had an unexpected way to come 
to life and a way to go to death. The course assignment invited 
students to do chemistry, logically, by using the provided 
tomato waste production available for all. Stems and leaves 
were promoted, highlighted to work with as they are, but what 
about the plastic rings and the multi material, unrecyclable 
rope that ties the stems? The team I was part of with Xinquan 
Wen (China) and Arni Tujula (Finland) did not like the exclu-
sion of some waste, yet we were supposed to do chemistry. All 
in all, the team had to even learn basic physics and from there 
calculate the key element: floatability. We were designing a 
boat and it had to float, of course. Not caged by the exclusive 
use of chemistry, Tomato 6 floated using all waste streams 
from tomato production.
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A project based on speculation and trust. Together it was 
decided to make something that represented our thinking and 
disapproval for material exclusion. More important was to 
highlight the left out materials than learning the basic chemis-
try the course was supposed to provide as a take away. 

I find it a tremendous matter to light up what is behind the 
scenes. Waste is always behind the scenes, behind the cup-
board, behind the curtain, behind the factories and even 
behind the theatres as I engaged with the 4th Wall from 
Brecht (Figure 7). In a way, this project is traced as advocacy 
for justice. Say, all waste will be used and not waste will be 
left behind. Primarily, waste as a group is discriminated and 
thus invisibilized, so what would result from secluding waste 
in a number of smaller clusters? I am critical from the course 
because it did not recognize something that is today essential 
to me. Did considering all waste from tomato production bring 
an easier process, a smoother creative accessibility? No, it did 
not. To start with, the team disagreed with what the course 
assigned. A sign of the rebels, an anomaly. Second, to practice 
waste defamiliarization in order to access the creative body is 
what I argue in this thesis, yet the more the number of material 
sources increases the more aspects one has to consider. At last, 
the project obligated us to merge dimensions of the creative 
body, some corresponding to the problem solving dimension 
and some corresponding as something else. The more dots 
one has to connect, the less accessible the creative body can 
become, depending on where these dots are within the creative 
body. 

For the record, Tomato 6 was schocases by Chemarts, in 
HAMK without permission as I have step out of the course. 
However and for the argumentative line of the thesis, all that 
tomate production waste comes from dead only to be displayed 
anonymously. There is most likely some hidden value out 
there.
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The research question that gave life to this exploration has 
been eloquently developed and provides answers but most im-
portantly, further questions and new concepts to explore. Such 
is creative accessibility, the flag conceptualization that I hope 
brings future attention and unfolds and expands furthermore. 
Being that through traditional or new methods of research, I 
reckon every perspective is as valid as needed. From a future 
approach on sustainability, things have to be looked at differ-
ently and the more inquisitive people around the better, as 
sustainability promises much on paper yet not executed with 
the same energy. To this extent I see a nutritious academic 
investigation from an individual side, doubtlessly, yet also 
prosperous writing. As mentioned in the opening of this thesis, 
artistic research is naturally more familiar with the doing and 

·

·

At last

To a degree of interest and need I acknowledge waste is 
located in this thesis under both domains. As far as for 

the present, material waste has in this thesis moved from a 
problem solving position to a bridge for catalyzing creativity.
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the thinking, not so much with the writing. Although I aimed 
to provide some solid theoretical ground to compliment with, 
I hence acknowledge all criticism in all spectrums, yet I urge 
more to dissect onto the less visible cracks this investigation 
delves around. 

Throughout the extension of this thesis, significant slices of 
discussions were put out there. Next, I proceed to pinpoint 
some conclusions and further research I encourage to take on. 

4.1 Discussions

Creativity is said to be necessary for a sustainable present and 
future. In this thesis I elaborate how material waste defamiliar-
ization acts as a creative catalyst and how this all results into 
creative accessibility. I thus have shifted waste from problem 
to bridge yet I now aim to consider another shift, from bridge 
to axis. 

By considering waste as a bridge, the foundations and con-
struction are rigid and perform stillness. Furthermore, every 
step one walks through this bridge in order to enter the cre-
ative body, deteriorates the bridge itself. Normal material 
lifespan. On the other side, waste generation in the real world 
cannot participate in this model, I explain. If the bridge be-
comes bigger as waste itself is simultaneously wasted, it cannot 
be crossed anymore. I propose instead to take on the concept 
of material waste as an axis with two pendulums, one repre-
senting the creative body and the other one representing the 
environment. 

Under a mindset that all environmental regeneration needs 
creativity, the two pendulums are in permanent contact, touch-
ing each other with their outlines, while still, or while spinning. 
The axis in question can enlarge itself and reduce its size, just 
like the world generates waste and reduces waste and that 
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impacts directly the possibility of both pendulums. The totality 
of this thesis defends that creativity can be catalyzed by using 
waste as the material in order to enter the creative body and as 
explained, every object that is extracted from the waste dimen-
sion and defamiliarized is not waste anymore. This material ex-
traction from the waste axis reduces consequentially the size of 
the axis itself. At the edge of physics, the now slightly smaller 
axis makes the pendulums spin slightly faster so it is the op-
posite, the bigger the axis the slower the pendulums spin. At 
some point, the axis only possibility to disappear completely 
is when life on this planet ceases. This is under the argumen-
tative line of this thesis the fundamental reason why waste 
cannot be tackled as a problem to solve. If the axis is gone, so is 
life. One can only hope to reduce waste and the way of wasting, 
change perspective and live in harmony with it. The axis must 
get smaller than what it is today. Then, if the waste axis gets 
too big, there is a moment it makes the pendulum creativity 
and the pendulum environment go considerably slow, so slow 
they die. Graphically explained, the moment that mountains of 
waste cover the surface of this planet, most likely life inside the 
creative body and environmental regeneration are less likely 
to have space, as that space is occupied by waste. I logically 
foresee humankind, the creative body and the state of the envi-
ronment currently to be somewhere in the middle of these two 
moments, where the waste axis is not too big, yet not desirably 
small. The smaller the axis is, the more stable the pendulums 
spin and if using waste as the bridge to access creativity and 
sustainability, the better, as the axis is automatically reduced 
in the act. 

All of this is raw theorization that I look forward to shape in 
a more solid theory in the future, all seeds from this thesis 
investigation. 

Nonetheless, as much as this new approac is interesting to 
delve into, the core of this thesis points at creative accessibility. 
That is, out of discussion truly, what governs all arguments 
both in the process and in the outcome.
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4.2 Conclusions

To answer How does material waste defamiliarization through 
artistic means catalyze creativity? I first stress to rethink what 
is waste and what is not and how artistic defamiliarization 
is a valid mechanism in order to unveil and inquire primal 
recognitions. Second, to dissect the creative body and the two 
dimensions I developed separately and in junction, creativity 
as problem solving and creativity as something else, both with 
different functions and moments. Third, how material waste 
adopted as a bridge -or as an axis- could also provide sustain-
able accessibility and be at disposal of the scenarios the world 
faces and requires.

Value and value judgement are two different things and funda-
mental elements to consider, whether inside and outside waste. 
To help unveiling what to value and what not to, I perceive 
that oneself flat and limited illusional recognition of things is 
essential. What Brecht so literally calls the 4th Wall (Figure 7), 
essentially exposing theatre as unreal and causing alienation 
effects, it is a wake up call to attentiveness.  Saito explains over 
and over again how neglecting the ordinary around us must 
change. I follow and welcome the useless, the background and 
the intricacies that take things to the foreground. Material 
waste defamiliarization and attentiveness both lead to the cre-
ative body, with the only difference of what door to enter from.

Under every circumstance, this thesis exposes several win-
dows to look at waste from. I have looked at as a problem, as a 
scenario, as a material, as a vehicle, as a bridge and as an axis 
at last in this last chapter. Also, I have questioned waste to be 
life, to be death, to be alive and to be dead. At last, I cannot 
argue back on the need for more perspectives on waste as it has 
proven to be as endless as essential for the world we are living 
in. Waste must come out, true, but we need to find it in the 
middle. 

The creative body and its relationship with waste is crucial to 
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study further. I delved and satisfactory found pieces to con-
nect with each other, all in all just because waste exists and 
allows this investigation to happen. This, I stress to be beyond 
the most obvious outlines of waste, those about hidden value 
and more. It is only necessary to intersect more connections 
between all the concepts and projects studied in this thesis as 
much as everything else outside of it. It is by no means a suf-
ficient study to conclude much but rather a starting point to 
depart from. 

Literally, to stresst it the double, creative accessibility requires 
wider access. 

4.3 Looking forward 

Previous to defamiliarization there must be some form of at-
tentiveness. That is a thin space between waste and everyday 
aesthetics I invite to study in the future. First. As I commented, 
the ordinary of the everyday does not need to necessarily be 
less extraordinary than what is supposed to be extraordinary 
by default. I hope that taking a walk and doing some groceries 
could be as extraordinary as climbing the Himalaya. To that, I 
am confident studying waste  can provide answers to. Afterall, 
I am delighted by Joshua Reno’s last words on the New Edi-
tion of Rubbish Theory (Thompson, 2017) Foreword he was 
in charge of. He says that the best books about waste are not 
just about waste but about everything else. Encouraging, must 
be, as this is not a matter of external but intrinsic motivation. 
I recognize that waste studies require time, commitment and 
long periods of time so all scholars and artists can have illumi-
nating ideas by tomorrow. 

Furthermore, I see an entire dimension on the figurative 
aspects of waste I will also, eventually dig into in the future. 
Time, space, ideas, talent. The list to be honest is endless and 
that is the expansive capacity of waste. As I discovered while
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in front of this thesis is that waste perhaps does not need to be 
defined but undefined. This, once more a dot to deeply delve 
into, waste and its connection to freedom. Taken from the cre-
ative body, I connect a few ideas with spontaneity and playing, 
which I hope further studies pick up from. 

Personally, I intend to soon study what I roughly name The 
Pendulum Model and thus save my poor attempt to describe 
above in this chapter. For what I at the moment have inves-
tigated, in order to make a solid theory I need to first under-
stand what conservation of angular momentum means, what 
is angular mass and moment of inertia. All these concepts are 
too far out of what I pursued to explain with more jurisdiction 
in this thesis. If any quantum mechanics physician out there is 
reading this, please do reach out. 

On a smaller note, I plan to develop ReSources in every place 
I have the chance to live in the future. Although the study of 
resources must be of relevance for all peoples of the world, 
compared to ReSources in a minor note. 

In general, this thesis has sparked my interests in waste so 
much more I can only hope in the reader. This investigation 
is by no argument a conclusion but a place to link from, as I 
stress all over for the need of intersectional conceptualization. 
Also, technical, artistic and academic approaches must collabo-
rate and listen to each other with time. 
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Figure 1. Adaptation to Ecodesign: Pleasure/Dissatisfaction 
Cycle by Woolley M. 

Figure 2. Adaptation to The Basic Rubbish Theory Hypothesis 
by Michael Thompson.

Figure 3. Waste journey and defamiliarization extraction.

Figure 4. Creative accessibility through waste as the link.

Figure 5. Waste defamiliarization.

Figure 6. Defamiliarization as distancing and waste.

Figure 7. The 4th Wall, 5th Wall and the Invisible Wall.

Figure 8. Atomic spheres of the creative body.

Figure 9. Waste in convergence and forcing to divergence.

All photographs © Luis Alfonso Monje with the exception of

Photography 1. Fossili Moderni by Massimiliano Adami

Photography 2. Plastiglomerate by Kelly Jazvac
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Waste as beginning. 
Defamiliarization as process.
Creativity as problem something and something else. 
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