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In a science fiction movie based on the idea of reality as simulation, a detective 
can reveal the “real world” behind the appearance by following the inconsisten-
cies and interruptions of the simulation. The present research also aims to find 
something by focusing on the interruptions of our nearest reality: everyday life. 
It does not reveal unknown machinery behind the apparent, but that which is 
there already in front of our eyes, too familiar to be taken into consideration. For 
those accustomed to the melodramatic disclosures of those movies, this can be a 
disappointingly undramatic end. In any case, our detective was profoundly aston-
ished by the malleability of reality, and the abundance of possibilities to examine. 
The mystical reality is not hidden behind a veil but around us all the time, offering 
its affordances for us to play with. 

(Working Diary of OT, 24.4.2020) 





In the canteen I choose a mixed salad that has some dark, round lumps in it. Black 
olives, I think. When I bite one, a completely wrong taste spreads into my mouth: 
it was not an olive at all, but a grape. 
(“Salad Surprise”, a story from the Everyday Anomaly Archive) 

It has just been snowing for the first time for the winter. I have a hyperactive 
puppy dog at home. I come home from school, open the front door and wonder 
how it is possible that there is snow inside, too. After a moment I understand that 
the white fluff is the filling from my pillow and blanket, which the dog has ripped 
to pieces. 
(“Snow Everywhere”, a story from the Everyday Anomaly Archive) 

Everyday anomalies are fleeting curious events that occur in the middle of the 
familiar flow of everyday life. They are often experienced at a moment when 
routinized perceptive or cognitive patterns are disturbed by something different 
from the usual. An anomaly causes the experiencer to pause for a moment when 
things do not proceed in the way she expected. Anomalies can be spontaneously 
born in the environment or as a perception of the person experiencing them, or 
organized by a prankster or artist. I coined the concept of everyday anomalies 
during this research project, although a subsequent Internet search for the con-
cept found a poem collection by Anton Krueger (2011) and an art exhibition by 
Troy Coulterman (2013), both bearing the name Everyday Anomalies. The con-
cept of an anomalous experience is often used to refer to more dramatic expe-
riences, like hallucinations and out-of-body experiences.  

In this dissertation I ask, how could everyday anomalies be used for recog-
nizing the abundance in the familiar and playing with it? Because everyday 
phenomena are things we already think we know, we do not bother to question 
them too often. The research topic emerged from a feeling that familiar everyday 
phenomena are far more complicated and marvelous than shown by their sur-
face. Nevertheless, the familiar is not easy to scrutinize precisely because it is so 
near to us. I needed a tool for reaching the familiar, so I started to focus on the 



moments when familiarity momentarily breaks up. These anomalies offer some-
thing to grab on, and by focusing on their interruptive nature I might be able to 
more clearly see the familiar landscape these anomalies emerge from. The in-
terest in focusing on the familiar stemmed from anxiety towards contemporary 
life: is it really the case that to be satisfied we always have to get something new 
and exotic, although we already have so many things around us? Would it be 
possible to really orientate one’s interest to the things that are already there, and 
how would that feel? 

Anomalies can be experienced only in a familiar environment. If everything 
was strange, there would not be space for single, curious moments. I will scru-
tinize the research question from two viewpoints: experience (anomalous oc-
currences) and production (anomalous acts). I will figure out what kind of oc-
currences make people experience moments of confusion, in order to find suit-
able ways to produce new anomalies. The two sides (experience and production) 
of everyday anomalies are not connected in a straightforward way. Producing 
anomalous acts requires precise perception and analysis of the familiar, explor-
ing the ordinary by immersing oneself in it. On the contrary, experiencing 
anomalous occurrences suddenly interrupts the flow of familiar, illuminating 
the borders of (one’s own concept of) it. For a person working with anomalies, 
these experiences also help to find ideas for new anomalous acts. I have led the 
concepts of interruptive and immersive working strategies from Yuriko Saito’s 

classification of two kinds of 
tendencies in everyday aes-
thetics: (1) the will to defamil-
iarize the familiar and (2) ap-
preciating the familiar in itself 
(Saito 2017, 2–3; cf. chapter 
4.2 for details). In this research 
I am not interested in dramatic 
hallucinatory or religious ex-
periences, but instead concen-
trate on subtle interruptions of 
everyday experience. Many of 
the Fluxus artists and theorists 
I refer to are more or less con-
nected to the approaches of 

Zen and mindfulness. Because I do not have a background in these meditative 
traditions, I am not able to write about their practices. Nevertheless, the mindful 
state of being present is an experience that every human can have. I occasionally 
refer to that experience, using the word presence, with which I mean awareness 
that exists in the surrounding environment.  

Along with this written report, the dissertation project consists of (1) an Eve-
ryday Anomaly Archive, containing stories of anomalous occurrences experi-
enced by the researcher and other people; (2) a series of artistic experiments 
planned and conducted on the basis of the information found by collecting 



anomalies; and (3) practical tinkering tools that aim to help scrutinize the eve-
ryday and to produce new anomalies. All materials produced in the project can 
be found on the website everydayanomalies.com. 

Anomalous occurrences are sudden moments that cannot be commissioned 
or ordered to emerge, but just happen in suitable situations. Kathleen Steward 
wrote about ordinary affects, which are: “the varied, surging capacities to affect 
and to be affected that give everyday life the quality of a continual motion of 
relations, scenes, contingencies, and emergences” (Steward 2007, 1–2). Ordi-
nary affects can take various forms and evoke different emotions, ranging from 
pleasure to shock. A common feature of these affects is the feeling that “[...] 
something is happening, something that needs attending to” (Steward 2007, 5). 
Ordinary affects are events that take place in both intimate and public spheres, 
occurring to us in an unexpected manner. They can evoke strong feelings or 
more contemplative experiences. In these situations, different forces, connec-
tions, and disjunctures are active and visible (Steward 2007, 1). I have been in-
spired by the concept of ordinary affect because I recognize the kinds of events 
it describes. Those events I am thinking of (1) caught a person unexpectedly; (2) 
demand the person to act or take a stance, and as a result (3) show the person 
something about her worldview or make her subsequently evaluate her actions 
in the situation. Anomalies can work like this, but this kind of situation can also 
occur without the anomalous effect of confusion. Therefore, everyday anomalies 
could perhaps be seen as a subcategory of ordinary affects. Although they are 
often fleeting and insignificant, they are mysterious and demand interpretation 
from the person experiencing them. 

One day we were out walking our dogs with my partner. Suddenly he noticed a 
swallow lying on the ground on the curb. For some reason, even the dogs did not 
notice it. I had heard that swallows can’t get on their wings from the ground so I 
suggested we lift the bird on the roadside hedge so it could take off from there. 
There were no marks of injury in the bird, but it was passive, not trying to prevent 
us from lifting it. The bird could not grab the branches but instead fell inside the 
hedge. I remembered that there is a place in our town that takes care of injured 
wild animals. I found their phone number on the Internet and called them. It was 
late afternoon and the person on the line told me that they could not come to 
collect the bird, but if we could bring it to their premises they would take care of 
it. We were near home and had our car parked in the yard. We did not have any-
thing special to do, so we decided to take the swallow to the animal shelter. We 
packed the dogs into their car cage and set off. I drove and my partner kept the 
swallow in his large hands. The distance was about ten kilometers. Somewhere in 
the middle of our journey, the bird closed its eyes. We both were devastated. We 
did not want it to die now, not in our hands in the middle of the rescue trip! At 
last, we arrived at the animal shelter. A member of personnel took the bird and 
said that everything looks to be fine; the bird was just exhausted and thirsty. After 
it would gather some strength they would let it back to nature. This was a small 
interlude, but it made us think about chance, possibilities, selection, responsibil-
ity, life, and death. 



Another useful concept is that of reality slip, introduced by Stanley Cohen and 
Laurie Taylor in their book Escape Attempts – the Theory and Practice of Re-
sistance to Everyday Life (1976). They described these as “moments in our life 
when we are suddenly overwhelmed by some force or spirit (whether internal 
or external) which leads to a re-evaluation of the nature of the world, society, or 
ourselves” (Cohen & Taylor 1976, 155). Such experiences can emerge in various 
ways: they can be completely unpredictable or anticipated, or anything in-be-
tween (Cohen & Taylor 1976, 156–157). Extraordinary incidents can cause them, 
but also minor everyday issues (Cohen & Taylor 1976, 155.) A common feature 
of all of them is that they somehow make our current reality seem alien. I find 
the concept of a reality slip fruitful when considering anomalies that can often 
cause the effect of seeing the world anew. Anomalies are more ambiguous in 
nature than reality slips: some of them may unsettle the current reality, but oth-
ers can offer only minor interludes, causing fun stories. Experiences similar to 
reality slips have been described in modern literature by different names, such 
as: moment of being (Virginia Woolf), epiphany (James Joyce), memoire invo-
lontaire (Marcel Proust), and marvelous (Robert Desnos).  
 
The concept of an anomalous act refers to activity that aims to artificially create 
curious moments. I define an anomalous act as something that: 
1) does not follow conventional behavioral scripts (but alters them) 
2) is non-compulsory, playful (not plain survival) 
3) is a concrete act (which often includes symbolic meaning) 
3) is easy to implement with the materials at hand in the familiar environment 
(without special skills or budgets) 
 
The first criterion for being an anomalous act is that the activity somehow 
breaches the conventional behavior scripts (a script is a mental model of an 
event or situation; it includes certain roles, as well as suitable attitudes and be-
havior for those acting in these roles; O’Brien 2017, 139). For example, behav-
ioral expectations differ noticeably between the roles of student and teacher), 
produces deviant objects or situates familiar objects to surprising contexts. Con-
ventionality clearly varies in different cultures and situations, and its limits have 
to be found anew in every project. There are many micro-cultures in which, for 
example, shearing sheep is ordinary everyday work, while for others it would be 
a highly exotic, even absurd task. Similarly to a caricature drawing – which is 
funny only if it is based on precise perception and exaggerates those features of 
the person that are already somewhat deviant, a beautiful anomalous act is 
based on accurate analysis of the familiar environment it is smuggled in. 

Secondly, the non-compulsory nature of the anomalous acts connects many of 
the activity classes they could be included in: play, games, pranks, art. These 
activities are mainly done for fun, or at least they are extra, something on top of 
necessity. Art is one class that includes this kind of activities, but definitely not 
the only one. There can also be unexpected behavior originating, for example, 
from a health condition or distress, but that is a totally different case and beyond 
the interests of this dissertation. 



Thirdly, the acts have to be something concrete. In Chapter 6.2 I discuss the 
Fluxus event-score and the possibilities it brings to imagine the art piece instead 
of implementing it. I will present my anomalous acts in event-score form, but to 
be acts they have to be concretely implemented; that is the only way for some-
one to experience them as anomalous occurrences, although when making 
anomalies it can never be assured that anybody will notice them at all. The acts 
usually carry symbolic meaning, which can be more or less fun/serious/politi-
cal. Pranks are aimed to poke fun at the one who falls into the trap, and by doing 
so usually illuminate something of the situation and/or the person. Anomalous 
acts can resemble pranks, but also conceptual art projects; the variety is wide. 

The fourth feature is the ease of implementation. If the pieces are made as 
“art”, the art status must be hidden in order to achieve the effect of surprise. 
Contemporary people are widely aware that anything weird can be art, so the 
explanation of the mystery would be far too easy. There is obviously no reason 
why these kinds of acts could not be made with a large budget (which could in-
deed generate a highly impressive outcome), but that is not a precondition. In 
order to be disguised in the fabric of familiar, they often have to be or resemble 
everyday objects, which encourages the use of familiar materials. 

Things happen, I let them be, and at some moments mingle with them. In the 
world there is already an abundance of stuff, small gestures from my side are 
enough. I do not have to be in charge of the process of creation. Instead, I can be 
present to the phenomena the world offers for me. Things accumulate by living 
with them day by day; there is no need for a dramatic obsession with finding an 
extraordinary idea or getting the project finished. I try to respect things as they 
are, try to see possibilities within them, aiming to avoid overly fast and strict clas-
sification. I do not always like what I see, which offers room for manipulation. In 
any case, every object I meet is singular – naturally, a representative of its kind 
(living or nonliving), but at the same time so much more than that – a piece of 
unique existence. 
(Oona Tikkaoja, Working Diary 28.11.2019) 

 
I have spent most of my artist career as a sculptor, which means that managing 
structures and materials has been a prime concern to me. The central issues 
have been: how well a certain material lasts the weather conditions, how much 
it weighs, how expensive it is, and what kind of philosophical and historical 
meanings it carries. More than 10 years ago, I started to produce large public 
sculptures, which I designed but other people implemented. They were sover-
eign constructions, detached from me as a person and my life as an entity. Dur-
ing those years I worked hard, but eventually grew tired of managing my sculp-
tural creations. I have now turned my gaze to the surrounding world as a tre-
mendous resource of material in itself and the expressive possibilities offered 
by the practices of re-organizing and ready-made. While my relationship with 
material previously resembled more a struggle against it, I now hope to work 
with and alongside it. 



In this dissertation, I have selected to use as a lead concept Allan Kaprow’s 
term lifelike art (Kaprow 1983, 201) because that fits perfectly to my approach. 
Lifelike art is meaning-making activity situated in the middle of life instead of a 
separate domain. I am working exactly to make lifelike pieces. For instance, they 
do not claim to be outside of the art institution, so they undeniably are art, but 
at the same time their aim is to mingle and to get mixed up with the objects that 
are part of life.  

This approach provides room to scrutinize the seemingly boring and familiar 
aspects of life, invisible, recurring work, cyclical time. It gives time to immerse 
oneself in tasks that one has to do in any case. It provides the opportunity to use 
energy and effort to tasks that are not usually considered worth it, and are there-
fore either avoided or done reluctantly. It opens up the discussion about what 
is important. We often do not have to explain why we use a lot of resources on 
some professional endeavors (such as painting a portrait) or personal life (home 
decoration), but some other acts are seen as disturbed or silly (for instance, So-
phie Calle’s work Suite Vénitienne (1981): taking a trip to Venice to secretly fol-
low a stranger, taking photos and making notes of his movements; Calle 2007 
[1999], 76–121). 

Although Kaprow tried to get rid of the artworld, in order to be seen as art this 
kind of work needs the artworld to acknowledge it. If it was not accepted or un-
derstood as art, there would not be the possibility to try to integrate one’s life in 
art, or to write an artistic dissertation of the topic. Fortunately, this work has 
already been done by pioneers such as Mierle Laderman Ukeles, with her con-
cept of maintenance art (Shannon 2011, 77). The artist, who was trapped in her 
maintenance work as a wife and mother, decided to turn that mundane, time-
consuming work into art practice (Shannon 2011, 85). By making such a deci-
sion, she managed to visualize important questions about the social attitudes of 
the relationship of creativity/art and maintenance. Analogously, I now aim to 
turn my artistic focus to the familiar, after trying for decades to flee from it. This 
project can be seen as an announcement that I have lost my battle with the re-
petitive weight of everyday, or perhaps a cunning ruse to reclaim its boring fea-
tures for more fun use. 

My interest in the curious moments can be most accurately depicted by two in-
cidents (both of which, coincidentally, are related to my wedding over 20 years 
ago). 

 
My friends organized a beautiful bachelorette party for me. The participants trav-
eled to a small island by bus and boat and spent a night setting out a bunch of 
traditional rituals they considered necessary to achieve a good marriage. My last 
task was to walk blindfolded through “Jatulintarha”, a round-shaped maze made 
of stones. My friend told me that I would see my fiancé in the center of the maze 
once I got there. Instead of being present in the experience, I spent all the walk 
pondering how I should behave once I reached the center. I really wanted my 
friends to notice how much I appreciated their efforts and our time together, so I 



did not want to let them down. Should I pretend to see my fiancé as a mirage, or 
what would I do? 
 

The surprise was tremendous once the blindfold was removed: in front of me 
stood my fiancé, in person. I did not have any idea that my friends could have 
planned to bring him there because of the long trip. I had such a strong precon-
ception of the nature and content of the “play” that the deconstruction of it was 
really a striking experience. The “play” turned out to be real, the words of my 
friend concrete instead of metaphorical. The other experience was a full-
blooded prank, very revealing as such: 

 
In a game played at our wedding party, I had to try to recognize the legs of my 
brand new husband from some other men’s legs. I had to make this blindfolded, 
by feeling. The task was easy, I was very soon positive that I recognized my hus-
band’s legs, and I exclaimed it in a very certain voice. After a while I was given 
permission to undress the blindfold, still on my knees on the floor. I looked up, 
and saw my husband’s father standing in front of me. I could not understand how 
could I could have mistaken them. (Of course, what happened was that they had 
silently changed places after I had announced my selection.) 

 
The prank was simple, but in the situation it was highly expressive: the wedding 
party as the peak of a romantic relationship, the groom’s father becoming my 
father-in-law, me kneeling on the floor. The prank played with many taboos of 
sexual and familial relationships. And, of course, it was fun. Both of the experi-
ences were so striking because of the sudden failure of strong preconceptions. 
At those (and similar) moments, I learned the possibilities that lay in the illu-
minating power of the abrupt interruptions of the taken-for-granted, and de-
cided to start to research this phenomenon. 

The image below depicts the interrelated processes this project is based on. In 
the beginning, an unconventional event takes place in a familiar context. We 
tend to handle familiar phenomena in a highly automated way (O’Brien 2017, 
90) ,  which of course saves our energy for more demanding tasks, and for that 
reason is a positive force. On the other hand, routinization can spread to such 
areas of life where it is no longer useful (consider reading a story for a child: it 
really is possible to read without realizing what is happening in the book, com-
pared to actually experiencing the story together with the child; for example, 
Leon Solomon’s and Gertrude Stein’s experiments on automatic reading; 
Langer 2017, 112). When life starts to feel far too routinized, we need something 
new: a holiday or a pair of designer shoes, perhaps. 

 
 
 
 
 
 
 

 



 
  

We humans have a huge classification system in our heads (O’Brien 2017, 19), 
which makes life much easier and saves time, as we do not have to pay attention 
to every detail. On the other hand, again, pre-classifying can block the delicious 
variety of possibilities from our vision (which we often want to discover, for ex-
ample, by traveling to experience other cultures). Confusion can be used as a 
constructive tool – when one suddenly finds oneself in a situation they do not 
thoroughly understand, it is possible to learn interesting things about oneself 
and the possible realities: “What if ... the momentary reality I just experienced 
would become the actual?” 

Confusion and uncertainty (provided spontaneously by the environment, or 
intentionally by a person) are fruitful starting points for perceiving the environ-
ment in a new way, because a distraction forces us to act creatively (O’Brien 
2017, 90). “Not knowing” can have a mind-opening value in our information-
filled world, forcing us to improvise. Giving us a glimpse of the abundance of 
possible worlds, it reminds us how volatile, constructed, and strange our reality 
is. Why is this particular “reality” more “real” than countless other possibilities? 
It is important to highlight the constructed nature of reality because, by doing 
so, it is possible to reveal the power everyone has to influence our shared reality. 
The unveiled possible realities can be imaginative, more fun/weird than our 



own (in the style of Alice in Wonderland), but can also be concrete models of 
action: glimpses into a non-capitalistic world and the possibility of generosity 
(such as the gift economy), or unconventional social interaction. 

Situations that do not allow a person to use the routinized pattern of reaction 
include emergencies; for example, the now unfortunately common acts of vio-
lence at public places, which have a terrible resemblance with André Breton’s 
words in the Second Manifesto of Surrealism: “The simplest Surrealist act con-
sists of dashing down into the street, pistol in hand, and firing blindly, as fast as 
you can pull the trigger, into the crowd” (Breton 1972, 125). These exceptional, 
horrific moments break the everyday reality too harshly, cutting themselves out 
of it by contrast, which is far too abrupt. They cause us to be more suspicious 
and less curious – a lonely bag can include a bomb, or a funny looking young 
man can shoot you down in a moment. These fear-evoking, confusing situations 
can reveal to us many things about ourselves and the world at the moment, but 
they surely do not promote an active and curious relationship with the world, 
which is what this project is concerned with. 

Social norms are often not visible unless something goes wrong. The sociolo-
gist Harold Garfinkel made social breaching experiments in the 1960s with his 
students at the University of California, Los Angeles. These were organized sit-
uations where the breachers intentionally “acted wrong” and interrupted the ig-
norant participants’ shared expectations of reality (O’Brien 2017, 450–451). 
These breaches are close to artistic performances and pranks that aim to inter-
rupt the normal. In the history of art, there has been a continuous interest in 
everyday life and techniques developed especially for creating disturbance into 
the familiar. Invisible theater is a good example of anomaly-provoking tech-
niques. It was developed by the Brazilian theater director Augusto Boal as a part 
of the Theatre of the Oppressed approach, aiming to make social dilemmas vis-
ible and evoke discussion (Boal 2007 [1974], 143–147). The audience of an in-
visible performance does not know it is taking part in a theatrical play, and is 
therefore easy to provoke. Since it is impossible for the spectators to know who 
has caused the event or made the object, and for what reason, they cannot be 
sure whether it is “real” or not. Thus, reality is a question of definition. Consider 
the case of Pilvi Takala’s work The Trainee (2008), which created one kind of 
reality for several days. The artist raised eyebrows by playing a oddly behaved 
trainee in a large office, and successfully challenged the expectations contem-
porary people often have about working and efficiency. She rode up and down 
in an elevator and told everyone how movement improves her thinking. She sat 
on a table without a computer, responding to questions about her missing work 
computer by saying that everything is fine, she is just doing thinking work. An-
other example could be Ahmet Ögüt’s Hitchhiking General (2008), a performa-
tive work implemented in Sweden. A performer dressed up in a Swedish gen-
eral’s uniform was hitchhiking on the roadside. He had two small Swedish flags 
with him, and if somebody agreed to give him a lift he mounted the flags on the 
front bonnet, similarly to official state cars. Other examples could include The 
Yes Men’s media interventions or the collective pranks of Improv Everywhere. 



These events have been (at least momentarily) reality to the people who encoun-
tered them, evoking thoughts of the performative nature of every act in our 
shared reality. The Finnish artist collective Reality Research Center makes this 
visible already in its name; the group aims its actions straightforwardly to trans-
form reality, declaring as their aspiration “[...]to observe, question, and renew 
reality by creating performances” (Reality Research Center 2020). 

The central meta-method (or attitude) utilized in the above-mentioned works 
is defamiliarization or estrangement. Russian author Viktor Shklovsky consid-
ered art as a method for seeing anew the everyday objects our minds have, over 
time, habitually packed to symbols. Art makes things difficult and brings them 
into our attention, which forces us to take a fresh look at them. In 1917, Shklov-
sky wrote: “The purpose of art is to impart the sensation of things as they are 
perceived and not as they are known. The technique of art is to make objects 
‘unfamiliar,’ to make forms difficult, to increase the difficulty and length of per-
ception because the process of perception is an aesthetic end in itself and must 
be prolonged” (Morson 2006, 216). By using defamiliarization, it is possible to 
shift the marveling and questioning attitude we have towards unfamiliar to our 
familiar environment, which helps us to see emerging possibilities. 

Everyday life can be seen as a bricolage built out of different, often unmatch-
ing pieces of behaviors and attitudes. This technique is involved in making new 
combinations out of found material, as is the case with everyday life, both at the 
cognitive and material levels. Beliefs and behaviors are readymades, as are all 
the physical things surrounding us. Our role is to try and combine these ele-
ments in the quest to transform our lives into unique, meaningful “pieces of art”. 
Situationist détournement is a cunning, powerful bricolage-like technique used 
as an inspiration in this project. It functions by separating issues from their 
usual contexts and reconnecting them to form new combinations, thus ques-
tioning our accustomed ways of seeing and understanding them (this is similar 
to the anti-ad approach, which alters the messages of ads by retouching their 
texts and/or images; Pyhtilä 2005, 59–66.) The anomalous acts made in this 
project honor the tradition of bricolage and readymade. I refer to this bricolage 
activity in the everyday environment as reality tinkering, because when making 
lifelike art in the “real world”, one inevitably affects the shared reality. Reality 
tinkering is available to everybody because no special skills or resources are 
needed. It operates along two different strategies, which aim to (1) cause dis-
ruptions into the flow of everyday life, or (2) help sharpen one’s perception of 
everyday details by concentrating on them. Reality tinkering is an ethical 
method that aims to cause an appreciative and participatory attitude towards 
the world. It is essentially about the both-and mindset, instead of the either-or 
one. We humans cannot have everything in the world, but we can affect things 
in various ways. To some extent, we are able to select how we do things and 
relate to different issues. Bricoleurs are able to see both the intended use of the 
things they work with and the unorthodox possibilities hidden in them. Work-
ing with the anomalies can be seen as a strategy for making one’s life one’s own 
by investing in the near environment, and by increasing the amount of stories 
around oneself. 



Alongside this, the theoretical sources utilized here form a bricolage of their 
own: because the environment of the anomalies is formed out of the everyday, 
human mind, and society, I have to consult the ideas of various writers and dis-
ciplines (mostly from the areas of social psychology, philosophy, and cultural 
studies). My education and the scope of this research do not allow me to dive 
deep into all of the ideas, but it is important to introduce them in order to un-
derstand the functioning and context of anomalies. The result is a bricolage of 
inspiring contents: it is not in any way complete, but is hopefully thought-pro-
voking. 

 
“We live in an infinite non-totalizable reality of unique objects, a reality that is 
infinitely rich and playful, enchanting, anarchic despite local pockets of hierar-
chy, infuriating, rippling with illusion and strangeness. In this reality, objects are 
perfectly straightforward, with no transcendental or hidden aspects. Yet precisely 
because of this very fact, objects are completely weird: they hide out in the open, 
under the spotlight. Their very appearance is a kind of miracle.” 
(Timothy Morton 2013, 55). 

 
This dissertation is based on the notion that human life is a complicated mess 
influenced by multiple forces: our bodily features, the possibilities offered to us 
by the surrounding world, structures of knowledge, history, and our social 
needs. The human is not understood as the only actor in the world; the agency 
of other entities is also admitted. For example, Pauliina Rautio wrote, in a new 
materialistic spirit, how objects themselves can seduce us in interaction with 
them: how the terrain of a forest suggests to us that we should take certain paths 
instead of others, and how beautiful stones invite us to collect them. We can 
only accept such invitations if we orientate ourselves towards the world with an 
open attitude (Rautio 2013). Objects around us are not there just for humans to 
use and know. Still, we can act in the world of concrete objects and concepts, 
based on the perception we have on it. This interactive nature of the world has 
offered inspiration for the artistic experiments made in this doctoral project. 
They are implemented by leaving minor objects around and organizing subtle 
events that may be noticed by someone, or may not. In any case, if these minor 
pieces were not there, the world would be different, and the possibility of inter-
action with them would not exist. 

The anomalies are born from interaction, and by making anomalous acts it is 
possible to have an effect on the ways of interaction people have with the world. 
An important starting point is the view that we experience the world by manip-
ulating it. It is not possible to only passively perceive phenomena taking place 
in front of oneself. Even passive-looking perception alters and interprets the 
target of observation. The possibility of objectivity has been strongly questioned 
in the area of humanities (for example, ethnographers are well aware that they 
alter the community they are observing), although objectivity has been the ideal 
position of researchers in natural sciences. Nevertheless, quantum experiments 



have given a scientific viewpoint to the crumbling idea of objectivity, of the dis-
passionate spectator perceiving the world around her. Experiments in quantum 
mechanics reveal to us that a wave collapses to a particle because of measure-
ment taking place, offering a profound starting point to consider the other situ-
ations we might alter the reality plainly by “perceiving” it. We cannot remain as 
separate spectators because we already are embedded into the world. (Grandy 
2010, 107– 117). Experience is understood in this research as based on interac-
tion in a Deweyian way: “[...] every experience is the result of interaction be-
tween a live creature and some aspect of the world which he lives” (Dewey 1934, 
43–44). 

Details play a profound role in the human experience of the world. We cannot 
reach complex concepts as such; instead, we have to work with one aspect at a 
time, such as by formulating single words from which a sentence is formed. One 
cannot write a novel without writing each word it consists of. One can take a 
panoramic look over a city from a hill, but only enter into one house at a time. 
We can think about concepts of love or mathematics, but we can show our love 
only to certain people and calculate certain numbers at a time. To live as a hu-
man is to manage the abundance of details, which are far too much for our 
senses to handle. To cope, we use routines and classifications that help us man-
age the overflowing amount of information we face at every moment. We can 
focus our attention on some aspects of reality, but at the same time some other 
aspects stay hidden. According to Alasuutari (2004, 163), we have to use the 
same language that has taught us to think (with the categories and structures it 
offers) to try to understand things around us. In addition, many things are not 
understandable by language at all, but as non-discursive bodily practices. This 
is why art in its various forms (if it is understood even slightly in a Shklovskyan 
sense) offers a suitable platform for posing questions to everyday reality by or-
ganizing its abundant details into new combinations. 

 
“[W]hat happens when nothing happens other than the weather, people, cars, and 
clouds.” 
(Perec, An attempt at Exhausting a Place in Paris, 2010 [1975], 3) 
 
“tens, hundreds of simultaneous actions, micro-events, each one of which neces-
sitates postures, movements, specific expenditures of energy [.]” 
(Perec, An attempt at Exhausting a Place in Paris, 2010 [1975], 10) 

 
What is the familiar uneventfulness of everyday made of? As Georges Perec 
noted while making his experiment of observing and writing down all the events 
taking place at a street corner in Paris (An Attempt at Exhausting a Place in Paris 
1975), when nothing (noteworthy) happens, there is still a constant flow of ac-
tion going on. During his experiment, he learned that it is not possible to notice 
everything even if one’s only job is to observe. Some of those acts can indeed be 
meaningless, implemented in such an absent-minded way that there are no 



memory traces left to anybody’s mind. On the other hand, some of the seemingly 
meaningless acts can have a huge meaning that is illegible to the observer. In 
the flow of life there is no beginning or end or clear boundaries – every story 
could be told from a different viewpoint or beginning (both of which, on the 
other hand, could change the story into a completely different one). Italo Cal-
vino discussed this problem beautifully in his novel If on a Winter’s Night a 
Traveler (1979, translated in English 1981): 

 
“But how to establish the exact moment in which a story begins? Everything has 
already begun before, the first line of the first page of every novel refers to some-
thing that has already happened outside the book. Or else the real story is the one 
that begins ten or a hundred pages further on, and everything that precedes it is 
only a prologue. The lives of individuals of the human race form a constant plot, 
in which every attempt to isolate one piece of living that has a meaning separate 
from the rest - for example, the meeting of two people, which will become decisive 
for both - must bear in mind that each of the two brings with himself a texture of 
events, environments, other people, and that from the meeting, in turn, other sto-
ries will be derived which will break off from their common story”. 
(Calvino 1981, 153) 

 
Even my own everyday life is not similar or similarly experienced every day, so 
can I take account of all the millions of everyday experiences of people whose 
lives I have no idea of? On the other hand, I can easily imagine and recognize 
the routines of most people leading roughly similar lives with mine – indeed, 
the routines can be depressingly similar (to the point of feeling to lose one’s in-
dividuality into the routine). Everyday is not a neat object of research because 
of its ubiquity and highly automatized nature (Highmore 2002a, 174). How does 
one even detach everyday from non-everyday? An exotic holiday trip, a wedding 
(whether it is one’s first or third), or a 50th birthday party is clearly “something 
else”, but what about constant dinner parties with friends, or the 137th weekend 
at the summer cottage? Leisure appears as the non-routine, offering break to 
tiring work, but nevertheless we cannot step out from our everyday life, made of 
insistent repetition (Lefebvre 2002 [1958], 233), which binds even the breaks 
(holidays, celebrations) tightly into its fabric (Lefebvre 2002 [1958], 226). As a 
cyclical system, the everyday is not restricted to certain activities (what would 
those be?), but it can instead be seen to include all kinds of activities: work, lei-
sure, family life, being a platform connecting the different aspects of life (High-
more 2002a, 128), a para-field or a meta-field (Highmore 2002b, 4). According 
to Yuriko Saito, the contents of “everyday life” cannot be listed as objects and 
activities because they are so various for different people in various phases of 
their life. Instead, the everyday can be defined as a mode of experience, which 
is often pragmatic and routine (Saito 2017, 10). 

 
 
 
 



 
 

I find Ossi Naukkarinen’s (2013) account of the contents of the everyday very 
useful. It is practical and considers the ever-changing, but also singular and 
shared nature of the everyday. At the center of the everyday experience is “My 
everyday now”. This changes from time to time, and is different for a Finnish 
researcher, or for an oil sheik from the United Arab Emirates. It includes certain 
objects, events, and actions, which are familiar because they are part of one’s 
home, work, or hobbies. These can be subject to change more easily than the 
attitudes and relations one has towards events in one’s life. Words like normal, 
routine, and habitual illustrate well the everyday. These do not need to be read 
as negative words: the feeling of knowing brings control and is thus comfortable. 
Two people cannot have exactly the same combination of the above-mentioned 
issues in their life, but it is possible to have lives resembling each other in many 
aspects. We cannot know everything and we have forgotten a lot. Still, all of our 
previous everydays affect who we are now (Naukkarinen 2013). 

Everyday life also includes not-so-routine events. We can aspire towards non-
routine things at a slow or fast pace. Parties or events can be participated in 



easily when one is in need of change. Of course, if one’s everyday work is to or-
ganize events, she must do something different to break her routine. The routine 
can be escaped also in slower ways, such as by developing ourselves by learning 
new skills. Learning about new areas of life, and socializing with different people 
can detach us from our routines, but, over time, if we continue the new hobby it 
too will become a routine. There are also many things in life we wish to avoid, 
which can also be fast or slow: a car accident can take place in a split second, or 
we can slowly sink to a life without spark, for example because of long-term ill-
ness or unemployment (Naukkarinen 2013). In this research project, I aim to 
break my routines using both the fast and the slow channel: I have learned sev-
eral new skills and observed if (or how) they become a part of my everyday life. 
On the other hand, noticing an anomalous occurrence brings a very fast inter-
ruption to the routine. 

In this work, I use Naukkarinen’s account as the definition of the everyday. 
Other related concepts I frequently use are familiar and ordinary. By familiar, 
I understand things and events that we at least think we know well and do not 
question or even take time to pay close attention to. For example, I have re-
marked that many people do not notice if a familiar person has bought a new 
pair of glasses, even though they are such a visible object located in the middle 
of the person’s face. What is familiar is different for various people in different 
life situations. The same applies to the ordinary, which is something that does 
not have a value of a rarity. A magpie is an ordinary bird, although its black and 
white coloring is extraordinary compared to many of the everyday birds found 
in Finland. Rarities gather attention automatically because it is easier for hu-
mans to notice things that are different from the usual. Nevertheless, I consider 
the magpie to be a beautiful bird. I know it is ordinary, but it is not very familiar 
to me. Magpies belong to my everyday life only occasionally and fleetingly, if 
one or two fly over me. 

The will of various artists to break down the barrier between art and life can 
stem from many different aspirations. One of them undoubtedly is ethical: the 
pursuit of a meaningful life. Many projects of the artists who work in everyday 
environments are directed towards ethical objectives: encouraging participation 
instead of passivity among their audience, highlighting the interesting and good 
details of the life we already have instead of evoking longing for distant dream-
lands, inspiring people to act by making visible the malleability of social reality. 
Although there are significant differences between the various ideals of a good 
society and a good world, it is still possible to identify a wider meta-value that 
cannot be rendered away by different political views: the sustainable future in 
terms of environmental and human well-being (Saito 2017, 216–217). In this 
dissertation project, meaningful life is understood as committed appreciation 
towards living beings (including oneself) and the world. 



Within this project, I want to celebrate the virtues of presence and curiosity. I 
certainly do not aim to cause an abrupt revolution, but I am still deeply con-
cerned with changing the world, at least to some extent. The project emerged 
from simple marveling of the multiplicity embedded in the most ordinary daily 
life, and was later inspired by the approaches that aim towards concrete alter-
native realities, such as the idea of a gift economy. As a citizen of industrialized 
society, it is far too easy to dive into the flow of everyday and continue living 
without ever questioning it. We have to deliberately fight against the current, 
interrupt the flow every now and then, in order to see the islands of possibility 
in the overwhelming ocean of taken-for-granted. Through media, we are im-
mersed in spectacle to the point of exhaustion, which is exactly why the easily 
unnoticeable “accidentally miraculous” (Johnstone 2008, 12) can be such a 
powerful approach. In the clamor of noises, a quiet whisper demands us to listen 
attentively. Our shared reality is constructed as well out of small gestures as it 
is out of straightforward laws and regulations. I do not have direct power to 
shape the macro structures of society and, because of that, I have to work on the 
micro-level, which is not a bad share either. Most people living in democracies 
have vast possibilities to affect their way of living and even to change the macro-
structures by their everyday selections. I am aware that this is not the situation 
everywhere – in some places, simply staying alive can be the main concern of 
everyday life – but that problem definitely demands much larger political ef-
forts, rendering these subtle anomalous acts insufficient. I admit that only those 
privileged people, who are able to affect their lives, can benefit from the idea of 
everyday micropolitics. Unfortunately, therefore my every/wo/man is not any-
one, but somebody with space to make selections. Nevertheless, concentrating 
on the possibilities of these kinds of subjects is not without value, because I see 
many aspects of contemporary life that are unsustainable (mentally and envi-
ronmentally) and believe that they can be fruitfully elaborated at the micro-
level. 

Anomalies offer possibilities for commenting and criticizing the commercial 
messages that dominate our (urban) environment. The viewpoint of “reclaim-
ing the everyday” gains a lot of its inspiration from Michel de Certeau’s ideas of 
tactics of ordinary wo/man and Mierle Laderman Ukeles’ notion of the invisi-
bility of maintenance work. Media-filled, competition-based society, the 
COVID-19 pandemic, and the environment suffering from climate change give 
practical reasons to survey alternative ways of operation in our everyday envi-
ronments. Lieven de Cauter (2011, 9) introduced the concept of subversivity, 
which is defined as “a disruptive attitude that tries to create openings, possibil-
ities in the ‘closedness’ of a system.” This is a beautiful way to also describe my 
efforts here. I aim to scratch the smooth surface of routinized behavior, make 
tiny holes and cracks in it, and although I understand my approach as (mi-
cro)political, its most important feature is its open-ended nature. For the Situ-
ationists, artistic work had to be identical to constructing a free society – which 
should be a basic right for all people, not only a property of the (artistic) elite. 
People should be able to control their own lives and immediate environment by 
creating situations that are important to them (Pyhtilä 2005, 67–137). I agree 



that everyday life should not be left for the tyranny of commercial enterprises. 
For example, non-commercial activity helps keep the city as a place where it is 
possible to experience surprising things – a habitat instead of a marketplace. 

Learning to be more mindful could offer a way to live in an ethically and envi-
ronmentally sustainable and happier way (Saito 2017, 4). We have to find ways 
to be satisfied with what we have, or actually even less (every Finn should cut 
their carbon footprint to a quarter of the current amount by 2030 to help stop 
the global temperature rising by 1.5 degrees; Kallionpää 2019). Many of us live 
with an abundance of objects and content, so even when thinking of individual 
happiness, the accent is no longer on the quest to get more, but rather on learn-
ing to find meaning in the various things our lives are filled with (Saito 2017, 
17). The humble, open-to-everyone micro-political strategies offered by every-
day art are paradoxically strong in their urge to affect the world at large, making 
little things matter. 

In Chapter 2: Lifelike Art Issues, I will briefly discuss the art historical con-
text from which the anomaly-based work made in this research emerged and is 
embedded in. In avant-garde art, there is a centuries-long art historical contin-
uum of interest to work in everyday environments. I will briefly discuss different 
questions posed to the artworld by this tradition: of the position of art as an 
elevated part of human society, the relation of professional artists and specta-
tors, and art objects as commodities. I have selected to use as a lead concept 
Allan Kaprow’s term lifelike art, which refers to a meaning-making activity sit-
uated in the middle of life. In this chapter, I will also describe how the research 
has been designed and what kind of knowledge it aims to produce. 

Chapter 3: Scrutinizing Everyday Life discusses bricolage as a metaphor 
and method for both constructing and investigating everyday life. I find the con-
cept of bricolage useful because human life in contemporary society essentially 
has the nature of producing new combinations out of given concepts and ob-
jects. Because one objective of my work with anomalies is to hide them into the 
fabric of everyday life, I consider bricolage as an appropriate approach for artis-
tic method as well. The preconditions that everyday life sets to its dwellers are 
used as material in the reality tinkering practice, which will be introduced in 
Chapter 4. For that reason, in Chapter 3 I will briefly analyze the terms and con-
ditions posed to our life-bricolage by the world and society. I will introduce three 
tinkering tools that I have developed during this research project to help notice 
suitable places for anomalies. 

In Chapter 4, entitled Reality Tinkering, I will discuss the working 
method that I have developed while working with anomalies. Reality tinkering 
is a special method of bricolage that has a dialogical, unspectacular, and releas-
ing nature. It is based on the idea of life as bricolage. Reality tinkering is availa-
ble to everybody because no special skills or resources are needed. It operates 
along two different strategies, which aim to (1) cause disruptions into the flow 



of everyday life, or (2) help sharpen one’s perception of everyday details by con-
centrating on them. The reality tinkering approach has been both developed 
and utilized during the working process of the artistic experiments of this pro-
ject. 

Chapter 5: Anomalous Occurrences discusses the phenomenon of 
anomalous occurrences, introducing some background for understanding them 
and explaining the results of an anomaly analysis. I will briefly discuss some 
psychological features that enable anomalous experiences and the improvised 
response we have to resort to in surprising situations. My focus in this work is 
not on the psychological understanding of anomalies as such, but in appreciat-
ing the possibilities for thought they provide. After this theoretical overview, I 
will provide an analysis of anomalous occurrences collected into the Everyday 
Anomaly Archive during this research project. 

Chapter 6: Anomalous Acts discusses the practice of anomalous acts and 
presents the artistic experiments (also called as reality adjustments) made in 
this project. Organized anomalous/unconventional acts do not have to be strik-
ingly extraordinary. It is often enough to carry out ordinary tasks in slightly un-
conventional ways or contexts, in a “wrong” way, place, or time. For this doctoral 
project I chose seven experiments, which were planned and implemented be-
tween 2013 and 2020. The pieces examine the experience of acting non-typi-
cally, and the process of trying to find and produce anomalous occurrences in 
everyday environments. 

Chapter 7: Abundance of Possibilities reports the learning outcomes of 
the research, including remarks about the familiar gathered while working with 
anomalous acts and occurrences. I will discuss various topics – including quan-
tum mechanics, object-oriented ontology, and making of meaningful places – 
that I will use as examples of different phenomena along with my own insights 
developed during the project. I find it enlightening to bring together these pieces 
of thought, even though they belong in various traditions of knowledge. A com-
mon denominator in all of the topics is the idea of changing perspective, trying 
to keep moving, and avoiding fixing one’s viewpoint too rigidly. The issues I 
have learned about the familiar in this artistic research project are the crafted 
nature of reality, the profound importance of tangible acts in the world, the en-
tanglement of agencies in all activity, and the opportunity we have to deliber-
ately produce meaning into things/events that at first might seem uninteresting. 
This makes it possible for an individual to remain enchanted by the phenomena 
she already has around her, and may decrease the need to continually chase af-
ter something new. 

There are three types of images in the book, all of which have different objec-
tives. Most of the images are made by the writer, but there are also other people 
involved (see the image credit list on page 178). I have drawn figures of some of 
the ideas introduced in the text to offer another way to read them. Visual infor-
mation is an important source of knowledge to me, and I often feel the need to 
draw sketches in order to understand better. Because drawing is a way of think-
ing, I wanted to include here the original drawings made in my sketchbook. I 
felt that redrawing them into neat vector images would make the thoughts that 



were being introduced overly rigid and final, and I wanted to retain their pon-
dering tone. Apart from drawings, I have included documentary photos about 
activities carried out during the research process. I took most, but not all, of the 
photos. Both of these kinds of images have a straightforward use: to introduce 
the ideas and experiments in a clear way. The third type of images are the black-
and-white collages made by John Helola as a commission for this research. Hel-
ola saw the formation of the research project up close between 2010 and 2013 
and made these collages as his reactions to the discussion. He is not an artist by 
profession or education, but someone who creates collages in his free time to 
think about and comment on the world. I think these collages match well with 
the attitude of this research because of their content and even the neo-avant-
garde style. I consider these collages as anomaly stories in a visual format, com-
parable to the experiences I have collected in the Everyday Anomaly Archive. 
Although they are enigmatic and equivocal, they bring forth the bricolage nature 
of everyday life very aptly, offering another way to discuss the weirdness of the 
familiar apart from the written word. 

In this dissertation, I have opted to use the pronoun “she” to refer to all gen-
ders in those situations that do not refer to a specific person. When discussing 
specific persons I use conventional she/he pronouns.



“When art is only one of several possible functions a situation may have, it loses 
its privileged status and becomes, so to speak, a lowercase attribute.” 
(Allan Kaprow 1971, Education of the Un-artist I, 105) 
 
“Once art begins to look like life, how are we to distinguish between the two? 
When faced with such complex riddles, often the best route is to rephrase the 
question. Whether this work can be considered art is a dated debate in the visual 
arts. I suggest a more interesting question: If this work is not art, then what are 
the methods we can use to understand its effects, affects and impact?” 
(Nato Thompson 2012, 26) 

 

 
 

 
 



In this chapter I introduce the artistic tradition that this research participates 
in. I briefly discuss different questions posed to the artworld by this tradition: 
of the position of art as an elevated part of human society, the relation of pro-
fessional artists and spectators, and an art object as a commodity. In the last 
subchapter, I describe how this research has been designed and what kind of 
learning outcomes it aims to bring about. 

 
In order to gain the effects this project aims to produce, I have to make pieces 
whose art status is concealed. This means that the public will be broader than in 
the art context and probably does not classify the pieces as art. Because making 
these pieces often does not require special skills, they are an activity available to 
anybody, which raises questions about the artist’s profession and artworld. 
These are the reasons why my approach is so strongly anchored to the neo-
avant-gardist art movements, even though I am not especially concerned in this 
project with questioning capitalism or the artworld as such (both of which were 
quite common themes among avant-garde artists). The following themes can be 
found both in these historical artistic endeavors and my current work with 
anomalies: 

• Questioning the position of art as an elevated, exclusive part of human 
society (aiming to bring art nearer to everyday life and to broader pub-
lic) 

• Questioning the artist’s profession and role (making art more playful 
and inclusive, rethinking the roles of artist and spectator) 

• Questioning art object as a commodity (critique of capitalism) 
 

Naturally, there are myriad aspects to these questions and a variety of concepts 
used by multiple artists and theorists writing about them. In this chapter, I 
briefly introduce some examples that are particularly relevant to my work. I 
chose to use Allan Kaprow’s term lifelike art as a lead concept because it fits well 
to my approach. In the contemporary artworld, artists have an endless amount 
of materials and methods at their disposal. The current zeitgeist is different 
from that of the 20th century, during which most of these concepts were coined. 
It is important to keep the changes in the world in mind while discussing these 
ideas, although many of them are surprisingly apt after decades. 

 
 
 
 
 
 
 
 
 
 
 
 



"The ‘anti-art’ form are directed primarily against art as a profession, against the 
artificial separation of a performer from audience, or creator and spectator, or life 
and art; it is against the artificial forms or patterns or methods of art itself; it is 
against the purposefulness, formfulness and meaningfulness of art; Anti-art is 
life, is nature, is true reality – it is one and all. Rainfall is anti-art, a babble of a 
crowd is anti-art, a sneeze is anti-art, a flight of a butterfly, or movements of mi-
crobes are anti-art. They are as beautiful and as worth to be aware of as art itself. 
If man could experience the world, the concrete world surrounding him, (from 
mathematical ideas to physical matter) in the same way he experiences art, there 
would be no need for art, artists and similar ‘nonproductive’ elements." 
(George Maciunas 1962 ‘Neo-Dada in Music, Theater, Poetry, Art’) 

 
 

A doubt emerged during the first half of the twentieth century concerning the 
questions of artists’ superior position above ordinary people and artworks’ spe-
cial value over that of ordinary objects. Artists pondered whether artworks 
should always be objects and whether the artist has to make them by herself 
(Smith 1998, 13–14). These questions were central in the work of Marcel Du-
champ, whose anti-art strategies, starting from 1912 (McEvilley 2005, 19) can 
be seen to form the basis of conceptual art. Questioning the form and system of 
art was a common feature also for the Futurists, Dadaists, and Surrealists at the 
beginning of the 20th century (historical avant-garde), as well as for Fluxus and 
the Situationist International in the 1950s and 1960s (neo-avant-garde). Both 
of these anti-art periods took place after a world war. According to Thomas 
McEvilley (2005), the earlier period set the main strategies without focusing on 
nuances, while the second period developed them further. The first revolution 
of anti-art was not particularly influential during the distracted time of the Great 
Depression, but the second wave “may have become a semi-permanent part of 
the way culture deals with art” (McEvilley 2005, 18). According to Peter Bürger 
(2011, 696), two tightly interrelated issues lie at the center of the aspirations of 
avant-garde: “the attack on the institution of art and the revolutionizing of life 
as whole” (Bürger 2011, 696). It is possible to bring aesthetic potential into eve-
ryday only after it has been liberated from its institutional constraints (Bürger 
2011, 696). Other aspects arise from these fundamental aspirations: giving up 
the idea of the artist as genius and the central position of an artwork, and bring-
ing a vast variety of materials into art, which became possible because the artists 
could let go of the idea of producing “eternal” artworks. (Bürger 2011, 696–697, 
706.) 

Futurists were the first to attack art as a historical construction (“[b]ut the 
futurists were not anti-art; they simply wanted an ‘art of the future’[.]”; Shiner 
2001, 254). In the Futurist Manifesto (1909), Filippo Tommaso Marinetti de-
manded the destruction of museums, libraries, and academies in order to rush 
towards the future at full steam (Danchev 2011, 5). The futurists wanted to par-
ticipate entirely in the process of constructing the new world, to transform the 
petit bourgeoisie art objects into a Futuristic universe. Luigi Russolo’s 1913 text 
entitled The Art of Noise concentrated on the possibility of creating a new music 



for the man of the 20th century that would replace the already boring classical, 
harmonic music of the great masters from the past. His reasoning is near to the 
latter idea of non-art, based on the notion of the musical sound having become 
too familiar to surprise us anymore: 

 
“Noise accompanies every manifestation of our life. Noise is familiar to us. Noise 
has the power to bring us back to life. On the other hand, sound, foreign to life, 
always a musical, outside thing, an occasional element, has come to strike our 
ears no more than an overly familiar face does our eye. Noise, gushing confusely 
and irregularly out of life, is never totally revealed to us and it keeps in store in-
numerable surprises for our benefit. We feel certain that in selecting and coordi-
nating all noises we will enrich men with a voluptuousness they did not suspect.” 
(Russolo, 2004 [1913]) 

 
Giacomo Balla’s short text entitled The Futurist Universe from 1918 (Richard-
son & Thomas 2012, 139) is another good example of the interest in non-art 
objects. It declares the beauty of everyday things in contrast to the artist’s work, 
while interestingly still praising (mainly luxurious) commodities. Balla com-
pares “passéist” art exhibitions with the display windows of shops, seeing elec-
tric irons, typewriters, perfume bottles, dancing shoes, furs, traveling bags, 
china, and hundreds of other “useful and pleasing objects” as aesthetically far 
more rewarding than art-made-as-art. This fondness for the everyday and its 
beauty growing from function is familiar amongst non-artists, although anti-
consumerist attitudes later made it questionable to endorse luxury commodi-
ties. With his ready-mades, Marcel Duchamp aimed to communicate the rejec-
tion of taste, which in his time formed the core of aesthetic experience. There-
fore, his anti-art can be seen as anti-aesthetic art (McEvilley 2005, 23). 

Dadaist critique was aimed towards the values of bourgeois institutions, their 
authority, belief in progress, and natural order (Young 1981, 15). Tristan Tzara’s 
Dada Manifesto (1918) declared “new artist’s” freedom filled by endless possi-
bilities to concretely create new worlds instead of concentrating on “symbolic 
and illusionist reproduction” (Danchev 2011, 139). Some years later, in The Lec-
ture of Dada 1922, Tzara strongly emphasized the connection of art and life: “Art 
is not the most precious manifestation of life. Art has not the celestial and uni-
versal value that people like to attribute to it. Life is far more interesting. Dada 
knows the correct measure that should be given to art: with subtle, perfidious 
methods, Dada introduces it into daily life. And vice versa” (Chipp 1968, 386). 
This attitude was continued in Surrealism, which was interested in the “unreal-
ized possibilities harboured by the ordinary life we lead”' (Sheringham 2006, 
66). Surrealists aimed to transform everyday life by changing the viewpoint, by 
looking at the world through the lenses that emphasized unconscious and 
dream-like experiences as an important part of human life (Conley 2003, 6). 

Although Dada and Surrealism strived to renew everyday and democratizing 
art, they were not involved in changing the idea of the artist as the original ge-
nius (Shiner 2001, 254–255.) In contrast, the Situationist Manifesto (1960) de-
clared that “at a higher stage, everyone will become an artist” (Debord 1960). 
The Situationists’ will to abandon art continued the Dadaist disgust towards the 



normalizing and normalized systems of power – especially capitalism. The 
Marxist philosopher and sociologist Henri Lefebvre was influential on the Situ-
ationist International (SI) in the 1950s. For a short period, they developed their 
thinking in parallel until their ways parted in 1962 (Pyhtilä 2005, 43). There are 
plenty of similarities in the concepts of lived moment (Lefebvre) and situations 
(SI). Both took seriously the threat caused by transformation of everyday life to 
a site of consumption and people to consumers instead of creative individuals 
(Pyhtilä 2005, 44–45). To avoid this passivating effect, people should reclaim 
the everyday (Merrifield 2002, 84) and construct meanings by themselves ra-
ther than just consuming ready-made products. 

Lefebvrian moments are vivid experiences that take place in everyday life, 
bringing form to its confusing formlessness (Lefebvre 2002 [1961], 356–357) 
and providing a vision to possibilities of a different everyday (Highmore 2002a, 
115–116). Moments can be seen as forms that organize the contents of everyday 
life. They frame certain issues out of the flow of the everyday time, causing the 
banality of everyday life to be divided into authentic moments of presence 
(Shields 1999, 53–64). Situation, as a philosophical concept, is often understood 
as a zone in which different elements confront each other (Wark 2011, 103). The 
situation itself has a singular quality (Wark 2011, 103), while the Lefebvrian mo-
ment can be seen as recurring. According to Guy Debord, situations should 
unify categories of life, which are “falsely separated” (Wark 2011, 103). I under-
stand both moments and situations as places for an active experiencer, who can 
organize meaning into her life by trying to see it through a different perspective, 
by taking responsibility of meaning-making instead of blindly accepting the 
ready-made models offered by the surrounding society. 

The concepts of anti-, non-, un- and an-art(ist) bear various meanings, but 
here it is enough to grasp them as ways of problematizing art in certain (art) 
historical situations (in contrast to the normalized ways of making art, which 
vary over time). David Graver (1995, 9) discussed the relation of anti-art to art: 
“Anti-art is, [...] not a rejection of art but, rather, an attempt to expand the do-
main of art in novel ways. ‘Making art part of life’ is the most pervasive descrip-
tion of this project of expansion, but it is also, I think, a rather limiting and 
problematic description” (Graver 1995, 10). Graver was skeptical of the anti-art 
movements’ will to make art part of life. Despite the abundance of manifestos, 
according to Graver, anti-art avoids “sincere statements of purpose” (Graver 
1995, 10). Jacqueline Baas remarked that although Fluxus and Dada were often 
considered as “anti-art”, they could be more precisely described as “anart”, fol-
lowing Duchamp’s idea of “anartist”, which means “no artist at all” (“an atheist 
is just as ... religious ... as the believer is, and an ‘antiartist’ is just as much of an 
artist as the other artist”;  Baas 2011, 2). The Fluxus Manifesto written by George 
Maciunas in 1963 is short and explicit, demanding “living art, anti-art and non-
art reality” for all people, striving to unite the cultural, social, and political rev-
olutionaries into a common front. Written two years later, the Fluxmanifesto on 
Fluxamusement is even more specific and straightforward. It clearly states the 
problem of art as a profession and branch of economy, stating that art pretends 
to be complex and skillful in order to justify the artist’s professional position in 



society. To raise its value, art appears rare and attainable only for the social elite. 
To change this, Fluxus art-amusement “must be simple, amusing, concerned 
with insignificances, have no commodity or institutional value” (Maciunas 
1965). Maciunas wanted to attract larger audiences by creating a “non-art real-
ity” (Smith 1998, 141) that would make art accessible for everyone in the form 
of “art-amusement”: games, sports, gags (Smith 1998, 181), and mass-produced 
multiples (Smith 1998, 165). Fluxus rejected the idea of art as something cate-
gorically different from the other things in life, emphasizing the non-hierarchy 
of experiences in nature. Because of this, artists also rejected hierarchies in their 
work (Smith 1998, 235). 

According to Allan Kaprow (1971, 98), a non-art piece is created when some-
thing that is not meant to be an art object is perceived as an artwork. A non-art 
piece, however, will transform into an artwork (and an example of a new type of 
art) at the very moment it is, one way or another, brought to art context (Kaprow 
1971, 98). I use the concept of non-art as a reference point for the anomalous 
occurrences, because it is especially “no-one’s art”, having no actual author. 
Therefore, the one who observes an inspiring phenomenon can be understood 
as the author of a non-art piece. The spectator transforms into an author the 
moment she registers an (artistically) interesting phenomenon. On the other 
hand, the observer does not have to think she is experiencing art – the signifi-
cance of an interesting aesthetic or cognitive experience lies in the power to en-
rich everyday life, not in the art status. Augusto Boal was particularly interested 
in joining together the roles of the author and the spectator, considering it im-
portant to get rid of the unequal relations of active author and passive spectator 
because these repeat the power relations of society (Boal 2007 [1974], 154–155). 
Kaprow (1993, 99) differentiated non-art from antiart, which originated from 
Dada and sought to ridicule bourgeois values and attitudes: the nature of non-
art does not necessarily include destructive aspirations. 

For me, the usability of the concept of non-art lies in understanding it some-
how analogously with the concept of non-philosophy by François Laruelle, 
which Simon O’Sullivan explained as follows: philosophy is arrogant, tending to 
position itself as “the highest form of thought” (O’Sullivan 2017, 272), aiming to 
define the act of (proper) thinking. Non-philosophy is not anti-philosophy or 
outside to philosophy; instead, it aims to expand the paradigm of philosophy 
(O’Sullivan 2017, 273). Similarly, the endeavor of non-art can be seen to expand 
the paradigm of art. The idea of non-philosophy is to take account of different 
forms of thinking outside the field of philosophy (O’Sullivan 2017, 274), which 
is a mindset reminiscent of the historical non-artists’ use of various materials 
and methods, and interest in including new audiences in the process. 

The activity of intentionally organizing anomalies is connected to new genre 
public art, a concept coined by Suzanne Lacy in the beginning of the 1990s (Lacy 
1995, 19; Kwon 2004, 105). These public works are often related to installation, 
street art, and performance, striving to reach (also) people outside the art scene 
and cause surprising encounters. The works are essentially site- and situation-
specific because they are not intended to be experienced outside their context. 



New genre public art is based on engagement of the participants. It creates pos-
sibilities for discussion and participation, and problematizes public art as some-
thing that is selected and made by a few professionals (Lacy 1995, 19–20). 

Here I use the concept of invisible art to describe artworks that are not easy 
to recognize as art. They can be permanent or temporary, material or performa-
tive, handmade or industrial objects, and they can be easy or difficult to per-
ceive. Thus, the word “invisible” refers to the label of art and the status it offers, 
not to the visibility of actual work. The visual appearance or idea of an invisible 
work can come close to vandalism, pranks, advertising, or activism. Producing 
an interruption (in the routines, “reality”, capitalistic logic) is the core idea of 
invisible art, not technical solutions. In his Manifesto from 1966, Allan Kaprow 
declared that “even yesterday’s distinctions between art, anti-art and non-art 
are pseudo-distinctions that simply waste our time[.]” Because art can be any-
thing, it will become life, and at the same time life will change (Kaprow 1966, 
81). Because words alone cannot reach the human experience, art that “tends to 
‘think’ in multimedia, intermedia, overlays, fusions, and hybridizations, more 
closely parallels modern mental life than we have realized. Its judgements, 
therefore, may be accurate” (Kaprow 1966, 82). In other words, Kaprow believes 
in the possibility of lifelike art. 

The feministic movement has played a crucial role in setting the ground for 
communicating the various meanings found in mundane tasks and relations. An 
inspiring example of blending art and life is Mierle Laderman Ukeles’ long-term 
work as a maintenance artist in the New York City Sanitation Department. Her 
Maintenance Art Manifesto (1969) problematizes the separation of progressive 
artistic work from the lousy maintenance work supporting that endless devel-
opment, asking why she should divide her time between creative (valued) and 
maintenance (unvalued) tasks. She considered it important and possible to 
combine both roles, concluding: “Everything I say is Art is Art, Everything I do 
is Art is Art” (Ukeles, 1969). In the 1960s, the art/life discussion was still 
strongly gendered (Shannon 2011, 89). In a spirit similar to that of the avant-
garde artists discussed earlier, Ukeles’ work was critical towards both the house-
hold labor and the museum institution (Shannon 2011, 91). She made cleaning 
performances in museums, where she cleaned up the floors and glass cases as 
an artwork, making visible the maintenance work that was also needed in the 
shrines of art. Furthermore, by renaming these janitorial duties as art she was 
able to visualize the recurring maintenance work as an invisible, never-ending 
performance (Shannon 2011, 93). Beginning in the 1960s, many feminist artists 
worked with the questions of everyday norms, making visible how narrow they 
were. For instance, Martha Rosler’s performance Semiotics of the Kitchen 
(1975) visualised the female frustration (MoMA 2020). Kitchen utensils are 
well-suited to many aggressive acts, but to use them aggressively merely demon-
strates that there is something wrong in the person who is “misusing” them.  

In the introduction to his book Living as a Form: Socially Engaged Art from 
1991–2011, Nato Thompson asked, “what is meant by living?” He found four 
features that may not be shared with all the art pieces aiming to be “lifelike”, but 



are often present in this kind of art. The works are often (1) anti-representa-
tional, (2) participational, (3) situated in the “real” world, and/or (4) operating 
in the political sphere. For some artists, anti-representational nature can be 
about the “desire of something breathing, performative and action-based” in-
stead of pedantically pre-planned performances. Other artists, on their behalf, 
want to make real objects rather than just images or replicas of them. Anti-rep-
resentationality can point towards non-materiality (presence instead of objects) 
or a will to work with real materials and make real things. Participatory art has 
grown quickly during the two first decades of the 21st century. Inviting people 
to participate is a useful method for bringing an artwork into the sphere of (or-
dinary) life. Together with the spatial solution of bringing art into the public, 
“real” environment, out of the museums and galleries art becomes “more real” 
or at least nearer to the people encountering it. Interestingly, this urge for “real” 
spaces implies that the activities taking place in the art institutions would not 
be as “real” or influential. Similarly to these concrete spatial changes, many so-
cially engaged artists want to get out of the societal sphere of art into “real” con-
texts, such as politics. They are interested in the impact of their work, changing 
the real world rather than just making images of it (Thompson 2012, 21–22). 

In contemporary art, projects taking place in and affecting everyday life take 
multiple forms, and there could be dozens of examples offered to illustrate these 
insightful practices. In his book, Thompson introduced various projects from 
artists, whose work penetrates into the sphere of everyday. For instance, 
Memory of Future (1996) by Michihiro Shimabuku was a piece located in an 
empty plaza in the city of Iwakura in Japan. The artist added strange objects in 
the space, aiming to lure people to spend time in the otherwise poorly used plaza 
(Thompson 2012, 220). Another interesting example is There is Nothing There 
(2003) by Kate ina edá. The artist persuaded the residents of a small Czech 
village to synchronize their activities so that, for a while, everyone went shop-
ping, opened windows, and did other small everyday tasks according to a sched-
ule made by the artist (Thompson 2012, 217.) Denise Ziegler’s artwork Epigrams 
for Helsinki Citizens (1999) consists of eight cast-iron manhole covers that pro-
vide short messages for the passers-by. There is always some unimportant text 
in the covers that the passers-by often do not bother to read. That work illus-
trates beautifully how it is possible to find something interesting in places one 
has learned to ignore (Helsinki Art Museum HAM, 2020). A more recent exam-
ple is the Google Maps Hacks (2020) performance and installation by Simon 
Weckert, in which the artist hauled 99 smartphones in a small cart around Ber-
lin, causing Google Maps to consider certain streets as crowded, which caused 
the service to navigate cars along another route and thus produced change in 
the concrete everyday environment (Weckert 2020). I can happily conclude this 
brief historical overview by remarking that lifelike art is strongly alive in the 21st 
century, although, contrary to Kaprow’s ideals, it is often produced in tight con-
nection with the artworld. 



In his essay series Education of the Un-Artist (1971–74), Allan Kaprow wrote 
about the obstacles separating us from the essence of the actions of our life:  
“ ‘Serious’ practicalities, competition, money, and other sobering considerations 
get in the way. [...] The result is not play; it is work” (Kaprow 1972, 115). Accord-
ing to Kaprow, one way to transform art into a natural part of everyday is to 
unprofessionalize it, which would produce an un-artist who gives up art as a 
profession and instead comprehends it as an attitude of playfulness, diffused in 
the manifold tasks of life. Kaprow proposes that artists become, for instance, 
educators: “In [artists’] new job as educators, they need simply play as they once 
did under the banner of art, but among those who do not care about that” 
(Kaprow 1972, 125), or, “an account executive, an ecologist, a stunt rider, a pol-
itician, a beach bum”, facilitating “an attitude of deliberate playfulness toward 
all professionalizing activities well beyond art” (Kaprow 1971, 104). By replacing 
the term “artist” with a new one, “player”, it would be easier to adapt to the new 
position (Kaprow 1972, 125–126). I understand that Kaprow is looking for a fun-
damental change in the role of artist. Because he is preaching for total merging 
of art and life, there logically should no longer be any professional artists. In the 
artworld, there has been an accelerating movement towards this direction, for 
instance in the form of the social turn. Regardless, the change is not as radical 
as Kaprow proposes because the artworld still functions as an important rein-
forcer and sponsor of various projects done “outside” of it. On the other hand, 
outside the artworld there is a sovereign, vivid field of (urban) activity that could 
just as well be seen as art, if so wished – consisting, for example, of guerrilla 
gardening, block parties and civil movements encouraging people to organize 
their own pop-up restaurants and flea-markets. 

According to Allan Kaprow, “lifelike art” is art that is connected to “life and 
everything else” (Kaprow 1983, 201). Kaprow contrasts lifelike art with tradi-
tional, exhibition-based “artlike art”, which comprehends art as an autonomous 
field that is separate from life and its other fields of activity. Lifelike art may not 
be easy to recognize as art if using the criteria of artlike art. Its essence can be 
understood when art is thought to be “meaning-making activity with any or all 
parts of our lives” (Kaprow 1983, 216). The artworld always needs some kind of 
announcement in order to transform different acts into art, which is not the case 
with lifelike art. Its purpose is not to gain fame in the artworld, but to increase 
self-knowledge (Kaprow 1983, 217). Kaprow admitted the paradoxical position 
this practice brings along: “an artist concerned with lifelike art is an artist who 
does and does not make art” (Kaprow 1986, 219–222). He formulates the prob-
lem clearly: “Unless the identity (and thus the meaning) of what the artist does 
oscillated between ordinary, recognizable activity and the ‘resonance’ of that ac-
tivity in the larger human context, the activity itself reduces to conventional be-
havior” (Kaprow 1986, 222). Art cannot vanish totally, in order to adhere to its 
communicative and meaning-provoking function. 

Kaprow understood the aesthetic/artistic work as a playful attitude towards 
life, which could also take place without the frame of the artworld (Kaprow 1972, 
125). In order to pursue lifelike art, Kaprow aimed to dissolve artist’s work into 



the various activities of life (Kaprow 1972, 125–126) by paying playful attention 
to commonplace events (Kaprow 1983, 215). This offers a possibility to go be-
yond the social or community art projects, which need to receive their confir-
mation as a form of a museum exhibition. As an example, Kaprow used the case 
of conceptual artist Raivo Puusemp, who was elected as the mayor of the village 
of Rosendale, New York in 1975. Puusemp increased cooperation between the 
residents using the methods he had utilized as an artist, but did not refer to art 
at any point in this work. Later, Puusemp was persuaded to write a report of his 
work as a mayor as a piece of art (Kaprow 1983, 209–211). 

Yuriko Saito wrote about the impossibility of art (even in the everyday) being 
really ordinary, arguing that it always exists through its art status, as a part of 
the artworld; its meaning can be understood only in the art context (Saito 2007, 
35.) The significance of participating in “everyday art”, like Rirkrit Tiravanija’s 
food making pieces, is totally different from eating similar kind of food in an 
ordinary restaurant (Saito 2007, 36; Halonen 2019, 38–39). For example, the 
Japanese tea ceremony that consists of simple, everyday activities is created by 
isolating them from everyday life (Saito 2007, 38). “The artist (or the critic) has 
to announce that it [mundane activity] is a work of art, though it is just like, or 
a slice of, everyday life. This to me poses an inescapable dilemma for the artists 
trying to capture the everyday in some way” (Saito 2007, 39). Of course, many 
acts would lose their symbolic meaning if art disappeared from society as a sep-
arate discipline and totally blended into everyday practices (Saito 2007, 42.) We 
would not be discussing Puusemp’s project here if it had not been brought into 
the artworld. It is crucial that society maintains the concept of art as a special 
meaning-making system. Still, art should not be left rigidly inside its own insti-
tutions. Artistic ways of thinking (curious questioning) and making (mindful 
concentration) can hugely improve our experience of everyday activities. The 
emerging trend of artists working in the companies and healthcare institutions 
brings artistic thinking near to everyone, but still leaving time and resources for 
the artist to work with her projects (compared to the Kaprowian situation, where 
she would work as a teacher, lawyer, or janitor). With this kind of working, the 
artist’s position comes nearer to the “player” Kaprow is after, but does not totally 
disappear. The dilemma between acting in the everyday context and showing 
documentations in the artworld cannot be easily avoided because the artworld 
enables many of these projects. In my opinion, it is most important to find the 
best possible way for specific projects to function well; sometimes an invisible 
approach is needed, and sometimes something else. Nevertheless, the practice 
would not evolve if we did not get any information about all the interesting pro-
jects implemented. For these reasons, I consider the artworld as a productive 
medium for funding and communicating the pieces, although they would be im-
plemented in a lifelike or invisible manner. 

I understand specialist of common issues as a fruitful professional role for a 
contemporary lifelike artist. Although artists (and philosophers), as individuals, 
might want to concentrate on specific topics, these are some of the rare voca-
tions whose playground is the whole human/natural environment, which makes 



them important in our highly siloed world. A contemporary artist is an agile ac-
tor in society. Her agility is based on relationally high freedom of the profession. 
She does not have the professional burden of more “serious”, highly regulated 
professions. The power of gatekeepers has been rapidly dissolving – they are 
important at the top level, but nowadays it is easy to work in the field without 
requesting permission from anybody. In the 21st century, the possibility of con-
trolling the production as well as the distribution is easily available to many: 
digital printing made poster- and book-making easy and affordable, and regard-
ing the material pieces, the “anything goes” attitude opened the use of (free, 
cheap) non-art materials. Exhibitions can be held in the street or on the Inter-
net, music can be published inexpensively as digital files. These possibilities can 
be used as a way to participate in the world, but also as a way to build up one’s 
career as an artist. While not everyone will attract a large audience, everyone 
does have the opportunity to make art. 

If the artworld was completely suspended and artists continued working only 
in different vocations, as Kaprow proposed, they would be restricted to acting 
along the rules of those fields; otherwise they would be fired, sooner or later. 
This would reduce the possibilities for free thinking. Instead, I think we should 
make the most out of our wonderful situation to have this relatively unrestricted 
area of life (because, after all, the artworld shelters multiple kinds of artists). 
Apart from being a market field, the artworld has public money to offer, provid-
ing possibilities to work in the “service of the public”. Art can be seen as a fun-
damental activity in the middle of life, like medicine: although everyone involves 
the subject, there is a need for some people to concentrate on it more profoundly 
than others. Many of us do not want to become nurses or doctors, but we all 
need their knowhow, both when taking care of ourselves in everyday life and 
when going through a major surgery. Similarly, not everyone wants to devote 
their lives to art, but they can from time to time use the tools of artmaking to 
think about human life. When art is open enough, there are many levels on 
which one can engage with more or less demanding ways. 

Art is not yet properly detached from the modern idea of being an elevated realm 
(from mundane, corporeal, secular) that should be approached with disinter-
ested contemplation, “aesthetic behavior” (learned during the 19th century; 
Shiner 2001, 135), demanding intelligence and skill, and thus being highly ex-
clusive. Aesthetic behavior is easy to learn (just be silent and pretend to concen-
trate), but the aesthetic experience is not as easy to reach, at least with a suspi-
cious mind. This historical background (perhaps enforced by an experience of a 
weird art exhibition one was obliged to go with one’s high school class) renders 
art as a phenomenon whose mere reception is often thought to demand some-
thing extraordinary – either certain intelligence, knowledge, or wealth. 

Augusto Boal’s book The Aesthetics of the Oppressed (2006) offers an insight 
into the question of why art-making should be available to everyone, not just 
professional artists. : “In the same way as sport expands the potentialities of the 



body, art expands those of the mind” (Boal 2006, 38). Art produces certain ways 
of thinking that are broad and inventive, capable of taking into account the 
funny and impossible possibilities beyond the concrete and taken-for-granted 
ones. Like muscles that grow with exercise and atrophy without work, a person’s 
mindset can wither or expand. Practicing only ‘realist’ thinking for decades nar-
rows a person’s ability to see the amount of (non-obvious) possibilities, which 
is why artistic thinking should be kept near to everyone. Our life inevitably 
changes while proceeding, and the ability to see possibilities can add to our re-
silience during these storms of change. 

Boal discussed the role of art as commodity versus activity as follows: “If we 
want to help to change the world with our art – to change our country, our state, 
our street – it is imperative to work where art is not bought and sold, where art 
is alive, where we are all artists – in the places where the people live: in the 
streets, the favelas, the encampments of the MST [this probably refers to the 
Landless Workers Movement], in the unions, in the churches.” (Boal 2006, 60.) 
Because art is a professional area, it also has professional structures and com-
petition. This is inevitable and has positive and negative implications. But Boal 
had a clear objective to affect the world, and from that viewpoint the shiny art-
world is very far away from the real arenas of action. It can be productive for a 
person to be a spectator of art, but like the muscles of a spectator of a sports 
event do not grow, so the thinking of a spectator may not develop as much as 
that of a maker of one’s own art. Contemporary art can feel distant and strange 
if a person does not have a tradition of participating in it. Topics offered from 
outside may not feel important compared to making art concerning the topics 
one knows about and is interested in. The idea of the Aesthetics of the Op-
pressed is to help people “to create their own artistic metaphors of their own 
world” (Boal 2006, 39) instead of being passive receivers of material made by 
others. By doing this the participants can discover the world and themselves 
through their own artmaking (Boal 2006, 39). This brings forth everybody’s 
possibility to affect the world, not just to receive it as given. Worldmaking (a 
concept coined by the philosopher Nelson Goodman in 1978) can be understood 
as a craft of building whole alternate systems and societies in fiction, but also of 
participating in the making of this world in which we are currently physically 
embedded. 

A worldmaking attitude in art can be described as aiming to achieve “[...] the 
production of a different space-time, rather than art practice as production of 
commodity” (Halonen 2019, 108). An interesting example of this can be found 
in the field of outsider / do-it-yourself art. The makers usually do not have for-
mal art education, they can dwell in the rural areas, prisons, and mental hospi-
tals, but also in the middle of the metropolises. The art of the older generation 
is often object-centered, often approaching total pieces of art; examples include 
Leonard Knight’s Salvation Mountain in Calipatria, California or Enni Id’s cot-
tage in Padasjärvi, Finland. Younger artists produce pieces that may not be 
based as much on the idea of art as skillfully crafted paintings or sculptures. 
Many kinds of computer-based pieces (software art, web pages, etc.) are often 
made by people outside the art scene and may not be intended as art at all, but 



they might just as well be seen as art, if wanted. The techniques do not differ 
from those used by professional contemporary artists; any material will do. For 
instance, guerrilla knitting as a practice of making knitted art pieces for a “pub-
lic good” plays interestingly with the divisions of domestic/public, decora-
tion/demolition, female/male, traditional/contemporary, craft/art. For exam-
ple, the London-based Knit the City collective has a profound website that ex-
plains their ideas, helping to locate the pieces and selling their book. Another 
idea spread into a movement is that of the flash mob, which might not be 
thought of as art by its participants. Cultural jamming, adbusting, and guerrilla 
theater are examples of the many interesting forms in between art and activism 
practiced by people from various backgrounds, also outside the art field. Other 
activities of worldmaking near lifelike art are the movements that aim to spread 
unconventional thinking and behavior. The Random Act of Kindness movement 
(www.randomactsofkindness.org) proposes different ways of making the world 
a kinder place. This approach can sometimes cause anomalies in the form of 
secret messages and unconventional behavior. An even more radical position is 
offered by an approach called giftivism (“the practice of radically generous acts 
that change the world”). Nipun Mehta, the co-founder, speaks about the rela-
tionship of the rare and the abundant, stating that the belief in scarcity we are 
grown into blocks our view of abundance (Mehta 2012). 

Even a person who would never participate in any kind of artmaking could not 
avoid being an aesthetic actor. The aesthetic selections we make in everyday life 
have consequences even if we are often unaware of them. Many of those people, 
whose profession is not in design, architecture, or planning might see them-
selves as mere consumers of the world designed by professionals. This is actu-
ally not the case because we all participate in worldmaking in many ways: our 
seemingly trivial aesthetic selections can seriously affect the state of the world 
(Saito 2017, 141, 170.) As an example, Saito used the admiring attitude Ameri-
cans have for green lawns, which symbolizes the owners’ industriousness and 
civic-mindedness. The aesthetic pleasure one finds in a smooth green lawn 
could be considered harmless. Regardless, this pleasure is gained by using 
plenty of chemicals and water (30 percent of urban water use on the East Coast 
of the United States and 60 percent on the West Coast is estimated to be devoted 
to lawn care) (Saito 2017, 143.) This raises the question of what would happen 
if the aesthetic values regarding yards and gardens were different? How many 
plants and insects could have a habitat in the garden that is at the moment mo-
notonous, poisonous desert for them? 

When being aware, there are many opportunities to make selections that build 
a better world on their behalf, instead of making it worse. Consumer culture is 
thoroughly aestheticized and the purchasing decisions made by consumers are 
often based on aesthetic features of the items (Saito 2017, 146–149). Many of 
our selections are based on the aesthetic value at hand, while it could take ac-
count of the whole chain of aesthetics taking place in the production and re-
moval of the object. It is possible to question the dominant notion of beauty, as 
the words of David Orr, paraphrased by Saito, beautifully express: “as that 
which causes no ugliness somewhere else or at some later time” (Saito 2017, 



205). Saito connected aesthetics strongly with the other aspects of life, which 
makes us see its life-shaping power instead of taking it as superficial embellish-
ment (Saito 2017, 218). Making people more aware of their everyday selections 
is one way of harnessing the power of everyday aesthetics. Acting respectfully 
towards one’s environment, or taking everything as disposable makes a huge 
difference. Art is an area where the objects are traditionally well respected. What 
could we borrow from art to our attitude towards everyday objects? Could cul-
tivating a respectful attitude towards objects around us help us to make a better 
world (Saito 2017, 198)? I believe it could, and because of that assumption this 
research project offers simple worldmaking strategies for everybody to use dur-
ing the humdrum of everyday life. 

The research at hand has found inspiration from various sources in its attempt 
to understand how lifelike art could help to gain a wider perspective to everyday 
life. I have utilized texts mainly from the areas of philosophy, social psychology, 
and cultural studies to draw an outline of the nature of everyday life. I have 
found the writings of Michel de Certeau and Ben Highmore especially inspiring. 
Yuriko Saito’s texts of everyday esthetics have been essential in forming the idea 
of interruptive and immersive working strategies. Among artists, I have found 
inspiration and useful concepts especially in the works of Fluxus, Situationist 
International, Mierle Ladermann Ukeles, Sophie Calle, Georges Perec, and the 
writings of Allan Kaprow and Augusto Boal. 

This research aims to find answers to the following questions: 
 
How can everyday anomalies be used for recognizing the abundance in 
the familiar and playing with it? 

 
• From the viewpoint of anomalous occurrences (experience) 
• From the viewpoint of anomalous acts (artistic production) 

 
The main question of the research is based on the hypothesis that the 
familiar world around us is much deeper and more complicated than 
what we often think after we have become accustomed to it. The second 
hypothesis behind the question suggests that everyday anomalies offer 
a possibility to recognize this multitude in the familiar environment. 
There is not exactly a hypothesis for how we could see and affect the 
familiar – that is the question that the research process will reveal. 
Anomalies are scrutinized from two viewpoints, which differ from each 
other based on the role and attitude of the person involved: experi-
ences of anomalous occurrences happen suddenly to an ignorant per-
son by interrupting the normal flow of her day, but making anomalous 



acts involves immersing oneself into the everyday environment, and is often in-
tentional “trap setting” for other people. 

The first question (about anomalous occurrences) aims to find out what kind 
of experiences can momentarily breach the flow of daily life in order to make it 
possible to draw inspiration from those moments in artistic practice (= question 
2: anomalous acts). Experiencing an anomaly requires a strong familiarization 
and a classification system that is suddenly disturbed. This research does not 
aim to scrutinize the structure and functioning of anomalous experiences from 
the viewpoint of psychology, although the reason why we experience anomalies 
is rooted in the structures of the human mind. The properties of anomalies are 
analyzed from the viewpoint of seeing them as vehicles for experience and ar-
tistic work. Here I leave out dramatic hallucinatory or religious experiences and 
concentrate on small interruptions taking place in the middle of the mundane 
life. 

My basic assumptions in the (artistic) work done in this project are as follows 
(highlighted some of the basic concepts of the project): 

 
• The (everyday) reality is constructed out of details and their various 

combinations (ways of using). This leads to the idea of everyday life as 
networked bricolage. 

• These details and combinations tend to be strongly normalized in the 
minds of the dwellers of the reality in question. The normalization of 
more or less random practices can be dangerous: it hides the fluidity 
of reality, makes people passive, and ultimately gives space to unfair 
hierarchization. 

• Momentarily breaking up (interrupting) the normalized practices 
helps bring attention to them. Changing the details or combining them 
in unusual ways is a powerful way of working to reach this goal (de-
familiarization, détournement). Another technique of seeing a famil-
iar environment anew is immersing oneself in its details. 

• The most efficient way to affect the patterns of a normalized system is 
to work within the system rather than just making images of it (alt-
hough that approach is important as well). This connects the project to 
the long tradition of questioning the relationship or art and life (for 
example, Boal, Kaprow, Fluxus, Situationists). 

• The tradition highlights the agency of every/wo/man. That is also the 
main principle of this project, because the idea is to encourage every-
one to be a more active builder of her reality (inclusivity). 

• The aim is to provoke curiosity, so the attitude is playful and gentle, 
avoiding making people afraid because that would not help in terms of 
provoking ideas about unseen possibilities all around us. 
 
 

 



In addition to this research report, the project consists of a collection of every-
day anomalies and a series of artistic experiments and tinkering tools to help 
start planning one’s own anomalous acts. All of the materials are located on the 
website everydayanomalies.com. 

 
1. Everyday Anomaly Archive is a collection of stories about confusing 

moments. The aims of the archive are to (a) gather information about the 
experiences breaking the flow of everyday life, and (b) present these expe-
riences as inspiration to help craft more such moments. The archive does 
not aim to be a piece of art as such, although the archive is a well-known 
avant-garde artform. I do not consider the small stories as independent 
artworks either, although they are interesting research material. 
 

2. Tinkering tools 
The objective of these tools is to offer a practical way of pondering the de-
tails and combinations everyday life is made of. They are not artworks, but 
tools for thinking. They are aimed at people who are interested in analyz-
ing the everyday experience and/or working with anomalies, but do not 
have a clear perspective where to start. The tools are presented in Chapter 
3.2, and are freely downloadable on the website everydayanomalies.com. 

 
Detail Bingo. The purpose of this tool is to open eyes to the variety of 
details in a familiar environment. It has been inspired by Georges Perec’s 
book An Attempt at Exhausting a Place in Paris. 

 
Relation Generator. This tool aims to make visible the endless, entan-
gled network formed by the world’s objects. It is a simple table card game 
for producing random combinations. 

 
8x8x8. This tool focuses on the borders of “normal” combinations of de-
tails in the everyday. The game set honors the Fluxus tradition and aims 
to find ways to communicate the borderline of “normal” and the possibili-
ties beyond it. 
 

3. Artistic experiments 
I conducted seven reality adjustments that can be considered as a series of 
artworks, although their main role in this research project was to offer a 
possibility to experiment with different ideas. See Chapter 6.2 for detailed 
descriptions. 
 
 
 
 



“[...T]he things we study begin to tell us how to observe. In allowing ourselves 
into their presence rather than holding them at arm’s length, in attending to 
them, we find that they are also guiding our attention. Our eyes and ears, hands 
and minds, absorb into their ways of working a perceptual acuity attuned to their 
particular ways of moving, of feeling and of being. Attending to these ways, we 
also respond to them, as they respond to us. Research, then, becomes a practice 
of correspondence.” 
(Ingold 2018)  

 
As an artist and researcher I am interested in the world’s phenom-
ena, using art as a tool for exploring them. Like the anthropologist 
Tim Ingold, I understand research as correspondence with the 
world. Correspondence is an appreciative way to live with one’s re-
search topics. In correspondence, the researcher does not aim to 
produce an exact simulacrum of her findings, but rather answers 
the world’s phenomena with questions and responses (Ingold 
2017, 80). I do not see relevance in the debate about whether ar-
tistic/humanistic research is less valuable than the “hard sci-
ences”. These different fields have different approaches and view-
points to the phenomena they study, and because of that their find-
ings differ from each other. Art is ever-changing. Although artistic 
research cannot be falsified or verified by making cumulating ex-
periments, it still produces relevant information about the world. 
Artistic research is about becoming thoroughly acquainted with 
one’s topic, for the long term, which is not always the case when 
making individual art pieces that are not part of a research study. 
Juha Varto (2017, 7–9) highlighted the importance of the (practi-
cal) skills of the certain artist-researcher in the production of 
knowledge. Annette Arlander (2017) divided artistic research into 
product-oriented and practice-led approaches. The first aims to 
create a specific artwork, the second to study a practice as more 
important than the resulting artwork. The research at hand be-
longs unquestionably to the second type: any of the artistic exper-
iments made as a part of it are not important as such, only as build-
ing blocks of the reality tinkering approach. 

 
An important freedom provided by artistic research is the built-

in possibility and even demand to utilize interesting ideas regard-
less of their disciplinary origin – bringing the processes of making 
art and writing an artistic dissertation close to each other. I have 
mainly utilized sources from the areas of philosophy, art history, 
social psychology, and cultural studies, and admit my amateur sta-
tus when utilizing concepts from academic fields I am not edu-
cated in. Nevertheless, I am a professional when using them as 



parts of my artistic process, making my own bricolage out of them. Another im-
portant viewpoint growing from my background as a sculptor is the belief in the 
concrete and practical. My “theoretical” approach here is lived theory, which 
cannot be detached from the practices of life. I want the outcome of this project 
to be practical and open to everybody, offering both ideas and sensory experi-
ences to different kinds of participants. That is why, in addition to presenting 
the learning outcomes in the form of words, I will provide readers with game-
like tools to help understand the questions from a more practical viewpoint. 

 
In addition to getting familiar with relevant literature, the research has been 
conducted by 

• Collecting everyday anomalies and analyzing them 
• Making artistic experiments and reflecting on them 

 
The roles I have utilized as a researcher during this project are (1) experiencer, 
(2) listener, (3) maker, and (4) one who reflects on the material gathered and 
work done. The project started by experiencing anomalous occurrences and lis-
tening to people’s experiences. In the next phase, I made anomalous acts and 
reflected on them on the basis of the theoretical understanding gained during 
the dissertation work. Although the specific situations naturally vary greatly ac-
cording to a person’s “normal”, I believe that the experience of anomalous oc-
currence is universal to human beings. My research has emerged out of the ob-
servations and activities of a white Finnish female. Another person in another 
place and situation would notice different details. This work aims to gather the 
necessary know-how for playing with the phenomenon of anomalies, being 
aware that the current approach enlightens only some parts of them, while an-
other researcher might find something completely different. 

Anomalous occurrences. I have used two methods of collecting anoma-
lous experiences: participative observation and interviews. The research was 
launched when I became interested in the anomalous moments in everyday life 
and started to pay attention to and collect them. I have now been working with 
anomalous experiences for over 10 years, during which time I have developed a 
sensitive attitude towards everyday environments. Participant observation in 
this context means an attitude of trying to experience and reflect delicately on 
events in one’s life. I am a participant in the anomalous occurrences happening 
to me, but at the same time I have the objective of catching and analyzing them, 
so I am not an innocent experiencer. Observing already includes participating, 
but I find the label containing both of these words useful, because as a re-
searcher I am not purely participating or observing, but inevitably mixing these 
both ways of action and experience.  

The observations had to be conducted in a (relatively) familiar environment 
because I was looking for subtle details. It would not be possible to perceive 
anomalies in a totally foreign environment where everything would be strange 
all the time. Anomalies need the familiar background in order to emerge. On the 
other hand, in order to find places for the unexpected it is useful to expose one-



self in slightly unfamiliar environments. I have made observations in four dif-
ferent locations: I spent one year in San Diego, California (2012–13); a couple 
of months driving through Europe and staying in Lendava, a small town in Slo-
venia (2014); and one week in Tokyo, Japan (2018). The fourth place of obser-
vation was my everyday environment in Finland (1976–), where the infrastruc-
ture of everyday life is very familiar to me. Life in all these places, which all be-
long to modern, wealthy societies, does not differ significantly. Additionally, my 
own life is so thoroughly guided by habits and routines that it reinforces the 
similarity of everyday life also in different locations. However, the objective was 
not to observe my own life, but to observe the detailed infrastructure of the eve-
ryday environment (and my reactions to it), which surely offers differences. For 
instance, the forms of traffic signs and street paving are usually invisible to me 
in Finland, but I still remember what they look like in California. I wanted to 
spend different periods of time in these locations because, when staying for a 
year, one starts to observe differently than when staying for one week. Further-
more, the experience of a road trip, where the places change all the time, differs 
from both of these forms of stay. 

Anomalous experiences are not something that a person could pick up any 
time she wants. Instead, the researcher must live her life plainly and be ready 

when she encounters an anomaly. For 
that reason, the collection of my own ex-
periences did not grow very quickly at 
the beginning. This phenomenon is fa-
miliar to most people, and to get more 
stories into the archive I also started to 
collect the anomalous experiences of 
others. First I tried to do this on social 
media, but did not receive many re-
sponses. Later, I conducted free-form 
interviews with people around me and 
acquired plenty of stories for my collec-
tion. The informants were selected ran-
domly because there was no need to 
classify experiences according to the 
background of the informant. For my 
use, it was enough to hear the stories 
told by real people. 

In March 2020 I organized an Anom-
aly Night party at my home for collect-
ing anomaly stories. The party was a 

beneficial methodic choice. I invited my acquaintances widely and, in the invi-
tation, asked them to actively memorize anomalous situations that had hap-
pened to them. One reason for the party was to orientate the attention of the 
invitees to the phenomenon of anomaly overall. Home parties are relatively or-
dinary, interactive events (compared, for instance, to dramatic spectacles with 
fixed roles of performers and audience). The party was otherwise an ordinary 



one, but during the night I interviewed every participant about their experi-
ences. These stories were often told in small groups, which also activated the 
memories of those who were listening. For me, the night-long dive into anoma-
lous stories was an intense experience. I had an opportunity to listen carefully 
to every guest. Often, a person organizing a party might not have a lot of time to 
discuss with all the guests. Now it was possible to employ the attitude of taking 
time to encounter every guest, which is so important in this dissertation. After 
the interview, I rewrote all of my experiences into a similar form: a short story 
told usually from a first-person viewpoint. The stories of anomalous occur-
rences are located on the Everyday Anomalous Archive website (everydayanom-
alies.com). The collected data was analyzed using the hermeneutic method in 
order to find out common aspects of anomalies (details of the analysis are de-
scribed in Chapter 5.2). 

Anomalous acts. The information gathered by analyzing anomalous occur-
rences was used as inspiration for designing the artistic experiments made in 
the next phase of the research. The experiments were developed to form a di-
verse selection: some of them demand more resources and time to be imple-
mented, while others are very easy to make. What I am experimenting with them 
is not how people react to them (because that would be impossible without re-
vealing the mystery behind the experience), but what anomalous acts can re-
veal about the familiar to the person making them. 

The artistic experiments serve as a way of gaining information. The selection 
of seven pieces (described in Chapter 6.2) is designed to test different working 
methods and to enrich the probabilities of producing various kinds of effects. In 
this case, the person implementing the anomalous acts is an artist-researcher, 
so the learning outcomes are strongly affected by the different activities made 
during this research project, and its theoretical background. The experiments 
are artistic in their nature, which means that although it is possible to repeat the 
acts according to the instructions given in this report, they can be interpreted in 
various ways by different persons in changing environments; this, on the other 
hand, is one of the most marvelous features of art. 

The method of making the experiments, reality tinkering, will be introduced 
in Chapter 4. The working process with the experiments has been as follows: 

• Observing the near environment and social practices with a sensitive 
attitude and collecting the anomalous occurrences (both in familiar 
and in slightly unfamiliar settings). 

• Planning the experiments so that they would (a) cause an interruption 
and/or (b) guide the person making them to immerse herself into the 
topic of the experiment. 

• Implementing anomalous acts in everyday environments. 
• Reflecting and evaluating the process. What did I, as the maker of the 

experiment, learn about the familiar? 
 
 
 
 



 
 
 
 
 
The following table introduces the working methods utilized in this research. 

 

 
 

 



 

 
In this chapter I discuss bricolage as a metaphor and method for both con-
structing and investigating everyday life. I find the concept of bricolage useful 
because human life in contemporary society has essentially the nature of pro-
ducing new combinations out of given concepts and objects. We rarely build or 
cook something that would be totally new – everything has its history and con-
nections to dozens of other things. Although we sometimes admire “original 
creativity” more than arranging existing elements into new combinations, the 
bricolage nature of life is not necessarily a negative condition – it just is some-
thing that cannot be denied. Because the objective of my work with anomalies 
is to hide them into the fabric of everyday life, I also consider bricolage as an 
appropriate artistic method. The preconditions that everyday life sets to its 
dwellers are used as a material in the reality tinkering practice, which will be 
introduced in Chapter 4. For that reason, I will briefly analyze the terms and 
conditions posed to our life-bricolage by the world and society. In the following 
chapters I introduce three tinkering tools for scrutinizing everyday life: Detail 
Bingo, Relation Generator, and 8x8x8. 

 
 



 
Everyday life has been the object of study of various disciplines. Anthropologists 
and ethnographers are interested in getting an idea of certain groups’ everyday 
life, sociologists of the social structures of the everyday, psychologists and phi-
losophers of the individual experience of living, and engineers in designing 
gadgets for the people to use in their everyday life. Every discipline has its own 
methodologies, which the researchers use when striving to make sense of this 
shared object of study: dialectical thinking, field work, interviews, statistics. The 
cultural theorist Ben Highmore clarified the struggle between this methodolog-
ical abundance by stating that: 

 
“a good starting point would be to suggest that no form of discourse is ever going 
to be ‘proper’ (appropriate) to everyday life. The everyday will necessarily exceed 
attempts to apprehend it. This would simply mean that the search for the perfect 
fit between a form of representation and its object (the everyday) needs to be 
called off. Instead we might say that different forms of representation are going 
to produce different versions of the everyday.” 
(Highmore 2002a, 21) 

 
This variety of viewpoints serves well the vague nature of everyday life (Sher-
ingham 2006, 398). After all, everyday experience is based on difference – of 
class, gender, ethnicity, sexuality etc. – which can be made visible by the variety 
of voices stemming from different theoretical approaches (Highmore 2002a, 
11). While this reasonable attitude allows methodological freedom, it should not 
make us forget the original motive for the research – to gain grounded under-
standing of the object of study. Highmore offers montage as a suitable aesthetic 
form for this work, but reminds that 

 
“[y]et if ‘everyday life theory’ is to promote and practice montage, then, unless it 
is going to simply register the cacophony of everyday, it has to find some way of 
ordering, of organizing the everyday. Here the theoretical is precisely the problem 
of ordering and arranging, of making some kind of sense of the endless empiri-
cism of the everyday.” 
(Highmore 2002a, 23.) 
 

This idea of multiplicity suits the needs of this dissertation well, but because its 
main goal is to produce action in addition to theoretical insights, the kind of 
sense I want to make here has to have immediate practical use. Therefore, the 
“problem of ordering and arranging” is approached here by making artistic ex-
periments and developing concrete tools supporting this action (8x8x8, Detail 
Bingo, and Relation Generator in Chapter 3.2 and Everyday Anomaly Archive 
in Chapter 5.2). Instead of complete structures, they offer multiple, partial, sit-
uation-specific, and open-ended ideas, which nevertheless are enough to pro-
duce graspable know-how of some aspects of everyday life. The aim of this study 
is to find ways to perceive the often invisible marvels of a familiar environment. 
Highmore divided the approaches of everyday studies into those focusing on the 



particular (singular acts) and others emphasizing the overarching structure of 
everyday life. The approach of particularity is interested in the agency of people, 
their experiences, and feelings, from the viewpoint of micro-analysis. The struc-
tural approach has the emphasis on institutions, discourses, and power – in a 
word, the aspect of macro-analysis (Highmore 2002b, 5). My research is un-
questionably located in the micro-side, because anomalies take place on the 
level of personal experience. 

Collage, montage, assemblage, and bricolage are artistic image-making tech-
niques whose objectives and practices are close to each other, with only minor 
differences. They all combine images in a way that does not aim to produce a 
naturalized whole, but rather various contradictions. They utilize materials that 
are often cheap and non-art, sometimes throwaway and ephemeral, steering 
one’s attention to precariousness and processuality (Kelly 2008, 24). 

 
Definitions: 
 
Collage: “Collage describes both the technique and the resulting work of art in 
which pieces of paper, photographs, fabric and other ephemera are arranged and 
stuck down onto a supporting surface.” 
 
Montage: “A montage is an assembly of images that relate to each other in some 
way to create a single work or part of a work of art.” 
 
Assemblage: “Assemblage is art that is made by assembling disparate elements – 
often everyday objects – scavenged by the artist or bought specially.” 
 
Bricolage: “Bricolage refers to the construction or creation of an artwork from any 
materials that come to hand.” 
(Tate Art Terms 18.3.2020) 

 
Ben Highmore referred to montage and collage as the “theory of shock”, capable 
of producing sudden collisions as well as unexpected connections while still pre-
serving the simultaneous nature of different elements. Most importantly, these 
techniques do not strive to set the conflicting issues into order or harmony, but 
are able to make visible the diversity, to denaturalize the relationships between 
different elements. Various styles can be included, presenting none of them as 
the “correct” one (Highmore 2002a, 93–95). David Graver (1995, 31–40) used 
the concepts of montage and collage to define different cut-and-paste image-
making strategies. He called montage an artwork where separate images are 
combined by an overarching constructive principle that sustains the various im-
ages, forming a unit out of them (which is still incoherent and incomplete). The 
elements are related to the whole, although their heterogeneous sources are vis-
ible. In collage, the fragments stay more independent and are allowed to “shine 
forth in their heterogeneous individuality” (Graver 1995, 33). 

 
“The formative principle to which the elements of collage submit allows them to 
be more their immediate selves than they ever could be when they were part of 
daily life. In montage, on the other hand, the individual elements participate in a 



project that is greater than themselves. This project differs from the expressive 
unity of conventional and high modernist art in that the heterogeneity of the ele-
ments is in no way suppressed. Indeed, the seams, disjunctures, and inconsistent 
material juxtapositions of montage contribute to the unifying purpose of the work 
just as the homogeneous material in conventional art does. The unity of montage 
is, however, an extraordinarily artificial one.” (Graver 1995, 33) 

 
Because montage is often used as a movie editing technique, it can be seen as a 
time-based collage. Bricolage can be seen as a three-dimensional counterpart to 
collage. In the art context, bricolages are pieces made by attaching together ma-
terials gathered from various sources. Three-dimensional pieces utilizing frag-
ments of non-art materials are called assemblages (Kelly 2008, 24). In this pro-
ject, I prefer the word bricolage, because working with anomalies is not about 
making two-dimensional images, but organizing into new combinations ele-
ments found in the three-dimensional world. Another reason is the ethno-
graphic tradition the concept bears. It was first used by Claude Lévi-Strauss in 
his book The Savage Mind (1962) as a metaphor of a cognitive process of com-
position of mythical discourses (Johnson 2012, 358), and later by various re-
searchers in the areas of social life, entrepreneurship, and organization theory 
(for example, Douglas 1986, Carter & Duncan 2017, Corbett & Katz 2013, 
Cleaver 2012). Over time, the concept has been transformed into a universal 
concept (Johnson 2012, 356). This concept, which is familiar both in the art-
world and the sociological research (for example, Dezeuze 2008 and Kelly 2008 
about the connections of artistic assemblage and Lévi-Straussian bricolage), fits 
perfectly to my practice of making lifelike art with a respectful attitude towards 
the surrounding world. Another interesting theory of combinations that under-
stands the working of society as a multiplicity of heterogeneous actors with dif-
ferent aims and practices is the assemblage theory. The concept of assemblage 
was coined by Gilles Deleuze and Félix Guattari, and developed further by Ma-
nuel DeLanda (DeLanda 2016, 1–7). I will not discuss this theory further here, 
because this study is not focused on the issues of society as such. In any case, it 
fits well to my approach of seeing the world as an ever-changing kaleidoscope 
of combinations and spurs my artistic imagination, as do many of Deleuze’s 
other concepts.  

Bricolage offers an optimistic attitude, contrasted by the mindset that one can-
not do anything without the correct ingredients, materials, or tools. A bricoleur 
is not discouraged in front of lack, but tries to overcome it. She uses the materi-
als and concepts around her creatively, being simultaneously constrained by the 
resources at hand and by her own skills (Cleaver 2012). When trying to demar-
cate bricolage from different ways of acting in the world, one can think about 
the difference between two kinds of artist caricatures. One starts the process of 
painting an oil painting by buying a canvas, brushes, and paints from an art 
supply store. Then she starts to paint her original idea (which is naturally based 
on her culture and environment, but maybe thought of by her as her own and 
original). She is free to do anything on the canvas, restricted only by her vision 
and skills. The other artist looks around her and makes the art piece out of the 
materials she happens to have or find. She also has an idea in her head, but it 



can be changed by the ingredients she finds. They can affect the form of the fin-
ished piece by offering interesting structural solutions that the maker could not 
plan beforehand, and also to the conceptual content of the work. Of course, 
making art is never a straightforward process, and the painter will also change 
her plans, paint on top of the previous paint, go back to the shop to find a miss-
ing color tube. But the difference between these two mindsets is that the bri-
coleur transforms a lack of materials into a positive core of her art, while the 
person wanting to utilize proper materials and tools for her work can never be 
free of lack although she would temporally have everything she needs. 

Lévi-Strauss drew a portrait of two opposite characters – the bricoleur and the 
engineer – that represent two different ways of being in the world (Johnson 
2012, 364). Although both characters are caricatures, they help to communicate 
the idea clearly. The engineer has access to a potentially infinitely extensible se-
lection of instruments, while the bricoleur must manage with the tools at hand. 
The engineer’s project proceeds from planning to realization as a straight line, 
while the bricoleur has to make compromises and modify the idea of suitable 
end result according to the possibilities she has (Johnson 2012, 361–364). The 
engineer’s goal is to move beyond the constraints of the material world and to 
“achieve a total mastery of them” (Johnson 2012, 367). The bricoleur is consid-
erably more at the mercy of her environment than the engineer. I understand 
bricolage as improvisation with objects. Analogously to scripting a performance 
versus improvising, the bricoleur can be seen as improvising with the materials 
and tools at hand, in contrast to someone with more power and resources who 
can direct the whole play towards the way she wishes. Improvisation is an in-
separable part of anomalous experience (more about this topic in Chapter 5.1) 
because a person who is momentarily confused, cannot utilize the usual pre-
learned scripts. This is one reason why the attitude of bricoleur fits well to the 
objectives of this dissertation. Another reason is offered by the relationship a 
bricoleur has with the world, compared to that of the engineer. She has to be 
more humble and to interact more “at the same level” with her environment, 
compared to the engineer’s will to gain mastery of it. In Chapter 4 I discuss re-
ality tinkering, an approach based on the possibility of interacting with the 
world without being in charge, which is clearly a bricoleur-like position. Analo-
gies can also be found between Michel de Certeau’s idea of strategic and tactical 
acting in the world (cf. Chapter 6.1) and the positions of engineer and bricoleur. 

Bricolage can be seen as a metaphor of the everyday, as well as a method for 
investigating it (Highmore 2002a, 30). Because of its detailed and relation-



based nature, everyday life can be seen as a bricolage built out of different, often 
unmatching pieces of behavior and attitudes. The bricolage nature of everyday 
life is visible at least on three levels: 

• Everyday beliefs and behaviors are ready-mades, as are all the physical 
things surrounding us. As an individual, one’s role is merely to try and 
combine these elements in the quest of transforming her life into an 
unique, meaningful “piece of art”. Making bricolage is self-expression, 
as is the everyday life of contemporary people. Nevertheless, everyday 
bricolage can be practiced in an automatic or mindful manner. A con-
sumer buys things she can afford and makes her everyday bricolage 
out of the things that are offered to her by the desire industry (specta-
cle, in the language of the Situationist International), while a creative 
bricoleur can transform the meanings of things around her into some-
thing unexpected. 

• Everyday is a bricolage also at the collective, time-based level: what an 
incompatible mess is provided by all the various acts and routines that 
are occurring simultaneously at any given moment. 

• Furthermore, the everyday can be understood as a battlefield of multi-
ple forces and intentions that can never be compromised. These forces 
can accommodate different spaces and exist simultaneously, but there 
is always friction between them. 
 

The everyday is slippery, sliding between our hands: “[T]he everyday is what we 
never see for a first time, but only see again, having always already seen it by an 
illusion that is, as it happens, constitutive of the everyday” (Blanchot 1987, 14). 
Our assumptions of the everyday hinder our perception of it. We cannot build a 
coherent image of it, both because and despite the fact that we have too much 
experience of it. The amount of recurring and, at the same time slightly varying, 
details makes it difficult to know where to start, where to dive in the endless 
flow of insignificant issues. The technique of bricolage enables us to make con-
nections and interruptions between everyday issues without requiring us to in-
clude everything, and analyze it exhaustively. In this research, the idea of brico-
lage is understood in multiple ways and levels: from making concrete objects 
and acts to interpreting our everyday experience as a continuous bricolage. The 
aim is not to concentrate on the details of the everyday life of any particular 
group, but rather to play with the basic elements, which have different kinds of 
effects on different kinds of people. One of the main ideas of this research is that 
even if the ingredients of a situation might at some point seem as given, the 
character of an act develops along with the ways of selecting and arranging the 
content rather than plainly on the source material available. 

 
 
 
 
 

 



In contemporary societies, many people have plenty of possibilities to shape 
their lives by making selections and orienting their actions towards goals. Cer-
tain social and material terms and conditions apply to all our selections. 

In the Western tradition of philosophy, the mind, body, and world were for long 
seen as separate entities. Disembodied reason has been understood as the basic 
defining feature of human beings that maintains a clear separation between us 
and the “lower” animals (Lakoff & Johnson 1999, 16–17). On the contrary, re-
cent cognitive research has shown that reason is not transcendent or universal, 
but tightly bound with our bodily structure. Alongside the growing understand-
ing of evolution, it can be said that our embodied rationality situates us in the 
same line with other animals rather than setting us apart from them. Contrary 
to traditional beliefs, most of our reasoning is unconscious, emotional, and 
based on embodied metaphors and prototypes (Lakoff & Johnson 1999, 4–5). 
According to Lakoff and Johnson, at least 95 percent of all human thinking is 
unconscious. In addition, unconscious thinking does not just “lay there”, but has 
enormous effects on the ways our conscious thoughts are structured (Lakoff & 
Johnson 1999, 13.) Counter to our strong belief of the dominance of our ration-
ality, research in various branches of psychology has shown that “[p]eople are 
often unaware of the reasons and causes of their own behavior” (Bargh 2005, 
37). 

Varela et al. defined cognitive enactivism as an approach in which the world 
and its entities are seen as interconnected, with both affecting the other. Cogni-
tion is understood as enaction, “a history of structural coupling that brings forth 
a world” (Varela et al. 1991, 205–206). There can be no mind without the sur-
rounding world, and our world is partly shaped by our minds. Lakoff and John-
son defined embodied realism as “a realism grounded in our capacity to function 
successfully in our physical environments” based on evolution, which has 
adapted our physical measures in a way that makes it possible for us to survive 
and mold our surroundings (Lakoff & Johnson 1999, 95). Lakoff and Johnson 
highlighted that, in their approach, embodiment is not only understood in a way 
that cognition needs physical neurons to exist. Human interaction with the en-
vironment takes a much more profound form, causing, for example, conceptual 
thinking to originate from bodily interaction with the world (Lakoff & Johnson 
1999, 37). 

Human reality consists of many levels, which affect us with different powers 
in varying situations. At the level of nature, or the hard facts, we are affected by 
forces that are not dependent on our opinions of them (Määttänen 2009, 137–
138). In order to stay alive in the world, it is preferable to know and respect these 
physical facts. Still, in our modern society, other powers of reality often seem to 
affect our lives even more than those straightforward laws of physics. This is the 
level of soft facts (Määttänen 2009, 138): the social reality, which is organized 
by humans over time and is far more malleable than the physical reality. Still, 



although it is based on agreement, it is fully real and powerful. Cultural beliefs 
turn into reality in their consequences (O’Brien 2017, 8; Määttänen 2009, 135) 
and overlap with the hard facts. For example, traffic rules are agreements, but 
ignoring them can cause a fatal accident (Määttänen 2009, 139). 

A bird and a human may both be killed if struck by a car, but the realities of a 
human and a bird can vary significantly in other dimensions. Although we share 
some properties of the hard reality, different species make up their realities by 
their own embodied being. For example, the human color perception system 
consists of three channels, but a bird can have four or five color channels (Varela 
et al. 1991, 181). This means that the color space the entity perceives is based on 
totally different blending systems – the perceived colors are put together differ-
ently (Varela et al. 1991, 183). We have no means of experiencing how a bird 
perceives reality. The system has to be “realist” enough for granting possibilities 
of survival in the environment, but on the other hand it can be far from the re-
ality of some other species. 

Human reality would be quite different if we could see ultraviolet light or smell 
the slightest odors, like dogs can. We would perhaps appreciate different fea-
tures in other people, such as subtle changes in the odor instead of the good 
looks. Jacob von Uexküll’s classical concept of Umwelt is based on the different 
features and needs of creatures. According to this theory, meaningful issues 
make up an animal’s experiential world, which is constructed by interaction and 
interpretation. At its basis lies the idea of the inseparable nature of the world 
and mind – without interpretation, the world would have no meaning for the 
creature (Uexküll 1992 (1934), 327). This kind of mutuality between the animal 
and environment forms also the basis of the views of James J. Gibson (Gibson 
1986, 15). 

  
I went to watch a soccer game with my brother, knowing almost nothing about 
soccer. We watched the game together and he was explaining something about it 
to me. After the game, we met some of his friends, with whom he engaged in emo-
tional discussion about something that happened in the game (an umpire’s mis-
take or something) which I had not even noticed. So because of their knowledge 
and affection the reality of the game was totally different from my view of it. 

 
Humans are profoundly meaning-making creatures. We have to interpret eve-
rything we experience in order to decide how to think and react (O’Brien 2017, 
75). There is no speaking subject who has not been affected by the shared struc-
tures and semantics of language, which the speaker has to use clearly enough in 
order to communicate his ideas to others (O’Brien 2017, 94). Still, the experi-
ence of an individual cannot be straightly deducted from the common language 
or societal rules. The idea of Umwelt promotes multiple realities for every sub-
ject, not only for different species: 

 
“The best way to find out that no two human Umwelten are the same is to have 
yourself led through unknown territory by someone familiar with it. Your guide 
unerringly follows a path that you cannot see. Among all the rocks and trees in 
the environment there are some which, strung together in sequence, stand out as 



landmark from all the others, although they are not apparent to a stranger.” 
(Uexküll 1992 (1934), 362) 

 
The reality is individual and shared at the same time. The relationship between 
social values and individuals is in a constant process of reshaping. The main-
stream cultural patterns can be strengthened or disrupted by the choices of in-
dividuals, but even the most rebellious acts are always rooted in the very same 
culture they criticize (O’Brien 2017, 31). 

The viewpoint of reality as a social construction holds that the reality we per-
ceive is a result of cultural practices and shared expectations (O’Brien 2017, 9). 

Social reality is produced by participating 
in its activities. Socialization is an im-
portant feature of our species (O’Brien 
2017, 149). When a child grows up as a 
member of society, she learns the social 
grammar of different situations, along with 
cultural values and social norms. This 
structure enables us to interact in varying 
situations in seemingly spontaneous ways. 
Socialization continues throughout the life 
of an individual as a dynamic negotiation 
between the previously learned and new 
experiences (O’Brien 2017, 135). We learn 
various scripts of behavior we can apply in 
different situations (O’Brien 2017, 139). 
For example, most of us have at least some 
idea of the differences of the proper behav-
ior in a classical music concert compared 
to a heavy metal gig. 

Social reality can be seen as a system of 
beliefs that is immersive enough and con-
tains enough people sharing the basic as-
sumptions of the system. If two people de-
cide to create their own set of beliefs and 
rules and live along them, they may be con-
sidered mad, weird, or to be conducting a 
sort of artistic experiment. On the other 
hand, there has been really profound real-
ity-creating in the form of cults (for exam-
ple, The Peoples Temple Agricultural Pro-
ject 1955–1978), when a charismatic leader 
has been able to gather a large enough 
mass of people around him. If the newborn 
community has been established in a dis-
tant location, its reality-building is most 
effective because the rival realities are eas-
ier to stave off. 



Socially constructed realities possess five key features: reflexivity, coherency, 
interactionality, fragility, and permeability. Reflexivity means that all social re-
alities are based on some unquestioned beliefs, “common sense”. These beliefs 
cannot be proved wrong even though they often contain inconsistencies. We 
easily explain the inconsistencies away without even noticing what we are doing. 
Realities are coherent, growing around an internal structure. Human beings 
create systems of order to make sense of the environment. Realities are main-
tained by interaction between the participants, which means that they are frag-
ile, because there is always the risk of disruption if someone decides to act in a 
way that breaks the convention of reality. Realities are also permeable, allowing 
us to move between them, with differing degrees of success. For example, sol-
diers have two different realities in the war and back home, and adjusting to the 
change is not always easy (O’Brien 2017, 446–452.) 

In conclusion, human reality has at least the following features: it has a phys-
ical basis and plenty of socially constructed structures. It is brought forth in in-
teraction between the physical environment and the other (human) beings. Hu-
man beings are embodied and socialized creatures who experience the world 
through their bodies and senses. Even conceptual thinking is based on these 
bodily features. A person learns suitable social scripts while growing up, but 
there is always a possibility to modify them, if one analyzes them carefully and 
does not simply act along in a mindless manner, as we often do with the previ-
ously learned scripts (O’Brien 2017, 599). Not all learned scripts are negative, 
but we should be able to select which social structures we want to support, and 
which ones are oppressive or obsolete, and thus better to get rid of. One person 
usually cannot wipe out certain structures by herself alone, but at the same time, 
the structures stay alive because individuals support them. So, it is good to prac-
tice mindful attitude – everyone can have an effect on the production of reality, 
because of its nature as an interactionally supported structure (O’Brien 2017, 
562). This dissertation aims to find ways to live attentively, to find adventures 
in the taken-for-granted, by asking what we can learn about the familiar and 
ordinary by paying attention to the ruptures in its surface. 

“There are no ‘uncivilized’ routines or practices that do not already have a social 
and cultural history behind them. Nor are there humans without social life and 
its institutions, policies and spatial arrangements, forming frames and con-
straints for reasoning and dormant routines. There is no starting point or an end 
result; instead, human reality and social and cultural change entail a conscious 
fluctuation between the objects of our attention and reflexivity and what is taken 
for granted. Anything may become a dormant routine: a habit, a policy or a clas-
sification. Similarly, a break in the expected practices or lines of thought may take 
place anywhere and trigger many kinds of processes. And after such a process, a 
new routine will be institutionalized and soon enough taken for granted at least 
from certain perspectives.” 
(Alasuutari 2004, 25.) 

 



Although humans have plenty of theories questioning the nature of reality, we 
must suspend this doubt in our everyday lives – otherwise, acting in the world 
would become impossible (Berger & Luckmann 1991 [1966], 37). Most of the 
time, it is totally irrelevant to ponder whether this reality is real or merely a 
reflection or a simulation. Too much pondering can even decrease our ability to 
act in the world. On the other hand, living without questioning the given reality 
is boring at best and oppressive at worst, because the unreflective attitude to 
everyday life allows us to naturalize things such as inequalities between groups 
of people. 

Reality is usually understood as given and taken-for-granted in the whirls of 
everyday life (Schutz & Luckmann 1973, 3–4; Cohen & Taylor 1978, 21 ; O’Brien 
2017, 7). Everyday life is full of objects, practices, and relationships that are 
shaped long before the birth of an individual, who must adapt to her surround-
ings. One especially important marker is language, which is not merely an inno-
cent reporter of the outer reality, but constructs the reality by concepts and clas-
ses it introduces to the human mind (Alasuutari 2004, 14). Language gives the 
structure within which we make sense of everyday life, shaping our perceptions 
and judgments. It forces us into its patterns: we have to use sufficiently correct 
grammar and vocabulary in order to express ourselves. It also provides ready-
made categories for our experiences (Berger & Luckmann 1991 [1966], 53–54, 
Alasuutari 2004, 61). For instance,  a layman’s perception of a dog cannot be 
compared to that of an expert (such as a dog show judge); because of the 
knowledge and vocabulary she has at her disposal, the judge can see the details 
of the dog on a different level, and also communicate her perceptions in a more 
nuanced manner. Having a vocabulary enables us to distinguish details from 
each other and to develop perception to sense the minor differences (Alasuutari 
2004, 65). 

From a certain viewpoint we can understand the complexity of our culture and 
analyze it, but at the same time we must always take some other things for 
granted (for example, the meta-structures of society) to provide a ground for 
our action. The complicated and layered nature of human reality can be success-
fully navigated with the help of routines. In everyday life, many simple things 
become packed into routines, which makes it possible for us to steer our con-
centration towards new objects of interest. For example, walking does not de-
mand too much concentration once we have learned how to do it. After an acci-
dent, however, learning to walk again with tremendous effort can become the 
greatest objective for an individual who really must pay attention to every move 
she makes. 

Routines form “the culturally unconscious or non-discursive aspect of reality” 
(Alasuutari 2004, 3). Cultural unconscious is the home base of shared premises 
and tacit assumptions (Alasuutari 2004, 20–21), or “common sense”. Cultural 
unconscious contains issues we have forgotten; the customary ideas and habits 
have been formed and transformed in the past, and during socialization we have 
accepted them as the ground of our existence, perhaps without ever questioning 
them. The ingredients of cultural unconscious are always on the move, when 



new habitual institutions are formed and the older ones are brought to discus-
sion. New influences can come from the people of other cultures or age groups. 
We sometimes start to reflect the taken-for-granted routines, which transforms 
them: they are brought into the light of discourse and analyzed by language 
(Alasuutari 2004, 20). That is why human reality can be seen as the playground 
of “continuous interplay between routines and reflexivity” (Alasuutari 2004, 
25). 

Dormant routines are non-discursive, which means that they cannot fully be 
grasped by language. When selecting one viewpoint, the vocabulary used hides 
many others. There are also things that are not expressible in words (Alasuutari 
2004, 18–19). “In one sense the cultural unconscious could be seen as a conse-
quence of the eternal incompatibility between things and words. Any descrip-
tion of an object or activity is incomplete in grasping every aspect and detail of 
it. Even if there is no lack but rather an abundance of formulations and articu-
lations about and around a topic, there never can be a match between, say, an 
act and its account, or an object or a scene and its description” (Alasuutari 2004, 
19). This idea is connected to the withdrawal of objects in object-oriented ontol-
ogy, where the object is never the same as any account of it (cf. Chapter 7.3). 

According to Alasuutari, routine is the power that keeps societies together 
(Alasuutari 2004, 3). It is even more fundamental than norms and rules, be-
cause not all rules and norms are identified as such, but followed more rou-
tinely, as taken-for-granted basic elements (Alasuutari 2004, 36). The social 
rules can be divided into regulative rules, which concretely restrict the behavior 
of the individual, and constitutive rules, which are more creative than restric-
tive, giving meaning to the action at hand (Alasuutari 2004, 37). There is no 
point in participating in a game without accepting its rules, because the rules 
make up the game. The social rules are quite often followed without active ques-
tioning and “[...] a formulation of a rule or a set of rules is always an interpreta-
tion and an intervention; it adds another viewpoint within which to reflect on 
the routine in question” (Alasuutari 2004, 41). Routines are non-discursive, 
while rules are discursive. 

The idea of continuous flow between non-discursive routines and conscious 
discourses is important for tinkering with anomalies. Anything can become a 
taken-for-granted routine and anything can be fetched from the unconscious 
into discourse. Because it is impossible for a human being to pay attention to 
every detail at the same time, the anomalies help to steer attention to issues that 
could otherwise stay hidden. 

My mother once told me the following anecdote. There was a woman who always 
cut the Christmas pork into two pieces before roasting it in the oven. Somebody 
asked her why she did this and she answered, “because my mother always did 
so”. Later, woman asked her mother why did she cut the pork half. The older 
lady answered, “because at that time I had such a small oven that the whole pork 



could not fit in”. The solution stemmed from practical reason, but became ab-
stracted as time passed. The meanings get blurred when they are detached from 
their origins, but, on the other hand, we all know how certain things have to be 
done in a certain way (exactly like we have once learned them). Everyday life is 
guided by ideologies and myths, which we seldom bother to question. When the 
ideological forms are seen as natural, the ideological basis of everyday life can 
be seen as a mixture of both illusory and real (Highmore 2002b, 7). 

Our life selections are based on our storage of experience, which is built up of 
“heritage and education, from the manifold influences of tradition, habits and 
[one’s] own previous reflection” (Schutz 1971, 72). Everyday knowledge is some-
thing we achieve over time, mostly by trial and error (teenagers often do not 
listen to the well-meaning instructions of their parents  and must make their 
own mistakes instead). Everyday knowledge is made of assumptions and antic-
ipations without any guarantee of reliability, and is based on “bias, prejudice 
and unexamined custom” (Sheringham 2006, 35). That does not bother us as 
long as it helps us to achieve our goals well enough (Schutz 1971, 73). 

Plenty of theory is required in order to survive in contemporary society (such 
as literacy, mathematics, symbol-reading skills), but mere theoretical 
knowledge is not enough. While a person may know how to count her money, 
this skill is not sufficient for making a grounded judgement about whether an 
item is a good purchase; that kind of judgment can only be achieved by under-
standing the value of money, and of the commodities, by comparing the prod-
ucts, etc. which is a tacit, multifaceted, and continuing process. 

In everyday life, knowledge is used to achieve practical ends, to solve certain 
problems in certain situations. Knowledge does not have to be absolutely true 
to be useful (Norman 2013, 105). It is opinion (doxa) instead of truth (episteme), 
finding its verification in activity rather than in abstract reasoning. Knowing 
something in the everyday means knowing that something works regardless of 
its truth value according to other standards (Sheringham 2006, 36, on Agnes 
Heller). In order to manage the everyday life, we rely on “recipe knowledge”: 
most people are not interested in knowing how a phone works, technically, just 
in successfully completing our phone call (Berger & Luckmann 1991 [1966], 56–
57). This is why the Aristotelian concept of phronesis can be seen as an appro-
priate sort of knowledge for everyday life. “Phronesis is the kind of reasoning 
used in knowing how to live well. The activity of living well is termed praxis by 
Aristotle” (Polkinghorne 2004, 115). Aristotle distinguished among three kinds 
of knowledge: episteme (scientific, universal), techne (pragmatic, variable, craft 
knowledge, aiming towards making objects), and phronesis, which “involves de-
liberation that is based on values, concerned with practical judgement and in-
formed by reflection. It is pragmatic, variable, context-dependent, and oriented 
toward action” (Kinsella & Pitman 2012, 2.) Phronesis includes an ethical as-
pect, which in the flow of everyday life can be understood very widely, from 
striving to achieve a good (happy) life for oneself to the broader aim of affecting 
the whole world. Currently, in our everyday lives we must take into account fac-
tors such as climate change and the COVID-19 pandemic, which form a strong 
ethical frame around many of our selections (at least in the form of the pressure 



most of us feel even if one would not actually change one’s habits). Reality tink-
ering aims to find good things in the familiar, and unquestionably joins the ac-
tivity of praxis. 

Praxis produces our world; not only the concrete goods and objects in it, but 
also our perception of it (Lefebvre 2002 [1961), 238). In praxis, thought, and 
action, means and ends are not prefixed, but are formed in a continual interplay 
(similarly to the practice of bricolage, cf. Chapter 3.1): “As we think about what 
we want to achieve, we alter the way we might achieve that. As we think about 
the way we might go about something, we change what we might aim at” (Smith 
1999/2011). The process of appropriation is formed of interpretation and un-
derstanding, not of plain knowledge (Smith 1999/2011). Everyday knowledge is 
not “rational”, similarly to scientific rationality, but neither is it irrational. It 
stands on a slippery ground made of our presuppositions and emotions, and still 
works usually quite well. Regardless, a small amount of reflection every now and 
then is healthy for everyone, just to remind us of the wobbly basis of our deci-
sions. 

The structure of everyday life often feels very rational and straightforward. It is 
full of practical problems that everyone is familiar with: how to get to the yoga 
class on time? What to buy as a birthday present for your uncle? How to refuse 
an unwanted dinner invitation? These are all questions that need conscious ac-
tion to be solved in a sensible way: the solution should be handy, not too de-
manding, but still decent. We also face bigger questions: should we accept this 
or that work offer, should we marry or not? The structure of the everyday stays 
clear with the help of schedules and lists, and the solutions are found by care-
fully pondering the pros and cons. We steer our daily life with seemingly rational 
choices, but at the same time we are not conscious of many of the acts we execute 
in the stream of the everyday. Even if we were thoroughly rational and con-
scious, we still could not control everything – introducing indeterminacy as one 
of the reasons causing the mysticity of everyday life. According to Lefebvre, eve-
ryday life is a mixture of agon and alea, contest and chance. Lefebvre viewed this 
divide based on class: understanding life as a contest that can be won by using 
carefully selected strategies is the privilege of the ruling class. For the others, 
life is a series of chancy incidents, grasped by situation-specific, ever-changing 
tactics (Wark 2011, 99). Regardless, in contemporary everyday life, at the time 
of more ambiguous understanding of class and increased possibilities, I think 
that the interplay of agon and alea can be seen to provide the frame of experi-
ence for most of us, and also the viewpoint for human life this research project 
is based on. 

Many things in our lives happen unplanned, leading endlessly to other inci-
dents. In addition to the uncontrollable unconscious, human life is based on un-
predictability on the behalf of the world, which brings us both good and bad 
luck. Luck is born out of the fundamental obstacles blocking our view of the fu-
ture: chance, chaos, choice, and ignorance (Rescher 1995, 42). Chance could 



not occur in a deterministic world. In any case, contemporary science has 
shown that our world is indeterministic, which can be seen, for example, in 

the probabilistic nature of quantum processes, or in the randomness of ge-
netic mutations (Rescher 1995, 44–46). Chance can destroy our careful 
plans, but on the other hand, it also makes pleasurable surprises possi-
ble. Apart from being chancy, our life is chaotic. Very small alterations 

in the initial states can cause huge differences in the results. Even the most 
exact measurement of the starting position is never enough for predicting the 

outcome; furthermore, even a tiny mistake in the assessment of a system’s ini-
tial state can distort one’s prediction of the future (Rescher 1995, 46–48). A 
small incident, such as forgetting one’s purse at home, can ruin a carefully 

planned vacation, causing the person to miss the bus, and, a couple of hours 
later, the plane. 

Regardless, we are not mindless ragdolls in the swirls of life: we are able 
to make choices. This feature of agency nevertheless adds to the indetermi-

nacy of our life, because we cannot forecast the choices of others for sure – alt-
hough there undeniably is a probability of guessing right, if we are familiar with 
their tastes and preferences. In any case, people can deliberately choose against 
someone’s predictions, in order to manifest their independence, for instance. 
Furthermore, we cannot be sure of the future outcomes of our own selections. 
Whatever a person’s stance in the discussion between free will and fatalism, it 
does not change our experience of the unpredictability produced by the choices 
of others; in both cases, we remain ignorant of their plans (Rescher 1995, 50–
52). Ignorance is also caused by our limits as a species, our “pervasive lack of 
information” (Rescher 1995, 53). We cannot foresee or control most of the 
events that are important to us, which makes even more space for luck. “Luck 
takes over where knowledge, foreseeability, and reason no longer furnish us 
with secure guidance” (Rescher 1995, 54). Although we have been eager to try 
and minimize the unpredictability of life by different methods, none of them has 
been able to delete our ignorance (Rescher 1995, 54–55.) The finitude of human 
species forms a fundamental basis to our view on life. The disabilities of limited 
knowledge and power cause us never to be able to fully control our lives 
(Rescher 1995, 67–68). On the other hand, we would be foolish if we left our 
lives fully in the hands of luck – there are plenty of issues we can avoid or achieve 
by reasoning (Rescher 1995, 201–202). Even though a person may be a skillful 
horseback rider, wearing a helmet is still a wise selection. If one happens to fall 
off the horse, despite her skills, she may not smash her bare head on a rock. It 
does not hurt not to leave everything to luck. 

Human life can be seen as a game: on one hand, we are familiar with the rules, 
which restrict the possible moves of our opponent, but still we cannot know the 
exact moves she is planning in her mind before they actualize (Rescher 1995, 
197). Our activities are nothing more than “proposals to the world” (Rescher 
1995, 22). However, the wonderful thing about luck is its democratic nature: the 
poor and the rich are equally at its mercy (Rescher 1995, 14). Rescher crystal-
lized the uncertain nature of our life beautifully: 
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“Once present for any reason – chance, choice, uncertainty, or whatever – impre-
dictability always ramifies over a far wider domain. For the world’s processes con-
stitute a fabric of cause-and-effect interconnections within which all those impre-
dictable occurrences themselves proliferate further causal consequences that are 
thereby also bound to be impredictable. And this circumstance vastly amplifies 
the impredictability at issue with chance, choice, and their congeners. It means 
that once impredictability gains any foothold at all, it can ramify, spreading like 
wildfire to diffuse itself throughout the environing domain of cause-and-effect 
relationships.” 

(Rescher 1995, 61) 
 

Uncertainty is there regardless of our efforts, which often makes me wonder 
about the graceful dance of control and chance. Almost anything can happen, 
but, ultimately, chance often seems to be bound to effort, the proposals made to 
the world, in one way or another. People make long-term life plans, which they 
often accomplish. Exact plans and objectives help us to forget the chancy nature 
of life. Admitting that anything can happen is frightening, but spending one’s 
energy trying to erase the unpredictable nature of everyday life does not seem 
very productive. Perhaps it would be wise to try to take advantage of the world’s 
chancy nature by aiming to work along it instead of fighting back, which is also 
one objective of reality tinkering. 

“Everyday life is the realm of loosely held together contradictions and the realm 
of low-resolution ideology, usually paraded as ‘common sense’ and ‘nature’. And 
this is more or less the problem of the everyday: endless peculiarity meets the 
endless ‘quiet’ reproduction of social norms. Which is it then? Is the everyday to 
be mined for its mass of minor infractions of social norms, its ceaseless genera-
tion of idiosyncrasies? Or should we recognize that in the everyday lurk the most 
trenchant ideological beliefs, the most hard-to-fight bigotries? Isn’t there some-
thing insidious and surreptitious, as well as ferociously depressing, about the way 
racism and sexism have kept a stronghold in the everyday long after substantial 
victories had been won at the level of legislation? Any attempt to celebrate indis-
criminately the everyday needs to face the fact that it also provides a safe-house 
for our very worst attitudes and activities.” 
(Highmore 2005) 

 
Society demands many things from us: in order to be fully legitimized actors, we 
have to adjust to multiple norms and regulations. On the other hand, in the con-
temporary world we are told to act as individuals, to develop a capable and in-
teresting persona out of the raw material of our body and mind. This persona 
and her life should be authentic – preferably in an economically successful and 
good-looking way. One of the most fundamental negotiations of acceptance and 
resistance happens in the continuous process of shaping our identities. We have 
to find the fine line of being a distinctive person but in “correct” ways (O’Brien 
2017, 246); we have to play the game of ordinary/extraordinary with the re-
sources we happen to have. The contemporary world demands us to do reality 



work as well as identity work, which means that we have to cope with the shared 
reality and, at the same time, highlight our individuality. This is often a complex 
task in a world full of banal models of acting (Cohen & Taylor 1978, 20). Never-
theless, many contemporary cultures have plenty of possibilities for people to 
choose from in order to express themselves. If the mainstream culture does not 
serve a person’s purposes, she can choose to join in one of the various subcul-
tures. Regardless, most of us are consigned to an endless negotiation between 
the acceptance and resistance of the details of the social reality, between the 
social and individual wills (O’Brien 2017, 244). 

Laws and regulations are visible, and the punishments are clearly stated, 
which makes the game fair. It is understandable to demand that people clean up 
their dog’s droppings, or not kill each other in the streets. But norms are far 
more complicated: they are invisible, and so too, often, are the punishments for 
breaking them. Norms are so well internalized that there is usually no need to 
remind people to follow them (that was the work of the parents and other edu-
cators in childhood). Children envy adults because they can select by themselves 
what to buy in a grocery store, but the children are merely unable to see that the 
adults face far more (internalized) restrictions. 

Everyday life is comprised of highly detailed concrete acts – ways of doing 
things and the nature of things to do. It is a site of continuous struggle between 
alienation and appropriation. We may feel that many of the world’s practices 
and norms alienate us from our inner self without making us totally helpless. 
Both despite and because of its inescapable nature, we have a need to distance 
ourselves from our everyday reality in order to show our individuality, because 
mere everyday duties are not enough to construct a distinctive identity (Cohen 
& Taylor 1978, 21–22.) Sheringham (2006, 16), writing about Blanchot, laid out 
this problem with daily life as follows: “[p]articipation in daily acts places us in 
a sphere of anonymity, a fluid, undramatic present.” As a young punk-rocker I 
hated going to the grocery store because I wanted to be above all that crushing 
mundane, which was so highlighted in the image of people shopping their eve-
ryday items (toilet paper! Porridge! Antiperspirant!). We want to see our au-
thentic self as something more interesting than an everyday animal struggling 
in the flood of trivial, concrete issues that are familiar to everyone. 

Two influential theorists of the everyday, Henri Lefebvre and Michel de Cer-
teau, both emphasized the agency of ordinary people in the whirls of daily life. 
Lefebvre saw the everyday as a source of creativity (Lefebvre 2002 [1961], 44–
47) (although, at the same time, he considered the everyday as a source of alien-
ation), while de Certeau stated that “[e]veryday life invents itself by poaching in 
countless ways on the property of others” (de Certeau 1984, xii). For de Certeau, 
everyday life is a continuous transformation of originally alien practices and ob-
jects, which are constructed and controlled by others, to one’s own, using crea-
tivity as a tool. Everyday life is all about bricolage, inventive re-arranging of the 
materials at hand. The “consumer-sphinx” uses commercial products in a seem-
ingly passive way, at the same time continuously producing meanings by her 



personal “art of using”. Consumers’ ways of operating can be seen as “the prac-
tical equivalents of wit” (de Certeau 1984, 38) in their situation-specific and un-
planned nature, and aim to resist the dominant order. 

Michel de Certeau eloquently discussed the creative possibilities of individuals 
using the voice of an “ordinary man” from the novel Cosmos by Witold Gom-
browicz: “When one does not have what one wants, one must want what one 
has. I have had, you see, to resort more and more to very small, almost invisible 
pleasures, little extras … You’ve no idea how great one becomes with these little 
details, it’s incredible how one grows” (de Certeau 1984, xxiv). This statement 
was ultimately true of my deceased father-in-law, a man who had limited power, 
worked in simple jobs, and drank too much. He made small social experiments, 
everyday pranks (for example, when he noticed that the same passengers se-
lected the same seats on the bus every morning, he started to intentionally take 
someone else’s seat and observed the chain reaction with amusement: when 
somebody’s ordinary place was occupied, she had to sit on somebody else’s place 
and so forth). This attitude makes everyday as “a primal site for meaningful so-
cial resistance” (Merrifield 2002, 79). Resistance stems from otherness (High-
more 2002a, 148), and can be preserving or creating, offering possibilities for 
multiple powers (Highmore 2002a, 153). As Langman (2012, 66) stated: “in the 
cold, impersonal, rationalized world of modernity, the fundamental problem for 
a number of people has been the quest of “authenticity”. What does it mean to 
be real?” In modern society, where the instrumental value of things often seems 
to be far more important than their intrinsic value, the hunger for authenticity 
mirrors the need to find “at least one sliver of the world, one fragment of expe-
rience, that is innocent, spontaneous, genuine, and creative, and not tainted by 
commercialization, calculation, and self-interest” (Potter 2010, 264). How can 
this be achieved? One way is offered by many (artistic) endeavors to reclaim 
one’s life: situations, moments and event-score. In Chapter 7.4 I will discuss 
making meaning by one’s activities in a do-it-yourself attitude. I believe that this 
kind of reality tinkering approach is a good method for relieving the contempo-
rary authenticity anxiety. 

 
 
 
 
 
 
 
 
 
 
 



Even though it may appear that our mundane activities are not worth paying too 
much attention to, it is easy to see how contradictory are the powers at work 
within everyday life, and how unmatching are the pieces it is made of. That is 
why bricolage is such a fruitful tool for scrutinizing and tinkering with everyday 
reality. In this project, the life of an individual is seen as bricolage activity that 
she is doing in the middle of the paradoxical forces of everyday life. Often, we 
just have to take what is available at a given moment and make use of it as well 
as we can in the current situation. The solutions made might not be perfect be-
cause we have to make them on the basis of inadequate information and re-
sources, but we often manage surprisingly well. 

Bricolage of everyday life is constructed of the abundance of details and vari-
ous ways of using them. Our mundane activities can be divided into eight activ-
ity categories (eating, sleeping, dwelling, personal hygiene, social contacts, 
work, leisure, and moving around), whose exact way of actualizing depends on 
the current context. These eight acts are unavoidable for any living person, alt-
hough their quality can vary tremendously in different life conditions. Organiz-
ing one’s life takes place inside a certain area that is restricted by resources, so-
cial norms and chance. We are often squashed in between paradoxical expecta-
tions or desires. Our everyday life is essentially ambivalent in its nature of oc-
cupying different levels of emotions and activities, which simultaneously re-
quires us to yield before its pre-constructed structures and allows us to create 
new ones, promoting feelings of pressure and freedom at the same time. This 
causes us to love and hate our most familiar environment, at one point willing 
to invest in it, and at another ready to flee from it. 

Bricolage of everyday life is constructed of abundance of details and ways of us-
ing them. This can be visualized as a web-like structure, where the ways of using 
(links) connect the details (nodes) to each other in an endless tangle. In the web 
of everyday life, meaning is produced in the relationship of the various nodes 
and links. Waving one’s hand and smiling, or refusing to do so, does not bear 
much meaning as such, but walking past an old friend and choosing not to greet 
her is a powerful statement. Seemingly tiny acts can lead to divorces and mur-
ders because they refer to something that happened earlier, something a ran-
dom observer may not be aware of. 

 
 
 
 
 
 
 
 
 



 
 
 
 

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
  

 



The details of one’s life take place at different levels of importance, which or-
ganizes our experience. The most mundane things are often forgotten and may 
only be remembered in a situation of dysfunction. Still, they form an important 
basis of our day-to-day living. Meaningfulness of events can be seen as a line 
holding the most routine actions at one end and the most extraordinary ones at 
the other. We may easily remember an important work interview next week 
without making a calendar appointment, but may forget to buy salmon for din-
ner on our way home (Norman 2013, 108) The image below ponders these levels 
of importance: 

 

 

 

 
 
 
 



As a result of observing everyday life, I have developed two tinkering tools that 
aim specifically to make visible the details and relations of everyday life. 

Detail Bingo aims simply to train the sensitivity of one’s perception. It is not 
easy to really perceive familiar issues. By playing along with rules, set in this 
case by the bingo card, it is easier to reach child-like wonder and precision of 
perception. Detail Bingo is a tool for noticing the abundance of details in one’s 
environment. The idea is simple (to observe one’s surroundings and check a box 
in a bingo card when certain detail is perceived), but when used, the tool is sur-
prisingly eye-opening. It is focused on making visible the nodes the everyday life 
consists of. The version printed in these pages is about concrete things and ac-
tions, but it is possible to play the game with more conceptual details, found for 
example in speech and gestures. There are two modes of playing: stationary and 
moving. The main objective of this game is to practice perception, and perhaps 
also to bring ideas of producing new anomalies based on everyday details. The 
tool is inspired by Georges Perec’s book An Attempt at Exhausting a Place in 
Paris (1975), which I will write more about in Chapter 4.2. The moving version 
can be seen as an application of Situationist Dérive. The tool can be downloaded 
on the website https://everydayanomalies.com/bingo. In addition to these two 
versions, there are also blank cards that users can fill with details of their choos-
ing. 

 

  



 

 
 

 
The details always form combinations; they do not stay separate in the world. 
The Relation Generator aims to make these more or less random combina-
tions visible. It is a puzzle of randomly selected details and ways of using aiming 
to help to think about how the meaning changes merely by altering one or two 
aspects of a combination. There are two kinds of cards in the puzzle: one repre-
sents the “nodes” of everyday reality, concrete and abstract, minor and major 
objects; and the other represents the possible ways of using the adjectives by 
combining the substantives. The objective of this game is to offer possibilities to 
contemplate the endless network of our everyday life – how different objects 
affect each other and how we can affect their organizing. The puzzle can be 
played by randomly constructing a network of the cards, or by intentionally or-
ganizing (all or some of) the cards as desired. The cards contain a random vari-
ety of issues, trying to take on account many different possibilities. The tool can 
be downloaded on the website https://everydayanomalies.com/generator. 



  
 
 
 

 

 
 



While making sense of the everyday, I have found eight activity categories that 
the human life can be seen as consisting of. These categories are based on the 
physical and cultural features of our species. There can be various different cat-
egorizations of the areas of human life. This one is based on activities, problems 
that a person has to solve, for example, when she is settling into new circum-
stances after moving to a new city. The viewpoint is that of an individual who is 
living her life. During various phases of life, and between different individuals, 
differences certainly exist – for example, a super-rich heir may not work, or a 
hermit may not have any social contacts – but most of us cannot escape taking 
a stance to the following ingredients of everyday life: 

 
1. Eating 
2. Sleeping 
3. Dwelling 
4. Personal hygiene 
5. Social contacts 
6. Work 
7. Leisure 
8. Moving around 

 
The first four categories are life-maintaining physical necessities, while the oth-
ers can be seen more as culture-based issues. These basic functions can be real-
ized in countless ways, depending, for example, on the surrounding culture and 
the socio-economic condition of the subject. They can be analyzed as vehicles of 
different human needs, but here I am only interested in them as the basic ac-
tions breaking into myriad details and realizations, offering delicious points of 
departure for tinkering with the everyday. 

The concrete ways of realizing the basic acts form our current lifeworld. In the 
words of Berger and Luckmann (1991 [1966], 15.): “What is ‘real’ to a Tibetan 
monk may not be ‘real’ to an American businessman. The ‘knowledge’ of the 
criminal differs from the ‘knowledge’ of the criminologist.” Humans cannot eat 
everything. Cats, worms, and ants are perfectly suitable for human consump-
tion, but for some reason most of us prefer pigs and cows instead. There is also 
a vast range of different kinds of possible houses (ways of dwelling). In some 
subcultures of Finnish culture, for instance, having an apartment in an infa-
mous suburb could be considered marvelous, but in another subculture that 
would be an unbearable place to live – social suicide – and the standard level 
might be a huge house on the lakeside. Still, both of these ways of dwelling are 
“normal” in the culture compared to someone who lives permanently in a no-
mad-style tent, which would be considered as extraordinary. 

 
 
 
 

 



 

 
 

“What we need to question is bricks, concrete, glass, our table manners, our uten-
sils, our tools, the way we spend our time, our rhythms. To question that which 
seems to have ceased forever to astonish us. We live, true, we breathe, true; we 
walk, we open doors, we go down staircases, we sit at a table in order to eat, we 
lie down on a bed in order to sleep. How? Where? When? Why?” 
(Perec 2002 [1973], 178.) 

 
The activity categories are common to the lives of many people, but at the same 
time, there are tremendous differences between the living conditions of individ-
uals. These specific details can be scrutinized by posing questions to the com-
mon categories. Inspired by the quote above from Georges Perec, I think we can 
ask various questions concerning the qualities of the basic acts: what kind of, 
how, when, where, how much, with whom, made by whom, why? On the basis 
of the eight activity categories and eight questions I have developed a tinkering 
tool that aims to help to make visible the borders of “normal” and provide some 
possibilities for breaking them. 8x8x8 produces connections between details of 
life. Its name presents the eight activity categories of life, eight questions about 
the quality of the action, and eight randomly selected details. The objective of 
this tool is to visualize the border areas of “normal” in everyday life, and to find 
places for new anomalies. This tool produces connections like the Relation Gen-
erator, but in 8x8x8 the cultural and social norms are taken into consideration, 
which makes this tool more complicated. 

8x8x8 consists of 64 cardboard octahedrons, which are downloadable on the 
website https://everydayanomalies.com/8x8x8. The three-dimensional form is 



important because it visualizes how small can the limit between conventional 
and unconventional selections be, only a slight turn of a hand. The visual style 
of the octahedrons reminds of children’s playing blocks. The tool can be used by 
randomly building structures of the cubes, or by answering one question at a 
time by turning an octahedron to find an un/suitable answer to the eight ques-
tions. 

 
 

 
 



 

 
In this chapter, I discuss how I have been applying the concept of bricolage in 
the research process. When producing lifelike art in environments that are not 
demarcated for art, one inevitably affects the shared reality. For that reason, 
I call my working approach “reality tinkering”. The word “art” is burdened in 
the minds of many people outside the artworld. It seemed important to formu-
late a new concept because of the basic objective of the project, which is to en-
courage everybody to produce reality adjustments (creative acts that could be 
called art in some other context). 

Reality tinkering is based on the idea of life as bricolage. The ap-
proach is accessible to everybody because it does not demand 
any special skills or resources. By utilizing everyday anomalies, 
it operates along two different strategies, which aim to (1) cause 
interruptions into the flow of everyday life, or (2) help to 
sharpen one’s perception of everyday details by immersing one-
self in them. The reality tinkering approach has been developed 
and utilized during the working process of the artistic experi-
ments of this project. 

Hannah Higgins (2002, 63) described Fluxus in terms that 
also suit the reality tinkering approach: “To value prosaic mate-
rials and experiences seems to me to go some way toward an ap-
preciative (as opposed to cynical) and emphatetic (as opposed to 
alienated) cognitive model that maintains a critical relationship 
to the subject while remaining open to it as well. Fluxus in these 
terms offers tools with which to create a sense of belonging in 
the world.” Reality tinkering as an approach differs abruptly 
from the concept of the artist as a genius, who is the autonomous 
master of her artistic world, working with highly specific skills at 
the heart of an art institution, detached from the quotidian 
maintenance work. 



About the concept. The terms “reality tinkering” and “reality tinkerer” were 
chosen based on the discussion about the possible position of lifelike artist 
(Chapter 2.2). Because an exceptionally skilled professional artist cannot be the 
only actor in this kind of approach, I thought that a suitable counterpart could 
be a curious tinker(er), who likes to try out and monkey with various objects in 
the world, without formal qualifications. The word “tinkerer” is derived from 
“tinker”, a seller and repairer of pots and pans. Traditionally, tinkers traveled 
around, coming and going, trading their skills and goods. Because of the de-
tached position of a traveler, the tinkers were both disdained and fascinating. 
People needed them, but they were also anomalies that presented a potential 
threat to the local social system. They carried with them objects from distant 
places, which one could possibly buy if she was lucky enough. And, at least, they 
had their stories. The character of tinker(er) is the one of a craftsperson, trader, 
and vagabond – essentially paradoxical, like the working field of a contempo-
rary reality tinkerer. Contemporary tinkerers are amateurs, who concentrate 
their efforts on things they love; they have creative attitudes and believe that 
anything can be fixed with a packet of bubble gum. 

The “reality” part in the concept implies the possibility to concretely affect the 
world with one’s acts, which may sometimes be subtle but still full of meaning. 
Reality is flexible and blurry in many different ways. Myriad reasons cause our 
inability to clearly see the location of the shifting borderline between reality and 
fiction: consider, for example, the amount of metaphysical theories arguing 
about the nature of reality, the restrictions posed by human perception and cog-
nition, and the variety of images the media feed us. We can never know what 
really happened between two presidents or in a fallen airplane. We cannot even 
objectively know what happened in some situations we attended ourselves. Re-
ality is often set in contrast with concepts such as fiction (“contrived or imagi-
nary accounts”, fakery (“imitations, spurious pretenses, illusions, ‘magic’/slight 
of hand”), delusion (“mirages, ‘voices’”), pretence (“deceit, make-believe, seem-
ing, merely apparent”), ersatz (“synthetic, substitute”), and simulacra (“look-
alikes”) (Rescher 2010, 4–5). One leading motivation of this dissertation is to 
create curious things into our world, which could cause us to consider more of-
ten what is real in this post-truth era. I will discuss these questions more care-
fully in Chapter 7.1. 

The idea of everyday bricolage that I have utilized here owes a lot to the con-
cept of détournement, which is a technique introduced by the Situationist In-
ternational (SI). In détournement (= diversion, misappropriation), elements of 
different artworks, movies, scientific texts, or any other production of human 
cognition can be freely “stolen” and combined to form new connections. In the 
text “A User’s Guide to Détournement” published in 1956, Guy Debord and Gil 
J. Wolman presented three categories of detourned elements: minor and decep-
tive détournements and ultradétournement. Minor détournement takes place 
when the detourned element is not important in itself, but gets its meaning 
mainly from the new context it is brought into. An example could be an everyday 
object located in the wrong place; for instance, a paper clip hanging from the 



president’s glasses on top of her nose. Deceptive détournement takes an intrin-
sically significant element, whose scope is altered in the new context. For in-
stance, the agitated gestures of men discussing attacking and defending seem 
very serious, bringing to mind strategists planning war maneuvers, before one 
understands that the discussion is taking place in the context of an ice hockey 
match. The third category, ultradétournement, can be practiced in everyday so-
cial life, for instance by giving new meanings to gestures and words, or dressing 
in unconventionally combined clothing. This variety is clearly the nearest one to 
reality tinkering, although I consider the other ones to also be easy to apply into 
everyday materials and situations. In any case, I find it very amusing that this 
form of everyday détournement has been explicitly mentioned in the Situation-
ist guide. Debord and Wolman concluded that extensive detourned works usu-
ally combine minor and deceptive forms of détournement (Debord & Wolman 
1956). 

The Situationists had strong revolutionary and anti-capitalistic objectives in 
their work, which is not so much present in the project at hand. Naturally, I aim 
to criticize everyday life, but my practice is more about proposing questions than 
offering answers. Because of that, the straightforward political spirit included 
in the practice of détournement is not so important to me, although I utilize the 
method to set up my questions about the surrounding world. In his article Dé-
tournement, an Abusers Guide (2009), McKenzie Wark stated that, in détour-
nement, the important point is “the necessity for maintaining a distance to-
wards whatever has been turned into an official verity” (Wark 2008, 151). Dif-
ferences can be seen between the mindsets of détournement and bricolage. Bri-
colage has been introduced above as a constructive and optimistic approach, 
while the attitude behind détournement can be seen as disturbing and destruc-
tive. Nevertheless, one objective behind détournement is also located at the 
heart of this dissertation: the SI understood that everything we need for a better 
world exists already, and the most important question is: What use do we make 
of all this (Pyhtilä 2005, 66)? 

Tinkering with realities. Realities are complex constructions of emerging 
possibilities – sometimes more, sometimes less deliberately organized and 
managed. They unfold well by themselves, but their unique features can also be 
manipulated in many ways. This manipulation is referred to here as reality tink-
ering, which consists of various ways to actualize some of the myriad realities 
hovering within reach upon our highly normalized everyday life. The focus is on 
the fleeting moment, when one suddenly becomes confused in the middle of her 
ordinary tasks; encounters an anomaly in the predefined system of reality. 
These moments render visible the nodes of branching realities, revealing the 
multiplicity of possibilities dwelling in any given moment. 

For practical life, ignorance of the nature of reality is not a problem. We are 
perfectly capable of living our lives successfully without pondering ontological 
questions too much. As humans, we are also responsible for making up a huge 
amount of our reality by ourselves; we are the crafters of society, knowledge, 
practices. All this cultural weight causes an illusion of ‘normal’ to emerge from 
the familiar reality. For multiple reasons, our everyday reality is organized in 



one way instead of another, familiarity causing us to consider the nearest reality 
as “normal” or sometimes even “natural”, although it is as constructed as those 
social practices we see as “strange”. Every individual is an active builder of our 
shared reality; for example, in the way she interacts with other people, uses lan-
guage, cooking recipes, etc. We have the power to choose to act along dominant 
scripts or to modify them, more or less. This possibility is especially visible with 
children: parents and teachers have enormous power to affect the child’s 
worldview, her concept of “normal reality”. 

 
Background assumptions of reality tinkering: 

 
• Everyone is an active modifier of everyday reality already by living 

in it. “Reality tinkerer” is somebody who deliberately works towards 
interrupting the “normal” everyday reality. 

• Everyday reality does not have to be boring. Our lives sometimes be-
come so automatized that we are no longer able to see the marvels of 
everyday reality, but there is no reason to consider that temporary sit-
uation as the default condition of life. 

• There are an endless number of possible realities (cf. the discussion in 
the fields of quantum mechanics, psychology, sociology, philosophy, 
and art). It does not matter which theory one chooses to believe, if any. 
To renew the everyday reality, one does not need to be aware of theo-
ries, although they can provide a lot of inspiration. For reality tinker-
ers, the question of the ultimate nature of reality is not important. It is 
more important that we have possibilities to mold this reality/simula-
crum around us. 

• An everyday anomaly can make visible the possibilities that exist at 
a given moment. Using confusion as its tool, an anomaly simultane-
ously reveals different outcomes of a situation. All of the endless pos-
sibilities that hover over every action are invisible until an anomaly (an 
error that makes the observer pay attention) renders the hidden prob-
abilities visible. 

 
Giving Space. The main objective of the artistic experiments made in this pro-
ject is to steer our focus towards the wonders of our familiar environment. This 
endeavor can be achieved by finding an interested and respectful position to-
wards the already-gained, non-human, and inanimate. On one hand, the envi-
ronment of a person is seen as offering impulses for her (and thus existing for 
humans), but on the other hand, this helps the person to perceive things around 
her more attentively, and hopefully to appreciate them more. This can be un-
derstood as a reciprocal relation where various kinds of things can co-exist and 
still retain their different natures. The work is based on a post-humanist under-
standing that the quality of the existence of humans does not differ from the 
existence of other things (Bogost 2012, 8–9). 

 
 



 
Letting be 
How to let a horse be a horse, a stone a stone and still stay in touch with them? 
How not to alienate oneself from horses and stones and houseplants and people, 
but to co-exist with them? 
How not to desert oneself but to exist standing firmly on the ground, still taking 
others into account? 
(Oona Tikkaoja, Working Diary 28.11.2019) 

 
Humans inevitably interact with the world around them. This can be done 
mindfully or absent-mindedly, without questioning previous conventions. Tuija 
Kokkonen (2017) wrote about weak action, which is an ethical and time-sensi-
tive attitude for listening to weak signals in others and oneself. It includes giving 
space and time for others by practicing generosity. Weak action offers a gentle 
attitude towards time: it is about letting things open up and take their time. It 
is an embodied attitude because human beings are embedded in the environ-
ment as bodies. Weak action is sensitive for potential, aiming to notice and fos-
ter possibilities in the environment. In this approach, concrete action and po-
tentiality come near to each other (Kokkonen 2017, 85–89.) I find this attitude 
very useful as an ethical objective: if humans as a species would have listened 
more carefully to the environment during the last hundred years, our world 
might not be now at the threshold of eco-catastrophe. My personal history as an 
artist has been that of a stubborn actor who is totally in charge of her creations, 
but now I find the possibility of diminishing my own role as a useful strategy for 
the future. How can one be human in the world without always speaking too 
loud, on top of the voices of others? 

If we aim to see the ordinary as marvelous, we need to somehow perceive 
things differently, avoiding pre-classifying objects as boring without even look-
ing at them properly. The anomalies produced in this project are made on the 
basis of admitting agency to our everyday environment and the countless inan-
imate objects it is made of; how they can lure us to interaction or deny it from 
us. In addition to inanimate objects, I have included plants and animals in the 
selection of artistic experiments, because they can work as a bridge that helps 
me understand the agency and uniqueness of all kinds of objects/entities. It is a 
lot easier to allow agency to a living being than to an inanimate object. Non-
human beings are mysterious because they sense the world differently from us, 
and it is not possible to ask them to describe their experiences in a straightfor-
ward way (although it is possible to learn many things about animals if one 
knows something about their behavior). Other humans are walking mysteries 
as well, but it is easier to explain their experiences on the basis of one’s own; 
even though our guess may not be correct, we can be happy with the story. So, 
in order to understand and respect the complexity of every object, it would be 
useful to try to enlarge one’s area gradually: from other humans to horses, lilies, 
and 3D printers. I have developed an ethics of acting with domestic animals 
during 30 years of actively spending time with them, and now I aim to enlarge 
this attitude towards my artistic practice as a whole. Weak action comes near to 
this ethics: it aims to an interaction that takes account of all participants of a 



relationship. Although domestic animals live in the human-reigned world (city 
dogs, for instance) and, as such, have been dominated by people from the be-
ginning, we have a long-shared history of mutual influence on each other. I am 
aware of this position when living with my own dog, but at the same time there 
are lots of options for how the two living creatures can interact. I aim to treat 
my animals as representatives of other species with their own needs, which are 
different from mine. Trying to understand their behavior and to influence them 
with positive means rather than negative, giving time rather than acting in an 
overly demanding and fast mode. Dominating the animal with fear does not in-
terest me; instead, I lure it to interaction with time and consideration, by finding 
out what works with specific individuals. 

The practice of reality tinkering is all about connecting different concepts and 
objects in unconventional ways. It has more in common with cunning tactics 
than large spectacles because it wants to hide the origin of the adjustments 
made. Reality tinkering is an optimistic way of intervention, which borrows its 
materials and tools from everyday life, sharing the methods of life-bricolage. It 
has the following qualities: 

• Optimistic and experimental by definition, including the belief in the 
reality-changing value of one’s efforts. Destruction of one’s work could 
be easy and instant (compare the time and effort needed to grow a 
flower or to stomp on it), but the value of the process can never be 
taken away from the participants. The pieces can take any form – if 
they are material, they can be small in size and made of anything, 
which makes them cheap to implement and easy to transport. Natu-
rally, it is possible to use expensive materials or bigger sizes, but ex-
pensive, durable materials are not required (compared, for instance, 
to making permanent public sculptures), which makes it possible for 
everyone to tinker with reality adjustments. 

• Dialogical and letting go. A reality tinkerer can never fully control the 
process and future of the piece; she can only try to steer it into some 
direction. She must juggle with active and passive states in the process. 
The dialogue with the anomalies has to be sustained by avoiding taking 
an overly dominant position in relation to them, by understanding that 
the most important moment often happens only after the departure of 
the tinkerer. One of the adjustments made in this project involves 
growing home plants. I made cuttings of a plant and planted them into 
separate pots, thus making several independent plants. The plants 
would not exist without my activity, but at the same time it would not 
be possible for me to create living plants from scratch. The plants grow 
partly because of their own genetic structure and partly because of the 
care I give to them. 

• Unspectacular and anonymous. Reality tinkering consists often of 
simple, mundane acts, which may demand dedication and patience ra-
ther than special skills. The acts of production themselves may not ap-
pear inviting; they can be seen as dull “maintenance work” (cf. Mierle 



Laderman Ukeles 1969). Despite their humble origins, the experience 
of encountering a reality adjustment can be strong. 

 
Living Aesthetics. Everyday life is often experienced as instrumental mainte-
nance work. It is dull, repetitive, simple, and not worth paying too much atten-
tion to. Meaningful things are considered to happen outside of this field of rou-
tines: “I have to wash the dishes fast, in order to have time to go to a concert.” 
In the concert, we pay attention to every sound we hear because we know they 
all are meaningful and have their place in the entity of the composition. Back at 
home, we do not even notice many of the sounds surrounding us. We use a 
heightened mode of perception when attending art events (Doris 1998, 107), but 
we lead a large portion of our everyday life in an unmindful manner (for exam-
ple, Saito 2017, 24). 

Lifelike art has emerged from the field of art and, likewise, the approach of 
everyday aesthetics has developed from the aesthetics of art. Thomas Leddy 
viewed the aesthetic experiences offered by fine art and mundane life as points 
on the same continuum, rather than as separate domains (Leddy 2014, 38–39). 
A much-debated question in the field of everyday aesthetics is what separates 
the aesthetic experience from mere pleasure in everyday life. According to 
Thomas Leddy, an aesthetic experience must include the element of contempla-
tion, and the experience has to be heightened, even though any object or phe-
nomenon can be a source of aesthetic experience (Leddy 2014, 35). On the con-
trary, Yuriko Saito included in the everyday aesthetics the most ordinary aes-
thetic (=sense-based) interactions with the environment (Saito 2007, 212). She 
used the concept of “aesthetic” in a value-neutral, classificatory sense, not as an 
honorific concept referring to positive sensual features (Saito 2017, 27–28). 
Aesthetics has a powerful role in the world, given that everyday aesthetic judg-
ments affect our action, leading us to purchase certain commodities or to sup-
port political causes (Saito 2017, 41). 

The aesthetics of everyday life can be called “living aesthetics” or “aesthetics 
of living”. This approach has strong roots, especially in Eastern thinking, stem-
ming from Confucian/Taoist and Zen traditions (Yuedi & Carter 2014, vii–x). I 
think the concept of living aesthetics suits the artistic practices that aim to pro-
mote meaningful life (including reality tinkering), because they work with atti-
tudes and practices that are “alive”, in constant movement, and, as such, un-
ceasingly affect our living. Leddy wrote about aesthetics and happiness, claim-
ing that the importance of everyday aesthetics lies in its scope concerning whole 
lifestyles, ways of existing. By scrutinizing them, it is possible to bring to discus-
sion the selections that a good life is made of (Leddy 2014, 31). According to 
Leddy, “Everyday aestheticians are not just engaged in description or analysis 
of concepts, they are encouraging us to look at the world in a different way, to 
change the habits of perception” (Leddy 2014, 34). According to Yuriko Saito, 
the discourse of everyday aesthetics is dominated by the idea of aesthetic expe-
riences taking place in the process of defamiliarizing the ordinary. In addition 



to this, she offers another way to experience ordinariness aesthetically, by pay-
ing close attention to the ordinary instead of floating through it on autopilot 
(Saito 2017, 2–3). 

According to Yuriko Saito (2017), everyday aesthetics can take place as (1) de-
familiarization of the familiar or (2) perceiving the familiar as familiar. Defamil-
iarization can be experienced as refreshing, or as frightening alienation; when 
the familiar changes to unfamiliar, we are unable to use our previous knowledge 
to navigate (Saito 2017, 15). On the other hand, defamiliarization can be under-
stood as a prerequisite for aesthetic experience, because the routinized gaze 
does not see, but rather recognizes. Benefits are gained from cultivating aes-
thetic sensibility through defamiliarization: if we can see things around us more 
vividly, and thus appreciate them more, there might not be as strong a need to 
continually purchase new things (Saito 2017, 18). Another benefit can be seen 
in a situation where a person does not have power to change his surroundings, 
which is the case, for example, in war areas. By paying attention to the moments 
of pleasurable experience, one can retain the sense of resilience (Saito 2017, 19). 
It only takes the adoption of a sharper aesthetic sensibility to perceive aesthetic 
values in different issues of everyday life (Saito 2017, 15). Nevertheless, defamil-
iarization, or making special, cannot be the only form of everyday aesthetics. If 
everything would be made special, the specialness would disappear (Saito 2017, 
20). There lies a paradox in defamiliarization: “to experience and appreciate the 
everyday as something standing out is to negate the very everydayness that 
needs to be captured and appreciated” (Saito 2017, 21). As a solution, Saito of-
fers the possibility of having aesthetic experiences of familiar without framing 
them as extraordinary. Paying attention is required to reach any aesthetic expe-
rience, but being aware does not require the object of attention to be made 
strange. There are two sets of contrast present in the everyday aesthetic experi-
ence: (1) being attentive or on autopilot, and (2) experiencing the acts attended 
to as familiar or strange. When we are attentive, we may experience the objects 
and events in their everydayness or as strange, but in a mindless state the aes-
thetic experience cannot take place at all (Saito 2017, 24–25.) Although the eve-
ryday may be seen as boring humdrum, it is still experienced by our senses 
(Saito 2017, 27–28). It is important to notice that the familiar is not only boring, 
it is also safe (Saito 2017, 29). That is why, in my dissertation project, the inter-
ventions are subtle – too much strangeness can cause fear or discomfort. 

 
 
 
 
 
 



When making lifelike art in everyday environments, a reality tinkerer can cause 
two strategies of action: changing them from time to time, or sticking to the one 
that is most useful for her purposes and working style. These two strategies, 
which I have named as interruptive and immersive, are interlaced and some-
times not so easy to demerge. In any case, the strategies have recognizable char-
acteristics that I aim to track here by using, as examples, Mieko Shiomi’s event 
score series Spatial Poetry (1965–1975) and Georges Perec’s novels Species of 
Spaces (1974) and An Attempt at Exhausting a Place in Paris (1975). These art-
works focus on the details of everyday life and the meaning embedded in little 
things and events, aiming to see them aesthetically (valuable in itself) and poet-
ically (as something transformable), not just instrumentally. They aim to decon-
struct the unquestioning attitude we often have towards familiar issues by in-
vesting in the familiar instead of fleeing from it. Outside of the art field, there 
are many ways to invest in one’s everyday life. In this dissertation, I nevertheless 
leave out popular ways of decoration (such as interior design and fashion), alt-
hough those are undeniably methods of investing in everyday life by making it 
more aesthetically pleasing on the surface. Instead, I look for a more profound, 
mindful attitude towards the malleable world and the possibility of an aesthetic 
attitude in everyday life to change the experience of ourselves and our surround-
ings. 

Art can function in at least two ways to increase the sense of being present and 
be able to act in a familiar environment. By producing interruptions into the 
smooth surface of the familiar, it can make visible the normalized habits and 
structures that may be in need of transformation. An interruption can make a 
person contemplate the level of automatization of her life. By proposing a curi-
ous and appreciative attitude towards the everyday objects and surroundings 
as such, art can help us treat other people and the environment more mindfully 
(the strategy of immersing oneself in the seemingly insignificant). These strate-
gies are based on Yuriko Saito’s classification of two kinds of tendencies in eve-
ryday aesthetics: (1) the will to defamiliarize the familiar or (2) the will to ap-
preciate the familiar in itself (Saito 2017, 2–3). Both strategies take place in the 
everyday environments and work with human belief systems. Craig J. Saper 
called this kind of working sociopoetic: “The term sociopoetic describes the use 
of social situations or social networks as canvas” (Saper 2001, xiv & Saper 2012, 
5). I think this concept is very usable regarding the artistic practices discussed 
here, because their aim is to treat ordinary phenomena with creative attitude. 
In everyday life, we use a lot of energy to analyze social phenomena (for exam-
ple, “Why did she look at me so weirdly when she spoke to me?”), but are not 
always able to see the transformative possibilities and playful nuances that a 
more poetic attitude could enable (poetic understood here as poiesis, “as bring-
ing something from concealment into the full light and radiation of a created 
work”; Whitehead 2003). Finding a more poetic attitude towards the details of 
the everyday enables us to change its practices and/or to transform our experi-
ence of it. 



Both strategies utilize the technique of defamiliarization (or estrangement, al-
ienation, making strange), with a slightly different touch. Defamiliarization has 
been used in art in various ways; for example, Bertolt Brecht’s distancing effect 
(Verfremdungseffekt) aims to reveal the working of social processes by inter-
rupting the flow of the theatrical play, thus activating critical thinking in the 
spectators (Polgovsky Ezcurra 2012). By working in the reality of the play, this 
kind of distancing makes visible issues in our real world. It interrupts the flow 
of the play with strange elements: texts, songs, or speeches that aim to point out 
specific issues in the actions taking place in the play, and to prevent the specta-
tor from identifying oneself into the reality of the play. The aim is to estrange 
ideological thinking by utilizing shock effect (Polgovsky Ezcurra 2012). In eve-
ryday bricolage, there is no separate stage that would represent the world and 
thus work as a showcase of the world’s functioning. There is also not a certain 
(political) objective. Everyday bricolage can be seen to work in the reverse way 
to Brecht’s stage effect: the interruptions have to, as much as possible, conceal 
their “strangeness”, or the fact that they are made artificially, in the flow of or-
dinary in order to cause the effect of estrangement. 

On the practical level, I find more helpful the concept of ostranenie, which was 
coined by the Russian literary theorist Viktor Shklovsky in his essay Art as De-
vice (1917–1919). He developed the concept during his long career, focusing on 
different aspects of it at different times (Berlina 2016). Forty years after the first 
essay, in 1966, Shklovsky wrote an article entitled The Renewal of a Concept 
criticizing his original theory (Robinson 2008, 89). In The Art as Device (by the 
translation in the book Viktor Shklovsky, a Reader, edited and translated by Al-
exandra Berlina 2016), Shklovsky described the packaging process that happens 
to things perceived in an automatized everyday mode. We do not perceive fa-
miliar things in their multiplicity and depth, but merely as signs of themselves. 
“This is how life becomes nothing and disappears. Automatization eats up 
things, clothes, furniture, your wife and the fear of war” (Shklovsky 1917/1919). 
The aim of ostranenie is to help to perceive things clearly, rather than plainly 
registering them habitually – to see them anew rather than simply identify them 
again. According to Shklovsky, this is the goal of art: by making things compli-
cated (for example, by using poetic language or describing things instead of 
plainly naming them) it helps us to stop and prolong the moment of perception 
(Shklovsky 1917/19). 

Ostranenie could take place inside an artwork (for example, in the form of dif-
ficult language), but also in extraliterary form, in the world. This makes es-
trangement a device that mediates art and life (Berlina 2016) and, as such, suit-
able to my work here. From 1920 onwards, the Russian Formalists were accused 
of broadening the gap between art and life with their unhistorical and apolitical 
approach (Vatulescu 2006, 37). On the other hand, estrangement has been seen 
as an ethical practice, aiming to make our perception of the world more apt (Vat-
ulescu 2006, 37). According to Oushakine (2019, 98), there can be seen “new 
materialist” spirit in Shklovsky’s (and other Formalists’) thinking, almost 100 
years before posthumanist philosophy came into fashion. Estrangement makes 
it possible to see the complexity of the objects in the world, to move between the 



systems of representations and material (Oushakine 2019, 100). Shklovsky 
aimed to recover “the sense of life by recovering the sense of a thing” (Oushakine 
2019, 103). Robinson criticized Shklovsky’s theory for considering the automa-
tizing and estranging experiences as being similar for everyone (Robinson 
2008, 110), which is certainly not the case. This, naturally, makes it more diffi-
cult to make art with the estrangement effect, because certain solutions will 
work only to certain audience groups. Robinson (2008, 97) pointed out how 
confusing the use of the terms “alienation” and “estrangement” is. They can be 
used to refer to two opposite things: the passive feeling of isolation from society 
and work (Marxist alienation), or the artistic act of alienation, which aims to 
cause “dealienation” in one’s relation with the world, “to render things more 
alien and strange in order to push audiences to break out of their alienated and 
estranged state” (Robinson 2008, 97). By adding some strangeness in a life that 
is too conventionalized, the sensation of living can be restored (Robinson 2008, 
100). On the other hand, too much defamiliarization can cause a person to feel 
alienated if she is not able to use her previous knowledge for making sense of 
the world (Saito 2017, 15). Estrangement is a mindset that a reality tinkerer 
must utilize in one way or other, because the aim is to try to see the marvelous 
hiding in the ordinary. 

An approach in social psychology, symbolic interactionism, understands the 
production of social reality as an endless negotiation between different partici-
pants. Society is “enacted in momentary, situational encounters among hu-
mans” (O’Brien 2017, 28). It is based on stable patterns of interaction, which are 
simultaneously powerful and fragile, depending on the amount of participants 
deciding to support or revoke them (O’Brien 2017, 28). When a reality tinkerer 
utilizes the interruptive strategy, she intentionally aims to play with these be-
havioral patterns, or with the order of objects around us we consider “normal”. 

Encountering interruptive art in the everyday is always unpredictable. The 
participant cannot choose whether or not to get involved with the piece, whose 
time and place of happening cannot be known beforehand. It is an effective and 
often emotion-evoking way of steering people’s attention to certain issues. The 
interruptive strategy has four characteristics: 

• The aim of defamiliarizing the familiar by altering it 
• The invisibility of the art status of the produced act or object 
• Outwards-oriented nature 
• The role of the artist as a planner and enabler of the situations 

 
The defamiliarization method can vary greatly, but the seeming absence of art 
in the situation is vital in order to make the defamiliarization act effective. The 
effects of interruptive work are always aimed towards somebody other than the 
artist. A piece can be seen as an activated trap into which the artist lures the 
people. The piece is designed to awaken others from their routines, and the art-
ist’s skill has been used to set up the scene. Some pieces function at the same 



time in interruptive and immersive modes, which is the case with many per-
formative Fluxus events organized in public places. An individual may be im-
mersed in meditative action she is doing, and simultaneously her slightly weird 
behavior can evoke questions in the minds of passers-by. 

Augusto Boal’s Invisible Theatre method is an efficient way of breaking up the 
unquestioned attitudes. It creates sub-realities by mixing up selected aspects of 
life and investigating the results: “Invisible Theatre is not realism; it is reality” 
(Boal 2005, 286). According to Boal, an invisible performance should be about 
“an issue of burning importance” (Boal 2005, 277). The actors rehearse and play 
their roles with similar dedication as they would have in a traditional theatre, 
but the play is performed to an audience that does not recognize itself as one, in 
a place that is not a theatre, such as a street, restaurant, or shopping center (Boal 
2005, 277). The “audience” is invited to participate by showing dramatic social 
events that many of us feel a need to interrupt. If the events happened on a the-
atre stage, the effect would not be nearly as strong because the audience would 
know the issues are not “real”. The audience should always remain ignorant of 
the fact that the event they participated in was a theatre play (Boal 2005, 287). 
If they were be told that the situation was only “play” they might feel betrayed 
and even less willing to interrupt oppressive situations in the future, which is 
not the objective. Boal has a strong political agenda in his Theatre of the Op-
pressed approach, which steers the issues concerned in the pieces towards ma-
jor social questions; of course, interruptive art can also work with less dramatic 
topics. Fluxus is a good example of an approach that explores social practices 
with often moderate performative works. The Fluxus event-score offers possi-
bilities to scrutinize the degrees of freedom of an individual in the society (Stiles 
1993, 65), often by very minimalistic exercises of “doing wrong”. 

The interruptions do not have to be performances. They can also be peculiar 
objects left in surprising places (for example, knitting graffiti and some other 
forms of street art based on the Situationist idea of détournement, a technique 
for altering and connecting visual elements of the capitalist society in order to 
create art with revolutionary objectives; Pyhtilä 2005, 63). Invisibility of the art 
status makes it easy to provoke the audience. The amount and direction of the 
desired reaction may vary from the practical proposals of activist art to subtle, 
perhaps humoristic, challenging of the accustomed ways of thinking. It is far too 
easy, and also very common, to avoid the contents of art by saying: “it’s just a 
painting, it does not concern me”. That is why I see it important to avoid the “art 
gaze” that takes effect immediately when we recognize an object as a piece of 
art. Through the art gaze, we treat the object merely as an artwork. Life, like art, 
has wider means to engage the viewer when, for example, questions about the 
conceptual and physical context and nature of the object have been left open. 



The immersive strategy for rendering visible the familiar has the following as-
pects: 

• The work is often made by closely investigating a familiar phenome-
non. In this process, the ordinary can become defamiliarized (con-
sider, for example, the estrangement effect accomplished by repeating 
aloud a simple word), but defamiliarization may not be the main ob-
jective of the work. 

• The working process is inward-oriented. The aim is to affect the per-
ception and cognition of the artist conducting the work. Other people 
can become inspired by the practice by reading a report or watching a 
documentary about it, but at the moment of working the audience is 
not especially activated. For example, Situationist dérive is a method 
of investigating one’s surroundings alone or in small groups (Pyhtilä 
2005, 53–55). There is no audience present, but Situationist writings 
may encourage others to pursue similar kinds of experiences on their 
own. 

• The making process of the work is often not as visible as in the inter-
ruptive strategy, but it does not need to be invisible art to deliver its 
point. The product can be published as art, research, etc. For example, 
I understand Perec’s investigations at the moment he was writing in 
his notebook in a café more as an internal endeavor, but they have been 
transformed into shared knowledge under the label of art, as published 
books. 

• The artist applies her skills straight into the act of living. She is trying 
to transform her own understanding of life instead of orchestrating sit-
uations for other people, which is the operating principle of the inter-
ruptive pieces. The effect of defamiliarization is gained without inter-
ruption, by aiming to see the familiar issues anew; for example, by fol-
lowing pre-set rules. Often, we do not really perceive the familiar 
things around us, but only remember them as shapes, which means it 
is not easy to estrange the familiar without specific methods. Useful 
methods could be assignments, rules, or restrictions given to oneself, 
as in the pieces of Fluxus or Perec (of which I have produced my own 
versions in the form of a Bingo chart, cf. Chapter 3.3). 



“Open something which is closed. Please describe to me how you did it and what 
happened by your performance. Your reports will be recorded on the world map.” 
(Mieko Shiomi, Disappearing Event, Spatial Poem no.5, 1972, MOMA Post 2013) 
 

“I opened a bottle of mineral water with a bottle opener. I saw the ocean 
of Marseille inside the bottle. 

  New York 4 pm Aug. 4, 1972” 
  (Report by Shigeko Kubota, MOMA Post 2013) 
 
“I opened my ice. My ice had little white light bulbs in the back. 
New York July 11, 1972.” 
(Report by Ray Johnson, MOMA Post 2013) 

 
Mieko Shiomi’s Spatial Poems is a series of nine event scores produced in affil-
iation with the Fluxus network between 1965 and 1975. The artist sent invita-
tions to action (like the one above) to artists and friends around the world and 
asked them to send her back reports of the implementations. A booklet pub-
lished in 1975 documented some of the answers she received (MOMA Post 
2013). Shiomi was working with action music, later action poem, at the moment 
she learned about the Fluxus artists and their concept of the event-score (El-
ligott & Shiomi 2013). 

Spatial Poems is special in its global and network-based nature, considering 
that it was made well before the Internet era (although mail-art was a widely 
employed form of the Flux-art). The global aspect brings forth the similari-
ties/differences of the ideas that people might have around the globe. The piece 
lasted for a long period and accurately visualized the dialogical nature of the 
event-score, documenting a wide selection of implementations. The instruc-
tional scores of Spatial Poems are simple requests: to make a wind, to drop 
something, to open something, to pay attention to one’s orientation, or to listen 
to the surrounding sounds at a certain date and point in time (MOMA Post 
2013). The instructions allow plenty of freedom for the implementer to use her 
own imagination. 

Event-scores focus on the relationship between contemplation and bodily ac-
tivity (Stiles 1993, 67). Their relation between the material world and a person’s 
inner world is interesting: a score needing a huge amount of organization, 
props, and people can be imagined without involving any effort, time, or mate-
rial and, as such, can reveal its intellectual content to the reader, maybe even 
better than if experienced as materialized (more about the event-score form in 
Chapter 6.2). A score can function along both strategies, interruptive and im-
mersive: as a meditation and/or disruptive performance. It is possible to imple-
ment all the events of the Spatial Poems quietly or to make a dramatic scene. 
Some of the scores mention “… either performance or spontaneous …”, which 
illustrates beautifully the two different strategies: investigating everyday life as 
such, or making a performance embedded in it. Shiomi’s work is an excellent 
example of a possible method for paying attention to ordinary details by inviting 
people to engage in performative interaction with them. Spatial Poems has 



many layers, and at least three different audiences in its various phases: the first 
audience was formed of the participants receiving the invitations, and another 
one, tiny or large, of those who were present at the actual events. The third au-
dience is the one reading the publication, maybe more than 40 years later, like 
me. 

The essence of event-score or action poem is located in the crossroads of per-
formance, music and poetry. Similar kinds of ideas can also be found in litera-
ture (where the use of instructions may not aim to encourage the reader to ac-
tually implement the proposals, but to think about them). Georges Perec, the 
French writer, gives the readers event-score-like instructions or ideas in his 
book Species of Spaces (1974). For example, “Things we ought to do systemati-
cally, from time to time: […] notice how unfamiliar things may come to seem as 
a result of taking staircase B instead of staircase A, or of going up to the fifth 
floor when you live on the second ” (Perec 2008 [1974], 44). One instruction 
even bears similarity to one of Shiomi’s pieces. Shiomi requested the partici-
pants to pay attention at their orientation and position at a given moment 
(“Around the time listed below what kind of direction are you moving or facing 
toward?”), while Perec invited the reader to “[I]nterrogate yourself at some pre-
cise moment of the day about the positions occupied by some of your friends, in 
relation both to one another and to yourself” (Perec 2008 [1974], 84–85.) Tania 
Ørum saw similarities in the practices of Perec and Fluxus in their dialectic re-
lations between “formal rules and spontaneous actions, between chance and de-
termination, between the private and the social, and between everyday objects 
and occurrences as against the artistic singularity of a performance or a book or 
sculpture which to the public may often seem very far from the ordinary, if not 
distinctly odd” (Ørum 2006, 324). 

Perec’s work consists of experiments of perceiving reality anew and question-
ing it. He is interested in the infra-ordinary (which is his own concept, the op-
posite of extraordinary), seeing more importance in paying attention to the con-
tinuing life conditions instead of the extraordinary, shocking front-page acci-
dents the newspapers celebrate with: “what is scandalous isn’t the pit explosion, 
it’s working in coalmines” (Perec 1973). Interestingly, Perec continued that 
“This is no longer even conditioning, it’s anaesthesia. We sleep through our lives 
in a dreamless sleep” (Perec 1973). Aesthetics (in the meaning of being sensi-
tive) can be seen as the opposite of anaesthesia (muting the senses). This is an 
interesting way to explain why contemplative aesthetic attitude can be seen as a 
fruitful way of being more present in one’s life and the choices one makes. 

In the book An Attempt at Exhausting a Place in Paris (1975), Perec strived to 
record everything he perceived during three days spent around the Place Saint-
Sulpice in Paris. The experiment was conducted in October 1974. Although the 
task may seem simple at first, it beautifully reveals the limitations of human 
perception and categorization (Highmore 2017, 2). In the book, Perec often 
mentioned how he has missed something (for example, vanishing of cars that 
were parked in front of him just a minute ago), or how difficult it is to choose 
what to focus on, even though the task was clearly framed; to pay attention to 



everything normally left unnoticed (at the beginning he leaves out all the “im-
portant” targets, such as churches and sculptures). The experiment shows that 
it is not possible to notice everything taking place in front of oneself, regardless 
of how hard one tries. 

Perec regularly utilized systems, patterns, lists and categorizations in his 
work. These rules help to fade out the learned preferences and habits of the per-
ceiving person and increase the possibility of seeing the alternative realities be-
hind these restrictions (Ørum 2006, 325–326). Classification is one of the main 
tools we humans use for making sense of our reality. Most of the categories are 
established automatically and unconsciously, based on the previous experiences 
of acting in the world. We can learn new categories consciously, but it is impos-
sible to have full control of the system. This is why Perec’s attempts to decrease 
the preferences of the observing person are so important in order to reach the 
infra-ordinary, even though we can never totally get rid of our habitual patterns. 

According to Ben Highmore, Perec’s work concentrates on the relationship 
“between the particular and the general, or the detail and the totality” (High-
more 2017, 14). How can we know what is important when we do not have any 
specific method (scientific or artistic) for seeing the reality, only an array of “re-
alisms” with their various viewpoints and agendas? Our understanding of what 
is important is a result of our social habits and political selections, but how can 
we be sure that the hierarchy is exactly correct at the moment? What could fo-
cusing on the insignificant reveal about our reality (Highmore 2017, 1)? By mak-
ing visible the insignificant details, it is possible to articulate social behavior as 
an emergent system (Highmore 2017, 12–13). Perec’s approach helps to ques-
tion and remember the malleable nature of the already-marked-as-significant 
(Highmore 2017, 14). Reality is inexhaustible of details, which is beautifully 
shown in Perec’s work. Details are often considered as unimportant when mak-
ing big decisions. On the other hand, we do not have anything other than the 
details, and the exact ways they are materialized by humans or other actors. Two 
actions of the same type, such as visiting a relative, can vary tremendously in 
the quality of details: are the face expressions tight or relaxed? Are the topics of 
conversation important or shallow? Is the coffee good or not? The whole mean-
ing of the visit is determined by these details: an obligatory check-out call has a 
totally different meaning than a warm moment of reunion. It is not easy to per-
ceive the familiar details or know what to do with the abundance of them. Many 
of the meanings are rooted in our subconscious where we cannot reach them as 
such, only as vague shadows, positive or negative feelings about different phe-
nomena. Perec’s and Shiomi’s work show that it is still worth trying, because 
otherwise we would be more ignorant and lost in the world. 



 

Chapter 5 focuses on the phenomenon of surprising 
anomalous occurrences. First, I will briefly intro-
duce some psychological features that enable 
anomalous experiences and discuss the improvised 
response we have to resort to in surprising situa-
tions. In this work, my focus is not on the psycho-
logical analysis of anomalous experiences as such, 
but in appreciating the possibilities of thought they 
provide. However, because I later aim to use anom-
alous occurrences as a basis for creating intentional 
anomalous acts, it is useful to understand, even su-
perficially, something of the phenomena that make 
the anomalous occurrences possible. For that rea-
son, I consider a brief overview as sufficient for the 
purposes of this work. After this theoretical over-
view, I will provide an analysis of anomalous oc-
currences collected into the Everyday Anomaly Ar-
chive during this research project.  

An anomalous experience needs a familiar background to emerge. In a totally 
strange environment, it would not be possible to spot any small inconsistencies 
in the middle of all the weirdness. In the familiar environment, however, human 
brains tend to switch on habitual, non-reflective behavior that prevents us from 
perceiving small details around us. An anomaly is born out of perceptual or cog-
nitive mistakes, which are confusing enough to stop us and captivate our atten-
tion. Therefore, paradoxically, habitual and unconscious processes at the same 
time enable the experience of anomaly and hinder us from noticing at least the 
subtlest of them. 

 
 
 



“It’s so tempting to try to sort out the whole world by a single code; to find a uni-
versal law ruling over all phenomena; two hemispheres, five continents, mascu-
line and feminine, animal and vegetable, singular and plural, left and right, four 
seasons, five senses, six vowels, seven days, twelve months, twenty-six letters. 
 
Unfortunately it doesn’t work, it’s never even had the slightest hope of working, 
it will never work. That won’t prevent people carrying on for many more years 
trying to categorize this or that animal according to whether it has an even num-
ber of toes or hollow horns.” 
(Perec 2009 [1985], 121) 
 

Classification as a human trait. Humans perceive the world around them selec-
tively according to classification schemas (O’Brien 2017, 19). Every living being 
must categorize in order to distinguish edible vegetation from poisonous and 
friends from foes. Over time, human beings have evolved to categorize, and it 
happens mainly as an unconscious process. Most of the categories are estab-
lished automatically and unconsciously, based on the experiences of acting in 
the world. We can learn new categories consciously, but it is impossible to have 
full control of the system. The categories do not exist in the world as given, but 
we, as a certain kind of embodied beings, make them up (Lakoff & Johnson 
1999, 17–22). 

It is important to understand how much our previously learned schemas affect 
our perception. Jodi O’Brien wrote about a study in which people were shown a 
film of a woman and man having dinner. Half of the participants of the research 
were told that the woman is a librarian, the other half that she is a waitress. 
When the participants were later asked questions about the film, they recalled 
things that matched their schemas about people of these vocations. They also 
“remembered” things that affirmed their previous schemas, even though those 
did not actually take place in the film (for instance, that the waitress ate a ham-
burger and the librarian a roast beef. In the film she ate neither of these things) 
(O’Brien 2017, 27). This shows that “perception is influenced by social catego-
ries and is constructive as well as interpretive process” (O’Brien 2017, 27). Acti-
vated stereotypes not only affect our judgements about others, but mold our be-
havior and make self-fulfilling prophecies possible; for instance, making us un-
consciously behave rudely towards a person who belongs to a social group we 
have a negative stereotype of, causing her mere response to our behavior to af-
firm our prejudice (Bargh, Chen, & Burrows 1996, 236.) For example, if we des-
pise certain type of people and treat them unkindly, it is quite probable that they 
will not offer their kindest behavior towards us. 

Categorization often makes our lives easier, helping us switch on correct be-
havior based on previously learned scripts (O’Brien 2017, 90). On the other 
hand, it may cause us to stroll through our lives with a mindless attitude. Ellen 
Langer listed three phenomena that cause us to behave in a mindless manner: 
entrapment by category, automatic behavior, and acting from a single per-
spective (Langer 2017 [1990], 111). We can become entrapped in categories if 



we follow them too rigidly and do not question them. We can conduct surpris-
ingly complex tasks (such as reading or writing) automatically while doing 
something else, or have such a strong idea of a proper solution in our mind that 
we are not able to see the other possibilities (Langer 1990, 110–114.) The inter-
ruptive anomalies work exactly on the basis of breaking categories, of which 
O’Brien gives a good example: 

 
“When you enter a classroom, for example, the category classroom implies a par-
ticular set of behaviors and expectations. You fall into a behavioral response that 
is routine, or mindless. However, if you entered what you thought was a class-
room and heard music and saw people drinking and dancing, your mind would 
be triggered into a more aware, or mindful state, and you would begin searching 
for additional cues to make sense of the situation.” 
(O’Brien 2017, 90) 

 
Classification as a craft. In addition to unconscious classification, humans 
tend to intentionally make classification systems, which perhaps reflects our 
will to organize things and make sense of them. Bowker and Star (1999) defined 
classification as “a spatial, temporal, or spatio-temporal segmentation of the 
world” (Bowker & Star 1999, 10). A classification system includes the following 
properties: 

• It has a classificatory principle, which can be based, for instance, on 
the genealogy of the item, or temporal or functional order. For exam-
ple, classification of people living in a certain area can be based on 
principles of the alphabetical order of their surnames (a phone book is 
useful when wanting to find a certain person), the date they moved into 
the area (useful when researching a community), or the functional 
principle of their professions (useful when requiring a carpenter 
nearby). 

• The categories aim to be mutually exclusive, although achieving this is 
often problematic (Bowker & Star 1999, 10–11), remembering that the 
categories are human-made, not naturally existing (Bowker & Star 
1999, 131). Classifications aim to clarity, according to which a certain 
item should exist in only one slot in the system. This can sometimes be 
quite straightforward with simple classificatory principles: all the 
names beginning with A go into category A. When the system gets 
more complicated there may be more than one possible location for an 
item. 

• The system should be complete, having a place for every item in its 
area. In reality, after studying classifications and standards, Bowker 
and Star concluded that “no real-world working classification system 
that we have looked at meets these ‘simple’ requirements and we doubt 
that any ever could” (Bowker & Star 1999, 10–12) 

 
 
 



The un/natural that emerges from classification. A naturalized object is 
something that is no longer seen as strange in a society: its locality (that it can 
mean different things for other communities) has been forgotten over time. Ob-
jects have their trajectory of naturalization in a community. An object will gain 
invisibility via active practice and its place in the community is no longer ques-
tioned (Bowker & Star 1999, 299). Monsters are objects that do not fit in the 
categories. They are “unnatural” when they break up the naturalized order or 
refuse to be naturalized (Bowker & Star 1999, 304). Human classifications try 
to offer mutually exclusive classes, but monsters combine the features of these 
classes in ways that prohibit them from fitting in any of them. 

 
“Anomalies or interruptions, the cause of contingency, come when some person 
or object from outside the world at hand interrupts the flow of expectations. [...] 
Monsters arise when legitimacy of that multiplicity is denied. Our residual cate-
gories in that case become clogged and bloated.” 
(Bowker & Star 1999, 311) 

 
Why is it important to unsettle the everyday classification systems, even a little? 
One reason is that life might be more fun if we weren’t so tightly trapped in cat-
egories we learned years ago. Even more important is the ethical aspect of both 
unconscious and conscious forms of classification: “Each standard and each cat-
egory valorizes some point of view and silences another. This is not inherently a 
bad thing – indeed it is inescapable. But it is an ethical choice, and as such it is 
dangerous - not bad, but dangerous” (Bowker & Star 1999, 5–6). Our default 
assumptions often include and strengthen the cultural hierarchies of normal 
and desirable (O’Brien 2017, 92), which might be avoided if we were more mind-
ful when encountering people and other beings, seeing them as individuals in-
stead of stereotypical examples of their group. Classification packs information 
up and, in the process, observations are concerned more as signs of a larger 
group than features of singular individuals. If this kind of attitude towards the 
world grows too strong, everything looks like a surface without depth. The depth 
can be seen when understanding the singularity of an object/person one is en-
countering: for instance, a person wearing a police uniform is not only a sign 
that the person is in the police force, but at the same time a full individual with 
highly complex history and psychology. Everyday anomalies are able to desta-
bilize the idea of classification because they take place exactly in between the 
world and our classification system. 

Breaking the familiar order can be uncanny, which was first discussed as a 
concept in the early 20th century by Ernst Jentsch (1906) and Sigmund Freud 
(1919) (Darveau 2013, 39). The concept gained popularity and was elaborated 
further in the 1970–1980s (Masschelein 2011, 4) when it became a “travelling 
concept” utilized in multiple disciplines (Masschelein 2011, 131). The German 
word unheimlich (un-homely) implies that a person experiencing an uncanny 
occurrence is not ‘at home’ in the situation (Jentsch 1997 [1906]). As an exam-
ple, Jentsch brings forth the uncanny feeling dolls often cause because of the 
doubt they cause between living and lifeless objects (Jentsch 1997 [1906]). This 
feeling was depicted in a striking manner in a scene in the movie Blade Runner 



(1982), where an apartment was occupied by a human, human-like robots, and 
more clumsy automata characters. The feeling of uncanny is not only frighten-
ing, but “frightening which leads back to what is known of old and long familiar” 
(Freud 1919). Freud proposed various reasons for the uncanny feeling: phenom-
enon of the double: two characters of a story sharing similarities, mirrors, shad-
ows, and spirits. Recurrence of the same situation and unintended repetition 
take place, for instance, when walking in a forest or a city and arriving at the 
same place again and again, or improbable recurring actions. 

 
My former husband who did not have much entrepreneurial spirit planned to 
open a record store. One night, we played Monopoly after he came back from the 
entrepreneur course he was taking. For various game events, he had to stop al-
most ten times in a row in a square with the text: pay a tax of 4000 euros. At the 
last time he got past the square, but had to take an Incidence card which in-
structed him to go three steps back, into this same square which takes the player’s 
money. We both had an uncanny feeling of this being a warning not to open the 
shop. Two or three stops in a row would have been acceptable, but almost ten was 
uncanny. Eventually, for multiple reasons, he did not open a record store. 

 
Also, wishes coming true can cause an uncanny feeling, especially if one has 
wished something negative on someone else that then takes place (Freud 1919). 
The experience of uncanny is close to the moment of confusion anomalies pro-
voke. One could say that some of the anomalies provoke uncanny feelings, but 
some evoke different kinds of confusion, which does not have a frightening un-
dertone. 

I was escorting my son to school. When I left him in the school yard and was about 
to say, “have a nice day” I said to him: “good night”. My mind was already some-
where else, and the situation was similar enough to the one in the evening when 
the child was going to bed: we would part for a while and I could concentrate on 
my own work. 
(An anomaly from the Everyday Anomaly Archive) 

 
Anomalous experiences are often born from errors made in un- or semi-con-
scious mode, which means that many of the stories of anomalous occurrences 
are also stories of everyday slips and lapses. These can often cause interruption, 
but the moment of confusion (which I call everyday anomaly) happens slightly 
later, at the moment the person notices the error. Errors made in automatic or 
unconscious mode are often weird or fun compared to errors based on, for ex-
ample, a lack of knowledge. Habits are packed-up behavior sets that we can of-
ten employ automatically. We sometimes switch on certain habitual procedures 
in a wrong context, which causes interesting anomalies. 

Automatic behavior. The amount of information we perceive at any given 
moment is not comparable with our conscious processing speed (Dijksterhuis & 
Aarts & Smith 2005, 82). Subliminal information is perception that is caught by 



our senses but fails to reach the consciousness. A stimulus may not reach con-
sciousness if it is very brief, or if little attention is paid to it (Dijksterhuis & Aarts 
& Smith 2005, 80–81). Our brains do not care whether information is received 
subliminally or supraliminally. Activating certain mental representations 
launches certain psychological processes, but the means of activation (sublimi-
nal or supraliminal) is not important (Dijksterhuis & Aarts & Smith 2005, 86–
87). Something has to happen to all the information that never reaches con-
sciousness. For many, a familiar situation is to suddenly find yourself humming 
a melody after visiting a grocery store, ignorant of how it got into your head, 
before someone else notes that the piece was playing over the store loudspeak-
ers. Because these small things happen all the time, the basis of our “independ-
ent” – conscious reasoning – is also heavily influenced by the information gath-
ered by subliminal perception, because, by definition, we cannot have “experi-
ences or memories of being nonconsciously influenced” (Bargh & Chartland 
1999, 462). Subliminal information offers places for anomalous experiences, 
when we acquire information without being aware, and suddenly stop to reflect 
how we do that. Automatic behavior has its advantages, for example in preserv-
ing information, as illustrated in the following story: 

 
If somebody asked me if I remembered the exact time it takes for our apartment 
house front door pump to close the door after it has been opened, I would laugh 
and say: “of course not”. One day, a new automatic door system was installed in 
our house. With the automatic pumps, closing the door took a little bit longer 
than previously. I have two eager dogs, and when walking with them in public 
places I want to keep a distance from people, respecting that everybody does not 
like dogs, and especially the overly affectionate greetings by my pooches. For that 
reason, I pay more attention to the other people moving in the lobby and elevator 
of our apartment house when I have my dogs with me than when I am alone. 
When the automatic door was new, I found myself thinking a couple of times that 
someone had come in from the front door behind me while I was waiting for the 
elevator. When I looked to the door, there was nobody. The slower pace of the 
door closing had earlier meant that somebody had grabbed the door when it was 
closing. Now it was only the normal time the automatic door took to close, but my 
unconscious was not yet aware of the difference. 

 
Most people have experiences of action lapses caused by activation of wrong ha-
bitual behavior: accidentally driving to work when you were about to go to some 
less frequently visited destination or trying to open the office door with a home 
key (Leber & Egeth 2006, 568). Habits are goal-oriented activity sets launched 
by the presence of the goal or suitable environment, with the most familiar ones 
being the strongest (Aarts & Dijksterhuis 2000a, 54). This description goes to-
gether well with the new materialist ideas of the world as an actor affecting hu-
mans. We may find ourselves talking to our companions in a low voice for no 
particular reason. Something in the environment may have switched on our ha-
bitual normative behavior connected with being quiet (such as in a library or 
church). Habitual behavior can override a conscious decision, if an interruption 
emerges: although one may plan to act differently than usual, she may suddenly 



find herself doing her habitual acts if she was interrupted or at a mentally de-
manding situation at the crucial moment of selecting the way of implementing 
a certain task (Aarts & Dijksterhuis 2000b, 76–80). 

 
I had had a car with automatic gear for 1.5 years. I had driven manual for most of 
my life and, at the beginning, my left foot was doing its own dance when it habit-
ually tried to use the clutch. This had, nevertheless, ended already a long time 
ago. Once I was driving along a narrow dirt road and saw a truck coming fast 
towards me. Luckily, there was a crossroads and I quickly decided to pull over so 
that there would be enough space for the truck to pass. It was not an emergency 
situation, but still a quick decision. When I stopped the car, I noticed my left foot 
trying to press the clutch, after many years. 

 
Slips and lapses. Donald Norman defined human error as 
“any deviance from ‘appropriate’ behavior” (Norman 2013, 
170). Norman and James Reason made a classification of hu-
man errors, which I am interested in here to the extent that 
errors produce anomalous experiences. In this classification, 
slips are errors that take place when one is intending to do one 
thing, but ends up doing something else. They often occur 
when the attention to the task is reduced. The slips come in 
two major varieties: action-based or memory-lapse. In an ac-
tion-based slip, a person performs a wrong action (Norman 
2013, 171). 

 
When I was a student who did not have too much money, I once bought from the 
corner shop, among other groceries, a delicious cheese, which was a rare occa-
sion. I also bought a plastic bag to carry my groceries home. After putting the 
groceries in the fridge, I noticed my precious cheese was missing. I looked for it 
and went back to the shop to ask if I had left it on the counter. The cheese was 
nowhere. Later on, after I had stopped searching, I found it in the drawer I kept 
the plastic bags. I had put the cheese there instead of the bag. 

 
A memory lapse occurs when we forget to do something, such as turning off the 
stove or locking a bicycle. Memory lapses often occur when a person is inter-
rupted before the task is completed (Norman 2013, 176). 

 
I was driving home in my car and was aware that I had to stop at my friend’s 
house, which was along the way. About a kilometer before her house, I remem-
bered my target clearly and even took a slightly different route, which I did not 
use often but which led to her house. Suddenly I noticed I was in the parking lot 
in front of our house. I had totally forgotten my objective for a couple of kilome-
ters, while chatting with my son who was in the car with me. 

 
Action-based slips can be further divided into capture slips, description-simi-
larity slips, and mode errors (Norman 2013, 174). A capture slip happens when 
two activities have partly similar sequences. When one action is more familiar, 



it can “capture” the activity. After the identical action is done, a lapse of atten-
tion can cause the person to continue to the more familiar action. Norman pre-
sented the following example: “I was using a copying machine, and I was count-
ing the pages. I found myself counting, ‘1,2,3,4,5,6,7,8,9,10, Jack, Queen, King’. 
I had been playing cards recently” (Norman 2013, 174). A description-similarity 
slip happens when a person orients her acts on an object that is similar enough 
to the target. For instance, sleepy kids or drunks may pee in a closet because it 
reminds them of a restroom. A mode error happens when a device uses the same 
controls in different modes (for example, multi-device remote controls) (Nor-
man 2013, 177). This is important to take into account when designing gadgets, 
but not a usual reason for an anomalous experience. 

Social behavior provides a marvelous scene for anomalous occurrences. The 
other anomaly-provoking mechanisms introduced previously may not demand 
human interaction (instead, they can take place between the experiencer and 
objects around her), but performance disruptions and misunderstanding need 
other people in order to emerge. This makes them a special class: the feeling of 
embarrassment is often stronger if other people are around perceiving one’s 
mistake. 

 
The streets can be slippery in Finland in wintertime, so falling over happens from 
time to time. After falling over, the first reaction is often to check out whether 
anyone else saw the incident. If somebody offers help, it is not usually accepted; 
instead, the situation is downplayed. 

 
Performance disruptions. Humans act according to previously learned 
scripts that sometimes fail, causing an anomalous moment. The script of a situ-
ation includes possible roles and appropriate attitudes (O’Brien 2017, 139–
140). The sociologist Erwin Goffman analyzed all everyday interactions as per-
formance in his classic book The Presentation of Self in Everyday Life (1959). 
He explained how the reality is maintained by teamwork of its participants; how 
we all tend to take roles appropriate to certain situations in order to sustain 
them. This can go wrong because of various reasons that cause performance dis-
ruptions – “incidents” (Goffman 1959, 212) – which are either unplanned or in-
tentional, threatening the current script. These incidents cause the people in the 
situation to become flustered or embarrassed (Goffman 1959, 212). 
 

As a mother of teenage boys, I have noticed an interesting behavior: in some 
phase of development the boys fart loudly and make fun of it. They know that you 
are not supposed to fart publicly, it is something embarrassing. For some reason, 
they refuse to accept this, and contrariwise make a bold performance out of the 
embarrassing behavior. 

 
Goffman described practices that people use to prevent or correct these disrup-
tions (which I think can be also used in reverse to create disruptions) when they 



are in the roles of performers or audience of a “performance” (for instance, a 
customer being served in a restaurant). The “performers” (the personnel of a 
restaurant) have to secure their performance by being loyal to each other (im-
agine if a waiter would tell the customer that the cook is totally useless). They 
have to remember their part in the play, concealing feelings or thoughts that do 
not fit in the situation. They also have to carefully plan the situations where they 
meet the audience in order for their show to succeed. On their behalf, the audi-
ence can save the performance with the help of tact, which starts from the dis-
creet entering to other people’s private spaces, announcing the presence of one-
self with a knock or cough so that the “performer” can go into her role. The au-
dience can also tactfully pretend not to notice mistakes in the performer’s activ-
ity, and if they know that a performer (for example, a young professional) is new 
in her role, they are often even more considerate (Goffman 1959, 212–237). 
Goffman’s analysis of tactful behavior and the will to avoid embarrassment is 
useful for planning anomalies that rely on human interaction. In the selection 
of experiments conducted as a part of this research (introduced in Chapter 6.2) 
there are two experiments that include unexpected behavior. They are rather 
mild, aiming to avoid causing too much embarrassment, because I think that 
could cause people to become overly suspicious or anxious. Mild embarrass-
ment is not too difficult to bear, so it can cause more reflection among the par-
ticipants. 

Misunderstanding speech. Problems in communication can take place by 
perceiving the message wrong (for example, hearing somebody’s words) or un-
derstanding it differently from the intentions of the speaker (misinterpreta-
tion) (House 2003, 22); they can be caused, for example, by a noisy environment 
or different worldviews of the interlocutors. Both causes can lead to confusing 
situations because of the wrong activities launched by the misunderstanding. In 
communication, people aim to make themselves understood, and use different 
techniques to verify that the other person is hearing and understanding their 
words (Paek 2003, 53). Paek introduced a taxonomy of communication errors 
based on four levels of coordination in a conversation: channel, signal, inten-
tion, and conversation. At the channel level, the conversation channel is created: 
Person A says something and Person B shows that she heard. At the signal level, 
Person A forms the signal she wants to communicate and B identifies it. At the 
level of intention lays the semantic content of the utterance, which B has to rec-
ognize and identify in order to understand the utterance. At the conversation 
level, A proposes an activity B can accept or deny. This structure is hierarchical: 
the level of action cannot be reached if B does not, for example, hear what A is 
saying on the signal level. Because of that, the interlocutors try to give evidence 
to each other that they are attending, hear and understand the other’s utter-
ances. If we have evidence that one level is complete (for example, our idea has 
been understood), we do not have to worry about the lower levels anymore (if 
the listener has understood the words we have used). If our evidence is insuffi-
cient at any level, we start to feel uncertain and try to find signs of confirmation 
of mutual understanding. If a person does not show any sign of attending, we 
start to suspect she has not listened or understood us (Paek 2003, 53–54). 



Sometimes one hears a word wrong and because of politeness, distracted atten-
tion, or some other reason does not ask what the speaker said exactly. Some-
times it takes a while after one understands that she did not understand some-
thing earlier, and considers it too late to ask for an explanation. An anomalous 
experience can emerge from any levels of the hierarchy introduced by Paek, or 
from the behavior following from the misunderstanding. 

 
As a teenager I had a summer job in Scotland, in an old castle. In a conversation 
I asked if there were any ghosts around (I pronounced the word ‘ghosts’ slightly 
wrong). The person I was talking with started to talk about the coasts of Scotland. 
For a while, I could not understand what he was talking about. Later, I under-
stood the misunderstanding, but did not have courage to correct him. Besides, it 
was only casual small talk, so the answer was not so important anyway. He might 
have wondered why this girl was interested in coastlines, or maybe he never real-
ized the misunderstanding at all. 
 
I had never lived in a subculture where giving high fives to people would be part 
of everyday communication. When I was studying in the US there were many sit-
uations where somebody offered me her hand to slap. I registered the movement, 
but somehow, in the situation, did not know what she was up to. Only an awkward 
moment later did I remember this custom. The people maybe had various expla-
nations for my behavior, hopefully oriented more to my cultural background than 
to my will to spend time with them. On the other hand, if somebody offers her 
hand to me to shake, I grip it automatically because it is a greeting I am well ha-
bitualized with. 

 
Sometimes a misunderstanding can stay hidden from all the participants, who 
thought in the situation that they understood each other, although they did not. 
The misunderstanding can also become visible only later on (for example, when 
people start to implement the tasks agreed in the conversation), or a person can 
have a feeling that she was not understood, but cannot be sure of that. Or, as in 
my ghost/coast case, one participant can be aware of the misunderstanding 
while the others are not. On some occasions, the ambiguity is cleared right away, 
if one of the interlocutors asks the other to clear up her points. An anomaly can 
take place in all the other types of misunderstanding despite the ones that are 
not noticed at all, and those that are corrected right away. 

Cognition biases. Misunderstanding based on interpreting the situation 
wrong is often fueled by attention, perception, and assimilation biases. People 
interpret others’ activity from their own point of view, which is always biased 
(Pronin, Puccio & Ross 2002, 636). Perception is not objective, but colored by 
previous experiences and expectations, as well as by hopes, needs, and emotions 
(Pronin, Puccio & Ross 2002, 636). What we notice in a given situation is a se-
lection from the whole picture. We often use a single case as evidence for our 
beliefs, even though it would be a statistical anomaly. We are often aware that 
the others can have a worldview different from ours, probably affected by biased 
thinking, but are unable to recognize biases in our own worldview (Pronin, Puc-
cio & Ross 2002, 641). This idea, that one’s own worldview is particularly au-



thentic and that the others should have no problems sharing it if they are “at-
tentive, rational, and objective perceivers of reality and open-minded seekers of 
truth”, can be called naïve realism (Pronin, Puccio & Ross 2002, 646). In naïve 
realist thinking we forget that our views have been shaped by our experiences, 
which are not common for all. The writers also mention cases when we are able 
to see our position in a situation (for example, as a child of an alcoholic or a 
devout Christian) as enlightening (Pronin, Puccio & Ross 2002, 646–647.) 
Working with anomalies is to focus on mistakes, mainly the ones made by the 
experiencer herself (because they are the ones one can experience, not only hear 
stories about). Apart from being fun, noticing the mistakes can help to see the 
flaws in one’s own behavior and beliefs. 

“Improvisation is acceptance, in a single breath, of both transience and eternity. 
We know what might happen in the next day or minute, but we cannot know what 
will happen. To the extent that we feel sure of what will happen, we lock in the 
future and insulate ourselves against those essential surprises. Surrender means 
cultivating a comfortable attitude toward not-knowing, being nurtured by the 
mystery of moments that are dependably surprising, even fresh.” 
(Nachmanovitch 1990, 21–22) 
 
“Life in a complex world, and a life which reflects and values the complexity of 
both self and world, requires the ability to improvise – to deal with, and indeed 
to create, the unforeseen, the surprise. Interestingly, the Latin root of improvisa-
tion is improvisus, or unforeseen. Increasingly, it seems, life in or out of organi-
sations requires of us the ability to both react appropriately to unforeseen events, 
and actually generate those events – to act creatively and innovatively. 
(Montuori 2003, 240–241) 

 
Surprising moments catch us in the middle of something else. They do not give 
us much time to select a proper way of acting, which is why we may say or do 
something inappropriate. We have a vast amount of pre-learned behavior 
scripts in our use in routine situations. At a sudden moment of confusion, we 
can accidentally apply a wrong script because we do not have time to think 
through the situation. This can cause funny or embarrassing encounters, and at 
least wake us up from habitual action. It can feel frightening because it breaks 
down the calm and easy order of life. There is a difference between improvisa-
tion practiced on purpose or as a response to a surprising situation. The first is 
play and the other is survival, trying to get out of the situation with as little 
damage as possible (for example, a conversation with someone who undoubt-
edly knows you, but you do not have any idea who she is, and what connections 
you two share). In any case, both of these forms of improvisation foster the feel-
ing of being alive caused by the problem at hand, demanding active participa-
tion. 

Dehlin (2008) defined improvisation as “spontaneous and hermeneutical 
sensemaking via external action” (Dehlin 2008, 57). Spontaneity can be defined 
through the amount of time taking place between cognition and external action. 



The shorter the interval, the more spontaneous the act (Dehlin 2008, 59). For 
that reason, unexpected interruptions are well suited to evoking improvisation. 
According to Dehlin, mere spontaneous behavior or reaction is still not enough 
for an action to be improvisation, because improvisation is sensemaking, which 
means that it involves creativity. All non-automatic action can be seen as crea-
tive (Dehlin 2008, 62), because in action taking place in ever-changing contexts 
we must perceive and evaluate our possibilities and act in a way that we think 
could help us achieve our objectives. Hermeneutical is understood here as con-
nected to intuitive, both of which produce knowledge based on circularity be-
tween past, present, and future, as well as practical and theoretical knowledge 
(Dehlin 2008, 71–72). 

Dehlin calls this sensemaking, which is addressed to the moment taking place 
here and now improspection instead of moments oriented towards the future 
(prospection) or the past (retrospection) (Dehlin 2008, 59). Dehlin eloquently 
described the kind of thinking that emerges in spontaneous situations: “Impro-
spection builds on the premise that thinking is in itself action, and it is immedi-
ate and authentic. I inhabit my own story: I do not unveil it backwards” (Dehlin 
2008, 38). Anomalous occurrences make our thinking visible when we have to 
act based on limited information available to us in the situation. In surprising 
situations, we often cannot hide our thoughts because we have to act in some 
way. We inhabit our life stories as bodies taking actions through time. Because 
improvisation takes place in the external world instead of the actant’s mind, it 
has an irreversible nature. It is always possible to perform new acts, but the for-
mer ones have already become a part of physical and social reality and, as such, 
are non-erasable (Dehlin 2008, 62–63). That goes well together with the idea of 
reality-tinkering, which is deliberate molding of the surrounding reality. 

I find Dehlin’s account of improvisation useful because he highlights the irre-
versible and creative aspects of improvisation. He also distinguishes different 
forms of improvisation: positive (proactive) and negative (reactive). Proactive 
improvisation takes place when the actant chooses to improvise in a given situ-
ation. Reactive improvisation, instead, is not a selection but a condition that a 
person has been thrown without her own intention. This kind of improvisation 
is caused by unexpected occurrences, when a person tries to regain order to 
things that are going amiss (Dehlin 2008, 221–222). Dehlin’s description fits 
well with anomalous occurrences: “improvisation due to unexpected occur-
rences involves using whatever is at hand as tools to construct meaning where 
it has apparently been lost” (Dehlin 2008, 222). To my delight, Dehlin even used 
the phrase “using whatever is at hand”, which refers to the practice of bricoleur. 
We want to understand what happens around us, and for that reason we are 
busy restoring meaning in weird situations or get an explanation. These experi-
ences can be more anxiety-provoking than fun, but at least they are memorable 
afterwards. Proactive improvisation, on its behalf, does not aim to get away 
from a confusing situation but to go towards the unknown, to create new 
knowledge in the current situation (Dehlin 2008, 223). These two forms of im-
provisation can be seen as coinciding with my two viewpoints to everyday anom-
alies: the occurrences aim to cause reactive improvisation, which is enlightening 



even though it often provokes feelings of unease. Anomalous acts can be seen to 
provoke positive improvisation: once one has a reality tinkerer’s mindset, she 
perceives her surroundings as places of possibility that are only waiting for her 
to actualize some of them. 

Improvisation emerges from being present. Presence is often longed for in our 
fast-paced and interruption-filled society. We have a need to be present in one 
moment and place at a time, but our way of living seduces us to aspire for more. 
Being present is not easy. An answer to the question of why reality tinkerers 
have to bother people by organizing embarrassing situations can be found in the 
possibility of promoting presence. Presence is seen in this research project as 
an important value as such, and an instrument of perceiving the world of possi-
bilities more vividly. This project tries both to lure and force people to the eye-
opening state of not knowing. A basic rule in theatrical improvisation is that one 
should never say no to the propositions other actors are offering. In everyday 
life, we often do not have the possibility to intentionally say “no” because we 
ignore many things around us before they can make their propositions to us. 

“[I]t is characteristic of the natural attitude that it takes the world and its objects 
for granted until counterproof imposes itself. [...] We are not interested in finding 
out whether this world really does exist or whether it is merely a coherent system 
of consistent appearances. We have no reason to cast any doubt upon our war-
ranted experiences which, so we believe, give us things as they really are. It needs 
a special motivation, such as the upshooting of a ‘strange’ experience not subsum-
able under the stock of knowledge at hand or inconsistent with it to make us re-
vise our former beliefs.” 
(Schutz 1973, 228). 

“My sister and I are not twins, but we looked very similar as teenagers. Once I 
was walking past a mirror. When I saw the image on the mirror, I immediately 
got angry at my sister: why has she borrowed my shirt without permission! After 
a moment I understood it was my own reflection in the mirror.”  
(“Annoying Sister”, a story from the Everyday Anomaly Archive) 
 
“I was returning home from a work-related trip by train. I was exhausted. Shortly 
before the train arrived the station, I called a taxi to wait for me when the train 
would arrive. The clerk in the phone asked for my name for the reservation. I told 
him my name, which is Minna Koistinen. When I walked at the station towards 
the taxi lines, a driver stepped out of his car and asked: "Kostiainen?" I corrected 
him in a straightforward manner: "No, it is KOISTIAINEN". I sat in the taxi and 
had a strong feeling that something went wrong. I tried hard to remember my 
family name, but it took many minutes to remember the correct form of the name. 
At the moment I remembered my name I burst into laughter and could not stop 
laughing…” 
(“Forgetting My Name”, a story from the Everyday Anomaly Archive) 



 
The Everyday Anomaly Archive is an Internet database consisting of 93 anom-
alous occurrences at the moment of writing this. The collection is not closed; it 
will continue expanding after the completion of this dissertation. Nevertheless, 
I think that the current amount of stories is large enough to find some common 
aspects of the phenomenon. The aim of analyzing the material is to get infor-
mation about the structures and ingredients of the anomalies one can utilize in 
making anomalous acts (discussed in Chapter 6). The problem is that it is not 
possible to launch these experiences at will. So, while I cannot offer a recipe for 
making everyday anomalies, I can instead provide grounded remarks about how 
they work. On the website everydayanomalies.com one can search for anomalies 
according to her interests and use them as inspiration for further work. Per-
formative lifelike art pieces have the potential for pre-planned dramaturgy, and 
may therefore benefit most from the results of the analysis. When leaving curi-
ous objects for people to find at their own pace, the possibilities to steer the ex-
perience of other persons are reduced. The benefit of the archive in these cases 
is more about offering ideas to be used as the topics of an artwork, and infor-
mation about the human reactions in confusing situations. 
  
The material has been collected in four different ways: 

 
• Documenting my own experiences 
• Collecting experiences during informal conversations 
• Collecting experiences online 
• Collecting experiences in the Anomaly Night party  

 
I have documented the experiences in the form of short stories, most of which 
have been written from the viewpoint of the person who experienced the anom-
aly. These occurrences are often told to other people as anecdotes, which is why 
I think the form of a short story is suitable for archiving them. These stories bear 
a strong presence of the person experiencing the anomaly and trying to make 
sense of the weird event happening around her. It is possible to understand the 
situation as an ephemeral private reality taking place around the experiencer. 
For that reason, I think the first-person viewpoint is important. In some cases, 
people told me about occurrences that happened to their friends or relatives. In 
those cases, the narrator of the story is not the one who is experiencing the 
anomaly. I have not changed the story because I wanted to leave visible this 
common role of somebody who experiences the event near to the central person. 
Sometimes the stories are told from the viewpoint of a person who recognizes 
the misunderstanding of somebody else and tries to explain the situation to that 
person. When collecting the material, I have told the informants the reason why 
I gather the stories, and the location of the database they will be included in. I 
have changed all names in the stories, even though many informants did not 
request me to. Because the names are not important to the stories’ content or 
structure (except in a couple of instances), changing names does not affect their 
truthfulness. 



The analysis has been conducted as hermeneutic interpretation, by picking up 
emergent issues from the material. I have read the stories, trying to find recur-
ring features, and after finding some structures, tested them out with more sto-
ries. In the analysis, I have not paid attention to the wording or form of the sto-
ries, because they are written down by me. Instead, I have been interested in the 
structures and turning points found in the stories, which form their dramaturgy. 
The situation always begins somehow (a person suddenly notices she is not fully 
understanding what happens), in the middle there is some kind of interaction 
between the person and the world, and in the end the situation dissolves. A com-
mon feature of all the anomalies is their sudden and brief nature: they often last 
only for seconds and unravel plainly because passing of time changes the situa-
tion. For that reason, an event or actor causing the anomaly to emerge can, at 
the very next moment, be the one causing it to unravel. 

I have used a formal table to help analyze the material. It is not always easy to 
set the features of a story exactly into a specific cell of the table because the bor-
ders are not strict, and sometimes there are many things in action at the same 
time. The stories are memories, which means that some aspects of them are no 
longer available, only the ones the storyteller still remembers. Nevertheless, 
when looking at the material at large, it is easy to find features that fit to every 
class of the table. So, although it is not always easy to classify every feature of a 
single anomaly, there are clear cases that fit to every class. I opted to use a table 
to classify the material because that made it easier to compare the data as a 
whole. Nevertheless, I think a spectrum (image on page 100) without fixed cells 
is a more truthful way of thinking about the features of a single anomaly. For 
the purpose of gaining an overall image of the material, the table still works well 
enough. In my analysis, it is not particularly important whether all the anoma-
lies are analyzed exactly correctly (for example, because there is information 
missing in some stories); it is more important to use the mass of anomalies to 
illustrate the multiple possibilities at work in the experience. The classification 
made in the analysis process can be found as the structure of the archive on 
everydayanomalies.com, as well as a table at the end of this chapter. The anom-
alies are numbered in the table, but not on the website. The titles of the anoma-
lies are visible in the table, so it is possible to find a specific story by its title on 
the website. 

 
 
 
 
 
 
 
 
 
 
 



For many years, I had been wearing ear plugs every night while sleeping. One 
morning when I woke up, I noticed that I had overslept and was almost late for 
work. My husband offered to take me to my workplace by car. On our way, I was 
annoyed. I wondered, why was the volume of the car radio so quiet, and why does 
my husband whisper to me. Why can’t he speak normally? At last, he asked me to 
take my ear plugs out … 
(“World on Mute”, a story from the Everyday Anomaly Archive) 

 
In the analysis, I found six spectra that are not dependent on each other, but can 
be freely combined in various ways. These are aspects every anomalous experi-
ence possesses, although not every story mentions the status of every spectrum. 
While collecting the material, I did not ask the informants questions. I just let 
them tell their stories and wrote them down as precisely and clearly as I could. 
I did not want to affect the memory, or the way people talked about these hap-
penstances. While collecting the stories, I did not yet have any analysis structure 
in my mind. My intention was to collect enough material, of which I could later 
hopefully find common issues. While writing the stories down, I paid attention 
to making the story understandable, so I did not always write it down exactly in 
the same order it was told to me. It is important to remember that these stories 
are not pedantly litterated utterances of the persons’ talk, but free-form descrip-
tions of the occurrences that happened. The titles of the stories are invented by 
me. A possible continuation of the project could be asking people about all these 
spectra, if they do not bring the issues forth by themselves. For example, the 
attitude they had at the moment of the anomalous occurrence is often left unex-
plained when telling spontaneously. Nevertheless, I have ample access to the 
experiences that happened to me and, by reflecting on them, I have been able to 
study the six spectra more thoroughly compared to the stories told to me. 
 

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 



 

 

 

 
 
 
 
 
 
 



1. Reason for emerging. This spectrum is connected with the issues 
brought forth in the previous chapters discussing the embodied existence, 
cultural unconscious, and everyday knowledge (Chapter 3.2) and classifi-
cation (Chapter 5.1). Based on the collected data, most of the anomalies 
are born out of the “inner” reasons taking place in the cognition of the ex-
periencer: reasoning (54 cases) or perceptual (16 cases) mistakes. The 
“outer” reasons – coincidence, strange behavior of a person, or missing 
information – caused the anomaly in 23 cases. While conducting the anal-
ysis, I selected only one reason for each anomaly, although it could emerge 
as a mixture of many reasons: a reasoning mistake caused by a perception 
fallacy, or vice versa. Inadequate reasonings can be made on the basis of 
partial perceptions, or correct perceptions can be interpreted incorrectly. 
 

2. Attitude towards the event which develops to an anomaly. This 
spectrum is especially connected with the human habits, slips, and lapses 
discussed in Chapter 5.1. Here I am interested in the attitude a person has 
towards the event from which the anomaly emerges. The focus often 
changes during the situation, but here I concentrate on the mode the per-
son is in before the anomalous occurrence starts, because that is often a 
launching factor of an anomalous experience. In many cases, an anomaly 
emerges when a person is focused on doing something else; or in the “au-
tomatic”, absent-minded mode, when she is not fully aware of her acts or 
of the environment around her. According to the data, being tired or ab-
sent-minded is connected to some of these experiences, but not to all of 
them. In my analysis, the class “absent-minded” also covers being tired or 
upset, because all these emotions weaken presence. An anomalous experi-
ence sometimes occurs when the experiencer is fully present, especially 
focusing on the task that turns into an anomalous experience. The experi-
encer can also be in a “neutral” mode: not fully unconscious of what is 
happening, but not especially focused on the emerging event. This infor-
mation was the most difficult to extract from the material. Some of the 
stories explicitly mention that the experiencer was tired or thinking about 
something else, and from some stories it is possible to induce that the ex-
periencer was paying attention (if, for example, he recalled that he paused 
to observe a situation). In the material, I marked 24 cases that took place 
when the person was especially paying attention to the event, and 33 cases 
that occurred when the experiencer was paying attention to something 
else. In the other cases, I could not detect the emotion, or marked it as 
“neutral”. 
 

3. Interaction partner. There cannot be any anomalies without interac-
tion with the world’s entities. Interaction can take place between other hu-
mans, non-human living entities or inanimate objects. Anomalies situated 
in a social context differ from the others because there is often the feeling 
of embarrassment connected to them, which amplifies the experiences 



(the problems in human-to-human interaction causing many of these sit-
uations are introduced in Chapter 5.1). Connected with the feature of visi-
ble action based on misunderstanding or a perception fallacy (introduced 
below, spectrum #5), the social anomalies offer multiple possibilities for 
performative remakes. Various kinds of actors are often present in an 
anomalous occurrence. In the analysis I have focused on the interaction 
partner, which is central for the anomaly to emerge. For example, there 
can be an object in the center of the story, but if the anomalous moment 
takes place in a conversation about that object, I have marked the case as 
human interaction (for example, in anomaly #92, the central object is a 
vacuum cleaner, but the anomalous moment takes place in a human inter-
action when a confused person agrees to buy a toy instead of the real vac-
uum cleaner). There are 54 stories in which the main interaction happened 
between humans. The reason might be that the stories of the misunder-
standings involving other humans are often the juiciest ones, and there-
fore the easiest to remember. Small interludes with objects might be for-
gotten more easily. Only five stories involved living non-humans, and the 
last 34 involved interaction with non-living things. 
 

4. Type of interaction. Here the focus is on the type of the interaction that 
causes the anomalous occurrence. It differs from the “reason of emerging” 
(spectrum 1) in its more detailed nature. In the material, three main means 
of interaction can be found: perception, utterance of a person, or action of 
the person experiencing the anomaly or somebody she is interacting with. 
Perception is most often visual (35 cases in the material), which is not sur-
prising given the importance of visual information for humans. Interac-
tion can also happen in the means of other senses, or as a combination or 
several senses. In the material, there were one auditive, two haptic, and 
two taste-based cases, and one combination of visual and auditory infor-
mation. I have separated “utterances” from auditive sensual information. 
By auditive I mean any sounds, but human utterances have such a large 
significance in the material that I wanted to make it a separate class. In the 
material, there are 23 cases where something said by a human causes a 
confusing moment; for example, randomly meeting a person who has the 
same first and last name as you (#80), accidentally using a person’s secret 
nickname that he is not aware of (#87), or asking in a bar for a lollipop 
instead of matches to light one’s cigarette (#64). The third class is formed 
by action (29 cases in the material): for example, the different problems 
with keys (#66–68) emerge when a person tries to use the wrong keys or 
other objects to open a door. It is not always easy to separate these types 
of interaction, but the most important idea is to recognize that there are 
differences. When planning new anomalies, the importance of visual per-
ception inspires us to add strange objects in a familiar environment, and 
the amount of utterances encourage us to make performative breaches. 
The cases based on other persons’ action could be easily reproduced with 
performative acts, but the ones caused by a person’s own action lapses 



might be more difficult to remake (although not impossible: by changing 
a lock it would be possible to produce the mistake of using a wrong key). 
 

5. Effect. How does a person react in an unfamiliar situation? This spectrum 
focuses on the behavior caused by an unfamiliar event to a person, before 
the mystery dissolves. An anomaly can cause an “invisible” effect in the 
mind of the one experiencing it (40 cases in my material), or it can cause 
action, which is perceivable also by other people. A person can be confused 
about something, but the issue may dissolve before she has time to react, 
or she may find a reason for the strange event by contemplating it. For 
instance, I have often been just about to ask a stupid question when, in a 
flash, I have understood the context, or heard with a delay what somebody 
said to me a second earlier. These inner experiences can be strong and 
thought-provoking, but they do not provide any further (performative) ac-
tion. The anomalies that cause action in the experiencer are more interest-
ing when thinking about the possibility to use them as inspiration for pro-
ducing new anomalies. The person acts along with her idea of the situa-
tion, and if it is an inadequate one, the behavior looks strange from the 
viewpoint of participants who see the situation differently. Because of this, 
there can be a chain reaction of anomalies: the behavior of the first person 
causes an anomaly for a second one if she is not able to interpret the be-
havior of the person who thinks she is acting logically. The people in the 
same situation can experience the anomaly in relation to different aspects 
taking place in the situation, even though it is sometimes easy to guess 
along with what kind of inadequate interpretation a person is acting, and 
correct her. There can be (at least) two kinds of action based on a misin-
terpretation of the situation: a person may deliberately select to act in a 
way that seems appropriate from her viewpoint (24 cases), or she can em-
ploy an automated behavior (20 cases) when confused, such as apologizing 
to a mirror for bumping into it (#92) or knocking on the door before en-
tering one’s own room. This improvised action caused by confusion is dis-
cussed further in Chapter 5.1. 
 

6. Dissolving. The anomaly has to be noticed by the person experiencing it; 
otherwise, it is not an anomaly, only an unconscious or unnoticed mistake. 
For instance, a misunderstanding in a conversation can be left alive for-
ever if one or all of the participants do not notice that they do not under-
stand the words in the same way. An anomalous situation can dissolve be-
cause of multiple reasons. Someone can question the weird behavior born 
out of the anomaly, or the experiencer can notice it by herself by perceiving 
or reasoning (for instance, if she has absent-mindedly driven her car to the 
wrong address, she can first experience and then understand the anomaly 
in a moment when she finds oneself in the wrong place). In my material, 
40 cases were dissolved when the experiencer received more perceptive 
information about the issue: the lights came back on (#65), the train 
moved forward (#41), or the lost car was seen by walking closer (#28). 



When dissolving, the anomalous situation ends and often gains an expla-
nation. Sometimes no explanation is offered (for example, in cases #4, 57, 
72), and although the situation ends, it remains a mystery to the person 
who experienced it. 

 
Various types of anomalies can be found in the material (which are built from 
similar combinations of features): 

• A person acting or saying something weird, also surprising herself by 
her own acts (#34, 55, 59, 61, 64, 77, 87, 92) 

• Somebody else acting weirdly or saying something curious, causing 
confusion to the experiencer (#4, 50, 60, 88) 

• Making inadequate interpretations based on partial perception or in-
formation about an issue (#50,53, 65) 

• Trying out a wrong method to complete a task, mixing up routines 
(#51, 66, 67, 68, 76) 

• Making up explanations that seem logical at the moment and acting 
along with them (#78, 79) 

• Connecting things in a wrong way because of previous experiences 
(#80, 81) or coincidences (#56, 58, 71) 

 
As a conclusion, I could say that anomalous occurrences are events with rather 
clear structure, sometimes taking place in the head of the experiencer, and 
sometimes as performative, social interludes. In this aspect, they bear likeness 
to the Fluxus event-score (discussed further in Chapter 6.2), being sometimes 
hard to catch, and at other times childishly simple. Sometimes they happen 
within a very short period of time (a matter of seconds), unraveling almost sim-
ultaneously after their emergence. Some anomalies can last longer and receive 
an explanation hours later, or never. These occurrences can happen because of 
many reasons, often combined ones (encountering a coincidence when being 
tired), the shared element being the feeling of not understanding what is going 
on. The anomalies can be remade by an artist, but because the experience is 
often so personal, it cannot be caused in a straightforward way. People are dif-
ferent in how they use their perceptive and cognitive abilities, to what they focus 
their attention on. Naturally, it is not possible in any kind of art to calculate the 
effect caused to the participants, but artworks aiming to cause anomalies are 
even more uncontrollable. Nevertheless, everyday anomalies are a central phe-
nomenon to inspire my art-making. The interruption they evoke is subtle 
enough to retain a feeling of safety in the experiencer, but still strong enough to 
cause her to pause for a moment. Intentionally producing new anomalies can be 
fun, but perhaps the most important effect is gained when a person recognizes 
and dwells on a delicious anomaly that happened to her instead of being embar-
rassed by it or impassive to it. 

 
 
 





 

In the previous chapter I focused on the experience of suddenly encountering 
an everyday anomaly, which is often based on human cognition and percep-
tion fallacies. In this chapter, I will discuss the other half of the research ques-
tion: intentionally organized acts that aim to produce anomalous moments for 
other people, and/or affect the life of the person making them. I will first dis-
cuss the nature of unconventional behavior in the context of reality tinkering, 
and then introduce the artistic experiments made in this project. 

How are unconventional acts understood 
in this research project? If conventional 
behavior is carried out along unques-
tioned scripts, planned unconventional 
behavior takes a close look at these scripts 
and misuses or alters them in one way or 
another. Encountering an anomaly often 
causes a situation where one is unable to 
utilize previously learned scripts and is 
forced to improvise. Organized uncon-
ventional acts, for their part, are inten-
tional attempts to breach the scripts. 
They do not have to be strikingly extraor-
dinary and sometimes the person con-
ducting them is the only one aware of 
their existence. It is often enough to carry 
out ordinary tasks in slightly unconven-
tional ways or contexts, in a “wrong” way, 
place, or time. This unspectacular nature 
derives from the need to conceal the “ar-
tificial” origin of the acts, and from the 
understanding of life and lifelike art as a 
bricolage activity of making new combi-
nations out of old parts and pieces. In this 



project, I am concerned only with unconventional behavior carried out on pur-
pose or as a result of an anomalous experience, not as a result of, say, a physical 
or psychological condition. 

Richard Schechner (2013, 28) wrote about the habits, rituals, and routines of 
life as restored behaviors, a concept he uses to recognize performing in its var-
ious forms. To me, this concept sounds similar to the concept of script, with a 
slightly more performance-oriented focus. According to Schechner, “[r]estored 
behavior is the key process of every kind of performing, in everyday life, in heal-
ing, in ritual, in play, and in the arts. Restored behavior is “out there”, separate 
from “me”. In personal terms, restored behavior is “me behaving as if I were 
someone else”, or “as I am told to do”, or “as I have learned”. We perform roles 
ceaselessly when living our lives, and that also affects how we perform other 
roles when doing it intentionally. The concept helps explain how vast the area 
of performing is and supports the idea of human life as bricolage. Judith Butler 
(1990, 136) recognized the force of performing in her book Gender Trouble: 
Feminism and the Subversion of Identity (1990), in which she analyzed how 
gender is produced by repeating available acts, approved by the surrounding 
society. In Butler’s words: “[a]s in other social dramas, the action of gender re-
quires a performance that is repeated. This repetition is at once a reenactment 
and reexperienceing of a set of meanings already socially established; and it is 
the mundane and ritualized form of their legitimation” (Butler 1990, 140). She 
asked how it would be possible to widen the available gender roles by subversive 
repetition. Although that is a larger question that cannot be solved by a single 
person’s choices, it comes close to the idea of utilizing unconventional behavior 
used in this research.  

 
 



The image above depicts the relations between the two sides of anomalies, and 
the person experiencing and producing them. It is possible to experience anom-
alous occurrences without ever making anomalous acts (which is perhaps the 
most usual way, given that everybody experiences anomalous moments), but in 
order to illuminate the relations between these two sides of anomalies I focus 
here on a person who both experiences and makes anomalies. In the picture, 
there are two sources for both kinds of events (spontaneous and organized): an 
anomalous occurrence can emerge (1) spontaneously in the world or (2) as a 
result of an anomalous act. The maker of an anomalous act can be inspired (1) 
by anomalous occurrences experienced by herself, or then (2) by paying atten-
tion to the practices of everyday life and wanting to play with them. 

 
 
The functions of anomalous acts and occurrences (depicted in the image above) 
can be seen taking place along two axes: (1) conventional–unconventional be-
havior, and (2) scripted–improvised responses. Both of these features are con-
tinuums, not either/or dichotomies. Behavior in a given situation is often a mix-
ture of script and improvisation. Encountering an anomaly is located at the “im-
prov” end of the line, while routinized response to an ordinary situation is lo-
cated in the area of scripted behavior. Anomalous acts are intentionally planned, 
while the occurrences are unintentionally experienced events, which sets the 
person experiencing the act into a different situation from the one producing it. 
Anomalous occurrences can be seen analogously to Barthes’ punctum, a detail 
in a photography that suddenly strikes into the eye and mind of the viewer (“[...] 
this element which rises from the scene, shoots out of it like arrow, and pierces 
me”; Barthes 1981, 26). Punctum breaks the studium, which is a general interest 
towards a photo based on non-acute commitment with it. Studium is often built 
in the photo, but punctum is personal and appears without inviting, without an-



alyzing (Barthes 1981, 42–47). Studium might be seen as the humdrum of eve-
ryday life (“it is the same sort of vague, slippery, irresponsible interest one takes 
in the people, the entertainments, the books, the clothes one finds ‘all right’”; 
Barthes 1981, 27); we do reflect issues taking place around us, but often in a kind 
of scatterbrained manner. An anomalous occurrence pierces us, forces us to 
stop. 

Anomalous occurrence is always unpredictable and uncontrollable for the per-
son experiencing it, and makes her improvise through the surprising situation. 
An anomaly  does  not  give time; it forces a person to make do with its varying 
rhythms and mysterious nature. On the contrary, an anomalous act is never a 
surprise for the person conducting it. It is a result of planning, which is an illu-
minating process to the person making it, and can possibly provide anomalous 
experiences to others. 

The experience can be channeled through interruptive and immersive working 
strategies (introduced in Chapter 4.2). An interruptive strategy aims to cause 
disruptions in the reality of participants at the moment the act is taking place, 
when immersive is more focused on the inner perceptions of the person con-
ducting the act. So, unconventional behavior can be visible, but also hidden in 
the mind of its maker. It can include acts that are totally familiar to one group 
of people brought into a different context. For instance, shearing sheep is ordi-
nary work for a sheep farmer, but extraordinary for me, a city dweller. Never-
theless, during Experiment #1, sheep shearing transformed into a recurring ac-
tivity for me. 

A good example is Sophie Calle’s and Paul Auster’s Gotham Handbook (1994). 
The project consisted of four tasks that Auster designed for Calle. She asked him 
to write them because Auster had used her as an inspiration for a fictional char-
acter Maria in his novel Leviathan (1992), and she wanted to “turn Paul Auster’s 
novel into a game and to make my own particular mixture of reality and fiction” 
(Calle 2007 [1999], 1.) The project was carried out between 21 and 27 Septem-
ber, 1994, in New York City. The tasks were to smile and talk to strangers, select 
a spot in the city, and take care of it as if it was one’s own, and to give sandwiches 
and cigarettes to beggars (Calle 2007 [1999], 238–243). Here Calle, who usually 
assigns her secret missions by herself, had to act in accordance with rules set by 
somebody else. The task of cultivating a spot became the most visible one. She 
decorated a phone booth and spent one hour every day by “her” booth, getting 
feedback from the people around her. She did not tell anyone about her task or 
profession, and because of that she was occasionally taken for a madwoman or 
a vandal. At the end of every day, Calle wrote an account of the amount of smiles 
she gave and received, the minutes of conversation she had, and the amount of 
sandwiches and cigarettes she donated. Most of the tasks were simple and easy 
to implement, but even Calle, who is a master of disguised performance, felt a 
little awkward while performing them. Although the acts would not be highly 
extraordinary, the experience of implementing a predefined task differs from 
carrying out one’s “normal” everyday acts, and can thus be a forceful method for 
reflecting on everyday behavioral scripts. 



Unconventional acts often take the form of an encounter between people or 
other living or inanimate beings. Allan Kaprow wrote about the concept of “per-
formance” in a way that is very useful for my purposes here: 

 
“Ordinarily, a performance is some kind of play, dance, or concert presented to 
an audience – even in the avant-garde. But actually there are two types of perfor-
mance currently being made by artists: a predominant theatrical one, and a less 
recognized nontheatrical one. They correspond, interestingly, to the two mean-
ings the world performance has in English: one refers to artistry, as in performing 
the violin; the other has to do with carrying out a job or function, as in carrying 
out a task, service, or duty - viz. a ‘high-performance engine’.” 
(Kaprow 1976, 173) 
 

Although some of the reality adjustments made in this project have performa-
tive elements (as in performance art), it is the meaning of carrying out a task 
that interests me here. Performativity (making performances) is not central in 
my work with anomalies, although it can emerge as a side-product when carry-
ing out tasks in the world differently from the automatic, scripted way. It can be 
illuminating to set oneself a task, conduct it in accordance with rules, and reflect 
the results. Anomalous acts intended for an ‘audience’ can be seen as gestures 
rather than performances in a theatrical sense. Giovanni Maddalena defined 
gesture as “any performed act with a beginning and an end that carries a mean-
ing” (Maddalena 2015, 69) and stated that “[A gesture is] the expression of 
meaning embodied in one person at a singular moment [...]” (Maddalena 2015, 
72). In this context, it is enough to comprehend the gesture as a meaningful, 
embodied act, a communicative practice that helps us understand something 
about the world. 

In her artistic doctoral dissertation, Denise Ziegler researched undefinable 
gestures, which are unnoticed or unobserved by-products of intentional acts: 
“[...] things that are indistinct, volatile, vague, unintentionally yet incontestably 
ambiguous.” Undefinable gestures are situation-specific, but are often not given 
attention in the situation, because the aim of the activity and focus of the person 
is somewhere else. Ziegler used the act of tearing open an envelope as an exam-
ple. We are interested in seeing what is inside, not in the way we open the enve-
lope (Ziegler 2010, 9–10). These kinds of “non-meaningful” gestures can be-
come visible by an interruption offered by an anomalous occurrence. In her re-
search, Ziegler aimed to reconstruct the situations that awoke interest in her in 
art context. In this project, I am collecting the stories and intentionally making 
acts that would previously in my life have been left in the status of unnoticed 
undefinable gestures. Anomalous occurrences can emerge without anybody 
causing them, but the anomalous acts focus on creating and reproducing the 
seemingly meaningless undefinable gestures. 

There are marvelous prankster artists (Joey Skaggs, Reverend Billy, Improv 
Everywhere, The Yes Men, etc.) that organize well-planned hoaxes, sometimes 
making thousands of people believe in their stories. Although they may share 
some similar objectives with reality tinkering, their activity varies remarkably 
from the unconventional behavior I aim to cause in this project. My pieces are 



far more subtle and often do not involve a punchline (a piece encountered can 
be left forever as a mystery, which would be an unwanted situation for a prank 
that aims to unravel). The reason for this lies in the objective of tying this kind 
of presence in everyday life, to practice the possibility of selecting one’s acts in 
the everyday without always making a specific project out of it. The acts may not 
cause anything spectacular to happen. They do not have to dominate, but they 
are able to set things in motion. They are a form of affecting the world, but their 
effects are not predefined. They utilize certain playfulness and cunning, so con-
ducting them requires attention and energy. Often, when one has to get along in 
her everyday life with more demands than she can manage, there may not be 
any energy left to break scripts because acting along with them is automatic and 
saves energy. On the other hand, anomalous acts might offer a way of slightly 
altering the demanding reality, and maybe to make it more bearable. During 
this doctoral project, I have experimented whether it is possible to live one’s life 
with an attitude of noticing anomalies and promoting anomalous acts. Curi-
ously, I think my point of view has changed. Large-scale pranks may need fund-
ing and time to work, but these anomalous acts can be interwoven into one’s 
way of being in the everyday. The only thing that is needed is to keep one’s eyes 
open and to be mindful about things happening around oneself. It is all about 
adding a bit of ineffective playfulness into the acts that Michel de Certeau de-
scribed as everyday tactics. De Certeau wrote about the ancient concept of mé-
tis researched by Marcel Detienne and Jean-Pierre Vernant: 

 
“[Métis] is close to everyday tactics through its ‘sleight of hand, its cleverness and 
its stratagems,’ and through the spectrum of behaviors that it includes, from 
know-how to trickiness. [...] In the first place, métis counts and plays on the right 
point in time (kairos): it is a temporal practice. Second, it takes on many different 
masks and metaphors: it is an undoing of the proper place (le lieu propre). Third, 
it disappears into its own action, as though lost in what it does, without any mir-
ror that re-presents it: it has no image of itself. 
(Certeau 1984, 81–82) 

 
Correct timing, disguise, and invisibility are also the ingredients of an interest-
ing prank or anomalous act. So, unconventional behavior is not external to the 
ordinary. It is included in the everyday and can be made visible with a slight 
rearranging; bricolage. The unconventional acts have a lot in common with de 
Certeau’s account of the life of “ordinary man” who is resisting the power im-
posed on him by institutions and rules by making small, time-based ruses to 
gain victories of the crushingly powerful systems (Certeau 1984, xix-xx). As in-
dividuals, we are all closer to the weak than the powerful in the systems of soci-
ety and unfolding of the chancy world. That is why the pleasure and knowledge 
offered by small maneuvers can be important for one’s sense of agency in the 
chaotic world. Certeau wrote about la perruque (“wig”), which is using the com-
pany’s time for the employees’ own purposes (Certeau 1984, 25). The perruque 
can be seen as the background mindset of anomalous acts: using everyday space 
for one’s own (secret) purposes, investing a little of one’s energy to produce un-
known effects. Opening up the possible realities by breaching a bit the powerful 



“normal” that so often lays its heavy blanket over everything we do. Richard 
Schechner (2016, 192) recognized an activity that he calls “dark play”, which 
takes place when all the participants do not know they are part of somebody 
else’s play. Dark play can be private, or a suddenly bursting “microplay”: joking, 
getting excited, or taking a deadly risk. Dark play breaks its rules so that it is in 
danger of being revealed. It is subversive because of its secrecy. Carnival breaks 
the usual order with the permission of authorities, but in dark play one does not 
have to ask permission. When openly playing, we give hints to others about our 
playful attitude, but in dark play these signs are missing (Schechner 2016, 191–
196). 

Unconventional behavior has been described in this chapter as an intentional 
activity practiced to breach the scripts of “normal” behavior and cause unex-
pected connections. It is not performed like a theatrical performance, but more 
like an ill-working machine, which makes things but perhaps not fully in the 
intended manner. Making representations is not as important as acting in the 
world. This phenomenon has been researched and utilized in sociology (for ex-
ample, Goffman, Garfinkel) and art (for example, Calle, Kaprow, Situationists). 
It provides forceful tools for scrutinizing the “normal” modes of social interac-
tion and ways of doing things. Even if one would never implement one’s breach-
ing plans, it is possible to be amused by imagining what would happen if she 
would. 

In this chapter I will introduce the artistic experiments made during this re-
search. I will describe the working processes and ideas that led to these specific 
implementations. I will briefly mention the insights and experiences found in 
the processes, but will elaborate the learning outcomes more profoundly in 
Chapter 7. 

For this doctoral project I chose seven experiments that were planned and im-
plemented during the years 2012–2020. These pieces examine the experience 
of acting non-typically, and the process of trying to find and produce anomalous 
occurrences in everyday environments. Most of them work along the interrup-
tive strategy, but they also have an immersive aspect. Experiment no. 7 focuses 
only on the immersive level. 

In what kind of situations does the confusion emerge? Often it is enough to 
take an object to a wrong place or to behave somewhat weirdly. Many art pieces 
that are made to breach the familiar include extraordinary decisions and secret 
missions, play with unexpected behavior, or send out curious messages in the 
form of text or objects (for example, Pilvi Takala, the Yes Men, Sophie Calle). 
The key is simply to connect things differently from the usual. 

The nature of my experiments lies somewhere between pranks and Random 
Acts of Kindness (RAK). A prank is often seen to produce negative feelings (em-
barrassment) to the person it is aimed at, because she is laughed at (Experiment 
#4: The Simplest Act to Cause Embarrassment is close to a classical prank). 
RAK, on the other hand, aim to produce positive experiences (Experiment #2: 



Reverse Pick-Pocketing belongs in this category). Overall, my experiments aim 
to cause surprising, open-ended, and ambiguous experiences. They are made 
without asking permission, knowing that spreading out awards or mounting 
stickers to doors is not exactly an expression of good manners, although it is not 
seriously damaging either.  

 About the art status. Most of these pieces aim to produce anomalous oc-
currences and evoke stories. As humans, we always want to find a reason or ex-
planation for phenomena taking place around us. If we are not offered a ready-
made explanation, we often try to make it up in our minds. An important objec-
tive of my approach is to make people stop and make up stories, instead of ac-
cepting everything as taken-for-granted and not worthy of attention. Nowadays, 
art is a good go-to-explanation (almost everybody knows that any weird thing 
in the streets could be art), and that is why I have to be careful not to offer that 
explanation too easily (although it is true that my experiments are art, or at least 
made in the art context). So, the problem of understanding these experiments 
as art or non-art is a practical problem, not a philosophical one: in order to cause 
any effect, their art status has to be hidden in the situations where they are “pre-
sented” or let to be encountered by people. 

Materials and approach. These pieces are grown, printed, knitted, per-
formed. Prior to this project I have never worked with living materials, growing 
plants or working with a sheep and a horse. I have been mainly a sculptor, mak-
ing objects with my own hands. In this project, however, where my objective is 
to cause curious moments in the flow of everyday life I noticed, I have to broaden 
the material selection. Many ideas required me to make replicas or versions of 
ordinary things around us. This aspect led me to new ways of working, which in 
themselves have offered opportunities to understand the “anomalous acts” in 
many ways. For example, by adding and growing house plants I understood 
something about mutuality: I could never make the living plant by myself from 
scratch; on the other hand, these exact plants would not exist if I had not rooted 
them and planted them in pots. I have also learned a lot about accumulation – 
how meaning grows slowly from simple acts (more about accumulation in Chap-
ter 7.2).  

Anomalous acts can be made of anything, depending on one’s skills and inter-
ests. They originate from observing the everyday interactions and environ-
ments. First, a reality tinkerer notices an interesting detail that could also be 
different from the way it is conventionally seen. Then she starts to ponder how 
the situation could be transformed, which leads her to think about the possible 
materials and form of implementation. 

Size and amount. There are countless topics to explore and ways to make 
anomalous acts. Here I have selected seven pieces because they offer enough 
different viewpoints to the approach. I have tried to select projects that vary in 
terms of their material, technique, scope, etc. The longest and most laborious 
project lasted for eight years and included a lot of learning and craftwork, while 
some others can be produced instantly without any skills. Some of the pieces are 
near to classical pranks, while some of the others resemble more conceptual art 
pieces. 



These experiments aim to cause an abrupt, 
fleeting moment of confusion. It could be possi-
ble (with a large budget) to organize huge, im-
mersive reality-bending spectacles, but it would 
be much more difficult to conceal their orches-
trated nature. These tiny anomalies mix easily 
into the abundance of everyday details, having a 
good possibility to evoke questions and stories. 
They are affordable to implement, making this 
approach available to everyone. When working 
with subtle issues, there is a possibility that no 
one will notice the piece. At an exhibition there 
will always be at least a handful of people experi-
encing the works, but here (for example, the Ex-
periment #5: Plastic Pebbles) there might not be 
anyone. It could be possible to make a vast series 
of certain experiments, but I have chosen to make 
a small series of unique pieces. Some of the pro-
jects would suffer from too many copies near to 
each other. For instance, if a person would see 
many Smiling Boy statues (Experiment #6) in the 
city center, she could easily think of them as 
street artwork rather than just accidentally mis-
placed objects. I have not intended to set new 
routines with repetition, but to keep the experi-
ence fresh.  

Creator and audience. Working with anomalies is a peculiar kind of activ-
ity. In many cases the pieces could exist without a creator, and letting people 
know about the creator would spoil the effect somewhat. From a participant’s 
viewpoint, she is the author by herself, simply by paying attention to the anom-
aly and making up the explanation. Because of this remarkable difference from 
the concept of artwork, which is usually seen as a unique creation of an excep-
tionally skilled professional, the approach of helping the anomalies to emerge 
differs from traditional artmaking. The pieces could be made by anyone. Alt-
hough skillful crafting or acting can be used, it is possible to make works as well 
without any special skills. Working with anomalies is a bricolage activity that 
anyone is capable of, cunning play with multiple sources, materials, and possi-
bilities. 
 

In Finnish trotting courses, the horses are fastened in long shed-like stables next 
to each other for harnessing. Once, about 20 years ago, I was a curious horse- 
riding girl walking past the stable with my friend. I noticed a particularly beautiful 
Finnhorse and praised it to my friend. When we turned around and walked back 
by the side of the shed, I saw the other side of the beautiful horse. It was one-
eyed, having only an empty eye socket in its head on the other side. Beautiful 
changed to ugly and ideal to dreadful within one moment. 
(Anomalous Occurrence from the Everyday Anomaly Archive) 



 
The anomalies can happen in any situation and their nature is very versatile. 
The experience is intimate and fleeting: the “audience” can often be formed of 
only one person at a time. Encountering an anomaly is a question of the current 
state of mind, accuracy of perception, and attitude towards the experience, 
which are individual and changing from moment to moment. For example, in 
the incident described above, we both saw the one-eyed horse, but the experi-
ence of my friend may not have been as striking, she may not think about it still 
today, like I do. Intentionally arranged “pieces” can have a slightly larger “audi-
ence” because they are designed, and as such are not only internal experiences, 
although noticing them is based on the same demands as with the unorganized 
anomalies. The anomalies are so subtle that many people may not notice them 
at all. In any case, the “audience” does not recognize itself as an audience, which 
sets the participants free from the predefined mindset of a spectator. 

 

 

 

 

 



 
About the event-score form. These pieces are written in the event-score 
form as a homage to Fluxus. The event-score provides a beautiful format for 
presenting artistic ideas. I never cease to wonder how something so simple can 
turn out to be so multifaceted and full of meaning. These short, instructional 
texts can be seen as poem-like pieces that are complete when the reader merely 
thinks about them. They can also be seen as concrete instructions inviting the 
reader to act along them, and can also be seen as objects (often published as 
prints on small cards) that can be exhibited in a show or as a part of a Flux-kit, 
a collection of small items. 

 
“One may perform an event, realize it, follow through a notation to develop phys-
ical objects and processes – or, perhaps, just think about it. Each of these avenues 
of realization and perception is equally valid. Each has its unique rewards and 
benefits. In annotated, contemplated form, you can carry a great many concerts 
and exhibitions in your pocket.” 
(Ken Friedman 1990) 

  



The relations event-scores evoked in-between the material world and a person’s 
inner world is interesting: a score whose implementation would demand a huge 
amount of organization, props, and people can be imagined without involving 
any effort, time, or material. The piece can be experienced in the reader’s imag-
ination, perhaps even better than as materialized. The instructions are enough 
as they are. Considering the documentation problem of ephemeral art, it is re-
freshing to notice that the scores do not need any “evidence” to make them true. 

The event-score format originated from John Cage’s famous composing class 
at the New School for Social Research in New York 1957–59. It was George 
Brecht’s innovation to use everyday actions as ingredients of a composition 
(Higgings 2002, 2). Musical origin sets the relation of artist and spectator quite 
differently from the tradition of visual or performative art. In music, it has been 
long understood that the piece needs and allows the “artistry” of both composer 
and player. The players are usually very adept, using special skills that require 
lots of practice. The performance of the player can change the original compo-
sition drastically, building a new work of art based on the original notation (Kotz 
2001, 80–81). Using simple actions as the content of the composition makes 
everyone capable of performing the pieces. This blurring of the boundaries be-
tween the artist and every/wo/man opens interesting paths considering art as 
part of (everybody’s) life. 

Musical compositions often have quite strict instructions of performance (for 
example, Andante! Furioso!), while scores allow much more consideration for 
the performer. Some scores give clear instructions, while others are more like 
propositions, providing, for instance, a list of objects leaving the reader to im-
agine what to do with them. The scores instruct a curious attitude towards life, 
which explains why they cannot consist of as instructions that are as detailed as 
those for installing a drawer or baking a cake. Although borrowing the instruc-
tional form, the scores deal with something far more complicated and personal. 
The scores can naturally deal with any content and style. I found two larger cat-
egories of event-scores in the Fluxus Performance Workbook (2002, edited by 
Ken Friedman, Owen Smith and Lauren Sawchyn), which presents hundreds of 
event scores from over 40 Fluxus artists. 

 
The scores in the book can be divided into two main categories: 

 
• Scores commenting on a musical/theatrical performance 
• Everyday pieces, which can be divided into: 

o “non-performative” ones, which can be implemented without an 
audience  
(comparable to my concept of “immersive” pieces) 

o “performative” ones, which may work as anomalous occurrences 
for the audience, which does not know what is happening  
(comparable to my concept of “interruptive” pieces). 

 



The first type of scores parodies “masterpiece art” and its conventions, also deal-
ing with the content of art and the practices of performance, the system of “con-
cert” or “theater play” and the behavior of the audience. Ben Vautier’s Audience 
Piece No. 1 (1964) (“Audience is locked into the theater. The piece ends when 
they find a way out”) and Mieko Shiomi’s Fluxversion I (1963) (“Concert pro-
grams are distributed to the audience as paper gliders flown of balcony or lad-
ders or thrown as paper balls”) offer good examples of this. 

The second type of score comes out from the theater and concert house into 
the everyday. Some pieces are ambiguous or difficult to implement at first sight, 
but solutions for implementation can be invented by using one’s imagination. 
These scores offer most to my viewpoint of using event-score as a technique of 
paying attention to the ordinary. These pieces are often delightful in their con-
cern with small issues. The “non-performative” ones can remind of games or 
rituals, or then they just draw attention to the familiar (for example, to the dif-
ferent ways of eating an orange). “Performative” event scores have a twofold 
function: drawing the “performer’s” action to the task at hand and providing 
something for passers-by to think about. An example is Milan Knizak’s Sunday 
event (1965): “Broom (or some other thing) is tied to the end of a string about 3 
yards long. Then it is pulled behind all over the busy streets on a Sunday.” These 
kinds of event scores have a straight relationship to prank-like performative in-
terventions, the will to make familiar appear strange for a moment. An example 
is George Brecht’s Three Telephone Events (1961): “When the telephone rings, 
it is allowed to continue ringing until it stops. When the telephone rings, the 
receiver is lifted, then replaced. When the telephone rings, it is answered.” This 
example shows the power that phones have over us. It is such a strong default 
that if a telephone rings we feel obliged to answer it. The first two behaviors the 
score proposes seem funny or illogical until we realize that there is actually no 
reason why one should pick up the phone every time it rings. The “audience” of 
the score is the one trying to contact the phone’s owner, maybe thinking that 
she is encountering some technical problems with the phone. Another, very 
street theatre-like piece is Hi Red Center’s Street Cleaning Event (date un-
known), where a group of people cleans a piece of street very thoroughly with 
small instruments. Passers-by are free to invent their own explanations for what 
is happening. 

There are many reasons why I chose to use the event-score form in the artistic 
experiments of this project. One is naturally the simplicity and, at the same time, 
multifacetedness the format offers. It carries an important message that one can 
transform her everyday experience merely by perceiving the familiar differently 
or, if wanted, also actively modify it. I share the Fluxus interest in bringing art 
closer to everyone, both in the roles of creator and experiencer. The experiments 
made in this research project can be imagined or implemented. At some earlier 
phases of the project I thought I would not even have to implement the pieces, 
because the ideas (= event-scores) would be enough. Now I have the totally op-
posite opinion: although imagining may be enough for the person experiencing 
a piece, for me in my position as artist-researcher, implementation has provided 
a lot of information and a possibility to learn about the anomalous acts. 



 

 
 

 
 

 
 
 
 
 
 
 
 
 



 
 
 
  
 



 
 
The Original Rules (2012) 

 
1. Buy a lamb, name it, and build a relationship with it. The sheep can live 

in a farm, but you have to visit it often so that it starts to know you and 
rely on you. 

2. Learn to shear the sheep. When the time comes, shear it gently. 
3. Learn to wash and spin the wool. 
4. Knit socks out of the wool. 
5. Go out with the socks and give them to a random person, whose feet 

seem to be the correct size. Tell the story to the person: what kind of 
character the sheep has, where it lives, what phases the work included. 
The receiver is given no other evidence; she has to decide whether to 
believe the story or not. Independently from her opinions, the story re-
mains true. You must not reveal you are working on an art project. If the 
person asks why you are doing this, say, “not for any special reason” or 
similar. 

6. Continue this for the lifetime of the sheep. 
 

 
About the Idea 
 
On a December morning in 2012 I woke up at my home in San Diego, California 
with an idea: when I would return to Finland after my visiting researcher period, 
I would start to search for a sheep farm that could sell me a lamb, with an agree-
ment that it could continue living in the farm where I could visit it. I was far 
from home, in a very non-agrarian environment. In Finland I had also lived 
mainly in cities, so I did not have a strong country-life background, which made 
the idea quite an exotic one. I planned that I would learn to make yarn by myself 
and would donate knitted socks to random people, to whom I would tell the long 
story of the making process, and let them decide whether they believed me or 
not. The project was about transforming something absurd to something famil-
iar through learning. I had been a keen knitter for years, but did not have a 
slightest idea how yarn was made. Another thing to test regarded investing a lot 



of time in an activity that was not very useful. In the past it had been, but was 
not anymore. I was asking about the nature of work: what is important? What 
should one focus her efforts on in life? Humans do various things, some of which 
are considered very important and profitable, others that are not. This work 
would be slow and non-profitable. Naturally, making it part of this dissertation 
rendered it “rational”; completing a doctoral degree is seen as a rational activity 
in the reality I live in. I still wanted to yield to the slowness. I had also been 
interested in the phenomenon of accumulation, which is at work, for example, 
in knitting. By working patiently, one can make something beautiful. There are 
no shortcuts; every phase of the work has to be completed in order to move for-
ward. 

 
 

Implementation 
 

Phases of making yarn: 
Taking care of the sheep - Shearing - Washing - Carding - Spinning - Coiling - 
Washing (- Dyeing) - Coiling to a ball - Knitting 

 
In the fall of 2013 I returned to Finland and found nearby a sheep farm that 
agreed to cooperate. I chose to work with an original breed called Åland sheep. 
In spring of 2014 a litter of four lambs was born. I selected one of them, a white 
one (in case I would later want to dye the wool). I named the lamb Rilla. I visited 
the sheep every now and then, not enough for it to recognize me. I did not want 
to bother the farmers too much in their busy workdays, so I had to yield from 
the original rules slightly. Over the years, I have visited and sheared Rilla mul-
tiple times. Our cooperation will continue even after this dissertation finishes. 
Rilla lives in an organic farm where its life is as good as a sheep’s life can possibly 
be. I pay a small amount for its upkeep during the winter months. In summer 
the sheep earns its upkeep by helping meadows to grow by eating grass, so there 
are no feeding costs. According to animal protection laws, a sheep must be 
sheared twice a year, so it has to get rid of the wool regardless of the owners’ 
desire to use the wool. The farm that Rilla lives on does not produce wool as its 
main product, so Rilla is a special art sheep in the herd. 

I learned to make yarn slowly and with uncertainty about whether I could ever 
do it. I am usually a very target-oriented person, but for some reason, in this 
project I proceeded hesitantly. There were major changes going on in my life in 
2014–2018, which affected this work. Still, I slowly took the project forward. I 
learned about spinning with a spindle first. People told me that shearing should 
be done so that the cut wool locks would stay as long as possible because you 
cannot use the short wool pieces. I tried to shear as I was instructed, but it was 
very difficult – the nearer to the skin of the sheep you cut, the bigger the possi-
bility of making a wound. I sheared the sheep for many years with my slowly 
increasing skills, changing from an electric cutter to old-fashioned hand clip-
pers. 



The sheep was five years old before I finally learned to make yarn. The owner 
of the farm asked every now and then if I had already learned to spin, but I al-
ways had to say “not yet”. Nevertheless, shearing was something I did continu-
ously every spring and fall, and I started to have quite an amount of wool in my 
closet. I found out online how to wash the wool, and washed it so that it would 
be nicer to store. I bought hand carders and learned online how to use them. I 
did not have a clear idea of how much I should work the wool and what was the 
exact purpose of this work. At last, many years after first testing the carding, I 
finally started to spin yarn from that old carding wool and noticed what it really 
means to use only the long locks and how the carding should be done function-
ally. You can learn information about different skills, and that information may 
help your learning, but to really understand why and how to do some work 
phases you have to do the work using your own hands and brains. 

I had lazily washed and tried to card the wool, but still did not know how to 
spin. I found a teacher and bought a spinning wheel, and after five hours of 
practice had learned how to make yarn. Still, I did not know all the phases of 
making wool. My teacher told me that the yarn has to be washed again (and that 
this wash is much more important than the pre-spinning wash) and put to dry 
with a small weight to pull the yarn straight. The yarn has to be coiled for this 
wash and only after that can it be made into a ball (if one does not want to dye 
it at this phase). I had learned to knit as a child. For some reason, knitting is a 
familiar pastime taught to everyone at school in Finland, but yarn-making is a 
much less common activity. I finally understood the full process; the many 
phases were now meaningful, not some difficult-to-remember list of activities. 

Rilla’s story illustrates the idea of life as making proposals to the world (Chap-
ter 3.2). The process took much longer than I planned because of several 
changes in my personal life during it. On the other hand, the longer the process 
took, the more impact it has had on me. In the spring of 2020, two last unex-
pected things took place. First, a ram broke loose and got into the sheep corral. 
Second, a couple of months later, Rilla gave birth to two unplanned lambs. An-
other, much larger unfortunate issue at the same time was the COVID-19 pan-
demic. Restrictions were put into place at the same time that I was supposed to 
give away my wool products. Although the aim of anomalous acts is to be mys-
terious, I do not aim to evoke fear. During the spring, when people were drasti-
cally washing hands and disinfecting objects around them, I felt I could not con-
tinue as I had planned. Fortunately, there has been a league of people involved 
with the Rilla project during the years. I have been telling about it to my col-
leagues and friends, almost every time receiving a surprised question: do you 
really have a sheep? They know I am an artist, but these conversations have al-
ready altered the reality: the unfamiliar concept of a city dweller owning a sheep 
has changed the concept of what is possible. I also met my partner during this 
project, in 2015, and he was as surprised as the others. He said to me, “I would 
be so happy if I had socks made of Rilla’s wool”, and I answered: “Sorry, but all 
the socks will be given to random strangers.” Because of the COVID-19 pan-
demic, I chose to end this chapter of the story by knitting a pair of socks for my 
partner. After five years, his wish came true, when I selected to dedicate the 



work to my special one instead of strangers. I consider this project as a “real life 
performance”. For some reason, making performances has always been difficult 
to me, although performance offers attractive possibilities. I am not a shy per-
son, but somehow the make-believe situations where I have a secret reason for 
my behavior makes me feel uneasy, because I do not trust my skills to support 
the situation plausibly. Although these situations are not theatre, acting skills 
are needed, and I do not trust my skills. This performance has happened in 
mundane situations, during conversations at coffee breaks at my workplace or 
visits to my relatives. I have been living my life in the moments of “perfor-
mance”, when telling this true story. I have been acting similarly to the everyday 
performance we always carry on. I have had to dive into this process to create 
real situations, which releases me from the anxiety of acting. The original plan 
was to perform this story to people unknown to me, and the idea was to create 
a situation where my sincere, true story might sound implausible. Over time, I 
have noticed that more powerful results of this work have been caused during 
the years when my acquaintances have noticed that I am serious with the sheep, 
that all this really is true. The project will continue after the dissertation is fin-
ished. I will pay for Rilla’s upkeep as long as she is healthy. It will be interesting 
to see how long she lives, because it is uncommon for a sheep to live to old age. 

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

 



 
 

 
 

 
 
 
 
 
 
 
 
 



The Rules 
 
Insert something valuable – such as money, lotto coupons, or entrance tickets 
– randomly to people’s pockets, when their coats are hanging in a rack in public 
premises. If you get caught, do not give any reason for your activity. 

 
 
About the Idea 

 
“Two weeks ago my husband’s coat was stolen when he was at a barber’s. When 
he was leaving, he found another coat hanging in the rack instead of his own. 
There had been a library lending card and a grocery shop bonus card in his pocket. 
We tried to look for the coat everywhere, but could not find it. The cards were 
found in the library, where someone had returned them. 
 
One day my husband got a call from an unknown lady. She had returned home 
from a vacation and noticed a strange coat hanging in their coat rack. She asked 
her husband whose coat it was. He answered that it was his coat. His wife was 
positive that it was not her husband’s coat. She asked him the name in the cards 
he had so conscientiously returned, looked for a phone number and called this 
person asking if his coat was missing. The man had been using the wrong coat for 
two weeks, and the whole time had wondered why somebody had put an unknown 
person’s cards in his pocket.” 
(“Wrong Cards in My Pocket”, a story from the Everyday Anomaly Archive) 

  
This piece was inspired by several stories in the Everyday Anomaly Archive 
about problems recognizing coats. Someone did not notice he was wearing the 
wrong coat, despite finding surprising items in his pockets. Someone else did 
not recognize her own coat before someone asked her to describe what she had 
in the pockets, and the items matched with the coat she thought was not hers. 
This piece is also inspired by a question about conventional behavior: why do 
we think a person is stealing from us if we see them near our belongings? Why 
is it more plausible in our world that somebody would try to steal something 
than give you something instead? 

 
 
Implementation 
 
I implemented this piece in winter 2020 by inserting lottery coupons into the 
pockets of three members of the same mindfulness class with me. I left the tick-
ets before the class started and was in a hurry to leave when it ended because I 
did not want to hear anybody wonder aloud about her finding. I am not an actor, 
so although it would be interesting to see what happens when a person finds a 
mysterious lottery coupon in her pocket, I think the only way to ensure the mys-
tery is to leave the situation before the person notices anything. On the other 
hand, I am not so interested in the reaction. I would be interested to hear what 
the person thinks about the occurrence, but that is impossible without revealing 



the piece. Therefore, I have to repress my own curiosity in order to give some-
body else a mysterious experience. This separates these pieces from pranks. 

It was surprising how strong a feeling this secret mission evoked. When one 
has been taught from a very young age not to touch others’ belongings, it is really 
difficult to break that rule even if one has a “positive” deed to commit. Even 
touching the unfamiliar coats felt a bit illicit. And, if I had got caught I would 
not have wanted to say I was making an art piece. I did not have any explanation 
planned beforehand. On the other hand, after this experiment, I can understand 
the excitement that pick-pocketing can bring for kids and teenagers. 

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

 



 

 
 
 
 
 
 
 
 
 



The Rules 
 
1. Grow some new houseplants by dividing plants you might have at home. 

If you do not have any plants, steal branches from public spaces or ask 
from your friends. There is an old belief in Finland that stolen cuttings 
grow better roots, and if someone gives you a cutting, you should not thank 
that person, in order to ensure that the growth will start well. 

2. Take care of the plants for several months so that they start to look like 
real, independent ones, not only branches stuck in the pot. Watch the 
plants grow and new leaves emerge. 

3. Go out with a plant. Find a person and offer the plant to her. Ask the per-
son to take care of the plant because you are no longer able to do it. Tell 
her that you have grown the plant by yourself, but do not let anyone know 
you are making an anomalous act. 
 

 
About the Idea 
 
This piece aims to cause interaction among the plants, me as an artist, and peo-
ple unknown to me. I have been inspired by questions of caring about/taking 
care of different kinds of living organisms. My plants do not have a large living 
space, only a small pot. They are separated and cannot communicate with others 
through soil. On the other hand, they affect my behavior also: I do not want 
them to die, so I have to be at home to give them water regularly. I have no 
means of knowing if they are happy or suffering inside, although I can monitor 
their color and posture, and infer if there is a shortage of light or water. 

The houseplants could not have multiplied without me planting them into sep-
arate pots, and I could not have made the plants from scratch by myself. If they 
are not large and valuable, potted plants are usually just left to die or thrown 
away if their owner can no longer take care of them; this is in contrast to pet 
animals, which are usually at least tried to be relocated in a new home. Thus, 
there is a demarcation line between the plants and other living beings, which I 
aim to make visible by asking someone to take care of my plant, although it is 
not expensive, but of an ordinary, cheap sort. In Finnish, this plant is called 
“Juoru” (gossip), so spreading it around can have multiple meanings. At the 
same time, I am giving a gift and asking for a favor from a stranger. This is the 
only piece in the collection where I approach unfamiliar people in a straightfor-
ward way. By doing so, I ask: why are gifts given only to people you already have 
a relationship with or interest in? Can you believe the stories people tell you? 

There is a long tradition in art and everyday activism of donating plants or 
flowers to strangers, so it could be considered a worn-out idea to implement 
once again. I had not worked with plants before, however, and wanted to try it 
out. 

 
 
 



 
 

Implementation 
 
I multiplied and took care of several plants during the winter of 2019–2020 and 
gave away the most beautiful ones in the summer of 2020. Giving away the 
plants was difficult, but enlightening for me; not for emotional reasons, but I 
was nervous to meet other people with my “unhonest” approach. With all of the 
“secret missions” I have carried out, I have noticed how easy it is to create ex-
citement into one’s everyday tasks. People are different and, for some, these lit-
tle pranks may not cause any excitement. Nevertheless, I am surprised by their 
effect on me. I do not consider myself as shy or introverted. It is easy for me to 
ask for help from strangers or chat with random people at the bus stop. I often 
do not start to chat with strangers, but can enjoy the conversation if someone 
opens it. 

I had three plants with me when I travelled in Finland. I did not want to donate 
them near my home because I wanted the encounter to be singular. I had 
planned to offer the plants outside gas stations, where everyone would have ar-
rived by car, which would make it easy for them to transport the plant if they 
accepted it. I put on clothes that I felt could create a trustworthy feeling towards 
me. During the first stop at a gas station, I was nervous and hoped I did not have 
to do this. It was raining heavily, which offered me a good excuse not to ap-
proach anybody, but even my intention to find somebody made me look at peo-
ple differently than at an ordinary stop at a gas station. Who could I imagine 
approaching? Who could possibly accept a plant? I noticed I was drawn to mid-
dle-aged or elderly women who were alone. I am not afraid of men, but I felt 
that approaching a man with my plant was even more inconvenient. Also, 
groups of people felt more frightening because it would be more difficult to per-
form my act in front of many people. The experiment was already working even 
though I had not yet approached anyone. The trip ended without success. I ar-
rived at my destination without talking to anybody. I was disappointed with my-
self. 

At the town I was visiting, I went for a swim one night. I saw a small old woman 
walking with a rollator. I thought that she could easily take a plant home in the 
basket of her vehicle. I ran after the old lady and asked if she could take care of 
my plant. She looked at me in my wet swimming suit, towel hanging around my 
neck (missing my trust-evoking clothes). She said, “Yes, thank you.” I put the 
plant into her basket. She repeated: “Thank you.” I was so happy because I had 
succeeded and she also seemed to be pleased by the encounter. Now, I can only 
imagine how my plant’s story will continue. Where will it go and what kind of 
life will it have? What kind of story will the old lady tell to her friends and rela-
tives about our meeting? Will they believe her, or will they think the occurrence 
was a misunderstanding caused by an old mind? 

On my return trip, I tried again at a large gas station. A middle-aged woman 
said she could not take a plant because she was travelling to meet a friend. It is 
interesting how some people see the obstacles and others see the possibilities. I 



did not tell her I had already driven five hundred kilometers with the plants, 
which were doing well. I wonder what kind of story she would tell her friends, 
or if she would consider the incident worthy of a story at all. These two different 
encounters were enough for my purposes here. I did not want to establish a new 
routine of approaching people with the plants. This work could be continued to 
a research-like version, where I (or rather a more skillful actor) would deliber-
ately approach different kinds of people with the plants and write down their 
reactions. In the present experiment, the objective was to study the changes that 
it out would cause in the behavior and perception of a reality tinkerer. 

  
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

 



 
 

 
 
 
 
 

 
 
 
 



The Rules 
 
Print out some PUSH and PULL stickers and insert them on doors in public 
buildings – on the wrong sides of the doors, of course. 
 
Variation: 
Greet a random person by saying “Good morning!” in the evening and “Good 
afternoon!” in the morning. 

 
 
About the Idea 

 
“A man wants to enter the cafe; but he tries pulling the door instead of pushing 
it.” 
(Perec 2010, 24). 
 
“I was in a café in Barcelona having a couple of drinks with my friend. I went to 
the restroom, and while I was in the booth all the lights suddenly went out. I found 
the latch by touch, and tried to get out by pushing the door, but it was stuck. I 
started to feel a bit uneasy, being stuck in the darkness. After a while the lights 
went back on, and I noticed there was a sliding door in the booth! I had not taken 
any notice of the door while going in because everything had gone smoothly.” 
(“Stuck in the Darkness”, a story from the Everyday Anomaly Archive) 

 
“I went to a public health center in California for the first time in my life. I tried 
to walk past the automatic sliding doors, through which I saw people come out. 
The door just did not open for me. After trying a couple of times I noticed that the 
entrance was on the other side and that one should go in through a security check. 
I had never before visited a health center with a security check, so I did not even 
think about the possibility that the automatic doors did not open because of that 
reason (having instead noticed that sometimes the automatic doors do not work 
so well).” 
(“Sliding doors”, a story from the Everyday Anomaly Archive) 

 
This piece is inspired by the following question: Why are push and pull stickers 
needed on doors? With businesses it is important that potential customers are 
signaled that the shop is open, but these stickers are seen in various doors 
(alongside noticeably larger “We are open” signs). Most of the designers appre-
ciate design that clearly shows the user how the object is supposed to be used, 
but still we have doors where one cannot see which side is the opening one. 
Doors are sometimes so heavy that one could think they are locked even though 
they are open. Nevertheless, the movement of quickly pulling and pushing a 
door is not very difficult, which makes me wonder why there is such an eager-
ness to add these stickers to doors. Is it only to prevent the embarrassment a 
person can feel when interacting with an unclear door? 

The variation has been inspired by my teenage sons, who often say “good 
morning” regardless of the time of the day. If someone says simple things wrong, 
others often have to check out how things really are. They can correct the other 



person or ignore the mistake even though they noticed it. These greetings are 
familiar, but also tightly tied to the times of a day. That is why this simple idea 
can cause interesting results. Furthermore, one can naturally select to say any-
thing wrong and observe the reactions. The Everyday Anomaly Archive includes 
various stories about people saying something wrong. 

 
“I had just turned 18 and started to go to bars and pubs. At that time it was al-
lowed to smoke in bars. I was walking towards the counter thinking that I need 
to buy matches (which is ‘tikut’ in Finnish), or a lighter (‘sytkäri’). When I got to 
the counter I asked for a lollipop (‘tikkari’ in Finnish).” 
(“Cigarettes or Lollipops”, a story from the Everyday Anomaly Archive) 
 

 
Implementation 
 
For a couple of weeks in December 2019 I carried push and pull stickers with 
me and stuck them to doors whenever possible. The feeling of making some-
thing illicit was surprisingly strong. 

  
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

 



 

 
 

 
 
 



The Rules 
 

1. Collect some ordinary pebbles. 
2. Make 3D scans and prints of the pebbles and paint the prints to resemble 

the originals as faithfully as you can. 
3. Take the original and the replica pebbles back to the place where you 

found them. 
 

 
About the Idea 

 
It has just been snowing for the first time for the winter. I had a hyperactive puppy 
dog at home. I came home from school, opened the front door, and wondered 
how it was possible that there was snow inside, too. After a moment, I understood 
that the white fluff was the filling from my pillow and blanket, which the dog had 
ripped to pieces. 
(“Snow Everywhere”, a story from the Everyday Anomaly Archive) 

 
The idea for this piece emerged from those anomalies in which an object’s fea-
tures differ from those perceived at first impression, like the story above. I have 
been imagining the reaction of someone seeing two similar pebbles in the mid-
dle of nature where everything is unique, and how the focus changes if she in-
spects the pebbles more accurately: why is there a plastic copy of an ordinary 
stone? My copies are slightly smaller and a lot lighter than the original pebbles, 
which can give an impression of a pebble having a baby on its side. This piece is 
also about the question of the importance of work. I had to use resources to pro-
duce the pebbles, which may sound wasteful because I am not restoring them in 
a glass case. (Micro-)plastic in nature is a remarkable problem. But what about 
these pebbles, which are, after all, art? Are they waste because they are thrown 
on the ground? 
 
Implementation 
 
In the fall of 2019 I scanned three different pebbles and printed them out with 
a 3D printer at my local public library. I painted the prints with miniature 
paints, trying to imitate the originals as exactly as possible. I thought it would 
be difficult for me to paint realistically because I had not painted for many years. 
Surprisingly, when I added color on a grey base layer, the two-colored pattern 
formed out “automatically” when the paint did not adhere in all the nooks of the 
plastic pebble. The work that I had thought would be multi-phased and difficult 
was done easily. I did not want to ruin the paint surface that emerged by acci-
dent, so I accepted the changed nature of the work. The pebbles laid on my desk 
for almost a year in different phases of the work before I took them back out. 
After such a long time I felt melancholic to part with them because we might not 
meet again and they were, after all, my pebbles and prints. Here I could feel the 
difference from a “real” artwork: I have never been melancholic when a public 
sculpture has been finished because I know where I can find it if needed. 



 

 
 
 
The Rules 
 
Search copies of the Smiling Boy or Smiling Girl statues from acquaintances or 
in second-hand markets and leave them in places for anyone to pick up. Be care-
ful to keep the geographical and/or temporal distance between sculptures long 
enough in order to reach the impression of a misplaced object rather than a 
street art project. 

 
 
About the Idea 

 
“In Finland there has been in some schools a tradition according to which the kids 
of a school class can vote for who they think is the most fair and friendly student 
in the class. The most voted students will be given a plaster statue called 
Hymytyttö/Hymypoika (Smiling Girl or Boy), which depicts a head of a gently 
smiling child. This word, hymytyttö or hymypoika, has also been used as a nick-
name for (all too) well-behaving kids. The school I went to did not participate in 



this tradition, and for many years I thought that hymytyttö/poika is only a nick-
name for certain kind of persons. When I first saw a concrete statue, I was 
stunned. There really WAS a system for acknowledging friendly pupils!”  
(“Abstract/Concrete”, a story from the Everyday Anomaly Archive) 

  
The work utilizes an award called the Smiling Boy / Girl, a tradition that some 
Finnish elementary schools participate in. Once a year, the pupils of a class can 
vote for a boy and a girl in their class who has been ‘a good friend’. On one hand, 
this idea might encourage people to behave nicely towards each other; on the 
other hand, it is an example of unfair use of power. I personally do not have 
memories of the sculptures from my time in elementary school (perhaps the 
schools I went to did not award them), but I think it is an interesting symbol of 
power using activities that look nice and positive but are unequal. Being a ‘good 
friend’ is naturally tied to context, and some of us are more considerate than 
others. I thought that because awarding of those sculptures is quite arbitrary 
(depending on how popular one is in the class, even though someone else, a 
more quiet person, could be just as friendly), I wanted to continue this line and 
make it possible for random people to get a sculpture of their own. The name is 
borrowed from a cosmetics ad: I have always wondered about the sentence, 
what makes you worthy of a hair color? Similarly, what makes you worthy of a 
Smiling Boy/Girl sculpture? 

 
 
Implementation 
 
I was able to acquire 10 plaster sculptures. The project advanced slowly. These 
sculptures cannot be delivered in large numbers within a restricted area as that 
would change the content, making it easy to see as a street art piece. Neverthe-
less, I aim to cause mysterious situations, when a person thinks that someone 
has abandoned a “real” sculpture. 

In the fall of 2014 I had an exhibition called The Smiling Boys in the Logomo 
creative business center in Turku. In the exhibition the sculptures were hiding 
behind net-like wall structures so that, at first sight, the space appeared empty. 
After the exhibition I left some sculptures around the premises. The space hosts 
many small companies in glass-walled rooms, so I could see that a couple of the 
sculptures had been adopted by some of them. At that time, I was also working 
in the building, so I could observe for a long time. After the exhibition, I took 
some of the sculptures home with me, and for some reason my younger son (who 
was about eight years old at the time) placed one at his desk. I do not think he 
wanted to pretend he had been granted an award at school, but he just liked the 
look of the sculpture. Once, an older aunt was visiting us. She noticed the sculp-
ture at the boy’s desk and immediately commented: “Oh, he has earned a Smil-
ing Boy!” to which I did not respond. In spring of 2020, when the last week be-
fore the school’s summer holiday was about to start, I took the last couple of 
sculptures out and left them on benches in a bus stop and a park. Immediately, 
someone posted a message on Facebook announcing she had found a Smiling 



Boy, and was worried if a child had lost it. This indicated that there is still power 
and meaning in the sculpture, at least among the older people. 

Although I am happy to have witnessed these reactions, observing what hap-
pens does not interest me, partly because I cannot tell what someone thinks, 
and partly because my job is rather to create stories for myself and others, not 
to observe human behavior. Knowing that I have done something to alter reality 
is enough. By plainly leaving the sculptures and going away, I will never know 
what happens to them, but I can imagine that something will happen. 

  
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 



 



The Rules 
 
1. Select one of the most resilient daydreams you had when you were a 

child; something that was then beyond your reach but could be possible 
to implement in your current situation. 

2. Make the dream come true (at least to some extent). 
3. Observe yourself: how did you feel when you made the decision to  

implement the dream? 
How did you feel when the dream had been accomplished? 
How similar/different are you from yourself as a child?  
Are you the same person anymore? 
 
 

Implementation 
 
When I was about four or five, my aunt took me to visit a horse she was taking 
care of (see the photo of a small girl sitting on horseback). The image is partly 
fake – I could not ride and was far too small to control the horse. The horse was 
so reliable that my aunt could leave it standing alone for the moment she took 
this photo. I do not know which came first: did I become fascinated by horses 
first, or was the photo taken after I had had contact with them? In any case, after 
this visit to the stables I was mostly playing with plastic horses. Some years later, 
when I was about 11 years old, I went with my friend to a stable nearby and asked 
if I could help to take care of a small Shetland pony. I spent my teenage years 
intensely at the stables. I managed to make my dream come (partly) true when 
I was about 15 years old, and earned my own pony foal (only a small Shetland 
pony, because they are cheaper to keep) by working at the stables. A horse or a 
bigger pony would have been the best option because only small children can 
ride a Shetland pony. I was still very happy and focused on things that one can 
do with a small pony. When I was 18, I moved from the countryside to study in 
a city and had to sell my pony. I started to study sculpture, and as my graduation 
work I made two natural-size wooden horses. 

When I was 28, I had a permanent workplace. When I heard I had been hired, 
my first thought was: “Now I can afford a horse”. Before my plans were imple-
mented, I learned that I was pregnant. I knew it would not be wise to have a 
baby and a horse at the same time, so I left the horse plans aside. Years went 
past, and about 10 years later my partner’s daughter and my son became inter-
ested in horses and we started to go to stables together. I pondered and pon-
dered. This would be the perfect time to realize my dream, but I was afraid. 
Owning a horse is expensive and time-consuming, and I doubted that I had 
enough money, knowledge, and time for the project. Luckily, I saw an an-
nouncement of a horse whose owner did not have enough time to work with it 
as much as needed. She was looking for someone to help her. We helped the 
owner for three months, after which I could buy a share of the horse. After that, 
I was a horse co-owner for six months, safely with an experienced co-owner with 
whom I can share the worries, work, and expenses. There were plenty of happy 



coincidences that helped me make my dream come true. On the other hand, I 
searched actively for a solution. For years, I had been thinking about the possi-
bilities, and asking all of my suitable friends if they would be interested in co-
owning a horse. During the years, I had been comparing the monthly prices of 
various stables nearby, and renting other people’s horses, so I was ready when 
a suitable situation opened in front of me. At the moment of finalizing this text 
I want to add that there have been surprising changes in this story also: the co-
owner gave her share of the horse to me, so I became, reluctantly, a horse owner 
of my own. It has been stressful and hard - the dream has now shown its full 
price to me. 

I had been taking care of other people’s horses, so I was familiar with the daily 
care-taking actions, but there is much more that a random rider does not have 
to bother her mind with: the decisions about feeding, hoof care, vaccinations, 
etc. I knew I had made the practice of owning a horse more complicated in my 
mind than it exactly is. Naturally, there is plenty of knowledge and opinions of 
very delicate issues, but the basic upkeep does not have to be complicated. I am 
happy I had the courage to make this dream come true. Even if I had to sell my 
share now, I would have learned a lot about owning a horse and overcome the 
threshold I had built in my mind. Suddenly, I have an identity that I had only 
dreamed of. As an adult, the dreaming has naturally been different from that of 
a child. I have been aware of the responsibility that I would receive if I made this 
dream come true, and that things may not proceed as planned. I have been 
aware of the other possibilities I have to let go if most of my money and time 
goes towards a horse. Dreams are no longer unreal images of me and my horse 
in the summer sunshine. On the other hand, these thought-through dreams can 
be made true and are to be survived when made true. A child can dream freely 
because her dreams are often distant in terms of time and possibility of realiz-
ing. 

This on-going project has been an immersive exploration of my experiences 
and insights about my identity, transforming an idea (what is owning a horse?) 
into concrete everyday practice. I have been a learner: I have decades-long ex-
perience of horses, but the world has changed while I have been away. There is 
plenty of new information about the behavior and care of horses. Nevertheless, 
the animal has stayed the same: I have strong tacit knowledge of being with and 
reading the animal’s signals, but at the same time there is a lot to learn. Because 
horses are a part of my personal history and the topic of current learning, as well 
as mythical, historical animals and at the same time concrete everyday animals 
(to me, at this moment), I thought a horse would serve as an interesting example 
of the multiplicity of meanings attached to a single entity. There are multiple 
levels of information and practices connected to this unique, living horse. In-
spired by Ian Bogost’s concept of ontography (see Chapter 7.2), I created a web-
site called Ontography of a Horse (everydayanomolies.com/horse). In this con-
tinuing work I will add everything I know about the horse, everything that is 
connected to it. 



 

 
 

In this chapter I will discuss the issues I have 
learned about the familiar when tinkering with 
everyday anomalies. They could maybe be called 
“results”, if that would not be such a straightfor-
ward word. These ideas have been developed when 
experiencing anomalies, listening to other people’s 
stories about their experiences, making anomalous 
acts, reading theory, and living my everyday life. I 
already had a reflective attitude towards the eve-
ryday before this research project, but by looking 
at the quotidian through anomalies I have man-
aged to learn new things, or at least to take new 
perspectives on the old ones. 

The familiar is something we think we already 
know. Focusing on anomalous occurrences also 
sheds light on the “normal” as the background from 
which these unconventional events emerge. So, my 
method for seizing the familiar has been to learn 
about the unfamiliar. The two approaches used in 

this research – suddenly experiencing an anomaly, or purposefully designing 
a reality-tinkering project – differ from each other in their time scale and in-
tentionality. For that reason, they also reveal different features of the world. 

In the following pages I will bring various seemingly disparate topics to dis-
cussion: quantum mechanics, tacit knowledge, object-oriented ontology, mak-
ing of meaningful places. I will use these topics as examples of different phe-
nomena, along with my own insights developed during the project. I find it 
enlightening to bring these pieces of thought together, even though they belong 
to different traditions of knowledge. This may make the reading experience a 
bit bumpy, but that cannot be avoided when constructing a bricolage of 
thoughts. 



 
“Fictioning appears [...] as a means for encountering others in all their irreduci-
bility, and for re-enchanting reality with the buzz of possibility.” 
(Shaw & Reeves-Evison 2017, 58) 

 
Reality and fiction are inseparably entangled. Every act we do participates in 
making reality. At the same time, human life is fictional: we explain things, even 
our own behavior, to ourselves by telling stories and filling in the gaps that we 
do not have information about. During this research project I have learned how 
easy it is to mold reality even with small resources and playful motives, for ex-
ample, by behaving unconventionally. Having understood this, I have been 
wondering how easy it has to be to manipulate the reality when one has plenty 
of resources, and/or a strong will to achieve political or financial benefits. This 
kind of alteration is old news in our post-truth era. The manipulation of facts is 
highly unethical if it causes important decisions to be made based on non-true 
information. On some levels, it is not easy to demarcate truth from untruth be-
cause there might not be clear boundaries to be seen. The skill of changing per-
spectives is an important one for a dweller of the contemporary world, but, at 
the same time, it is crucial to accept that the world sets restrictions on us. We 
cannot endlessly claim that black is white without consequences, if the world 
does not support our claims. I will write more about this reciprocal relation with 
the world in Chapter 7.3. The altering of facts by powerful politicians clearly 
differs from the playful practices of art projects and pranks. In everyday life, 
subtle alteration of reality can be enough for gaining an effect or asking a ques-
tion. While living our everyday lives, it is important to perceive and remember 
this power we all have. 

Reality tinkering is an especially suitable approach for transforming reality. It 
creates “fictive reality”: the acts may seem perfectly “real” by someone experi-
encing them, but they are scripted, which makes them different from “sincerely” 
lived acts. There is a difference between me leaving my bag on a train by accident 
and having planned an anomalous act of leaving my bags around. I refer to re-
ality tinkering as “lived fiction”. There is a seed of a story planted in every anom-
alous act because they are scripted in order to start a chain of events. The person 
writing the script cannot predict how it unravels or in what direction it will be 
taken by the person experiencing and interpreting the act. The much-pondered 
question “what is real” has to be rephrased in this context: if I, as an artist, 
choose to leave my bags lying around, is that as real as when I, as a woman, 
forget my precious purse on a train? What if I write a story based on the project 
of leaving bags lying around? Is it a true story? 

 
 
 
 
 



“So, getting real is, I acknowledge, a tricky thing. Isn’t our approach to reality 
always mediated by some kind of filter of perception? And whose reality are we 
talking about? In which place or time? These are all valid questions. But, in a way, 
today the problem has become less philosophical and more urgent, more politi-
cal.” (Glaser 2012, 106) 
 

The idea of malleable reality and the activity of making “real” fiction have been 
the main issues of this artistic research. In order to discuss the fictive nature of 
reality, I will in the following briefly describe the concepts of reality, appearance, 
fact, and truth, to the extent they are relevant here. These are highly contested 
concepts in the history of philosophy, which hosts a plethora of theories and 
views concerning reality. Despite the lively discussion, nobody has certain an-
swers to these questions. I have chosen here to discuss these concepts according 
to Nicholas Rescher (2010), whose definitions fit well in the practice-based 
needs of this work. I have opted to utilize the realist definition of reality as a 
world that exists independently of the thinking beings embedded in it. 

Reality can be seen opposed by appearance and the imaginary; it can be 
thought of as a human construction or independent from us, subjective or 
shared. Further on, actual reality is often thought of as something different from 
the possible ones. What I find most delightful and inspiring is the fact that we 
can speculate endlessly, but we can never reach certainty of the ‘real’ stance of 
things; similarly to how a deep sea fish cannot realize that its dark, cold, high-
pressure world is not the only world. It is never able to reach the surface without 
dying due to pressure change. We can build machines to travel into the depths 
of the sea and into inner space, but we can never be sure what lies physically and 
conceptually unreachable beyond these neighborhood realities, which are anal-
ogous to the minor caves and hills of the sea floor. 

Is it possible to grab reality by its shoulders, or are we only able to reach mir-
rored images of it? Appearance is often thought of as a deceptive mirage, alt-
hough it plays a central role in our lives. On one hand, we are advised to pay 
attention to first impressions when we want to convince someone of something 
(for example, when choosing clothes for a job interview), but on the other hand 
we are taught to be skeptical about appearances, at least when they seem to be 
too good. In any case, appearances are often our only means of making judge-
ments, even if we are aware that we cannot be sure whether they present the 
reality correctly (Rescher 2010, 1). Although the appearances may sometimes 
lead us astray, there is no reason why they could not also be correct (Rescher 
2010, 15). In Western philosophical tradition, appearance is often understood 
as “mistaken or misleading”, which creates an insurmountable wall between ap-
pearance and reality (Rescher 2010, 12). Appearance does not have to be mis-
leading, but it is always partial, because it cannot include every feature of a real 
object (Rescher 2010, 15). Although we cannot perceive every feature of the real 
objects, the part we do perceive does not have to be wrong. Reality is something 
self-standing and sovereign, but appearance requires someone who experiences 
it (Rescher 2010, 19). 



Rescher made the following distinction between truth and fact: a fact is “a 
feature of reality”, and a truth is a representation of fact formed by a language 
(Rescher 2010, 22). Truths are based on facts about the world. The amount of 
facts in the world is inexhaustible, because there is always something more to 
be said about any object (Rescher 2010, 23). Because truths are formed by words 
in order to communicate them to other people, the quantity of facts is always 
larger than that of the truths, which are imprisoned in the system of language. 
The world is not built of language, and thus the facts are not restricted by the 
structures of language (Rescher 2010, 23–24). This idea of a non-exhaustible 
world of which we can have knowledge – albeit partial and contextual 
knowledge – has worked as a background assumption of my research project. 
In the words of Rescher: 

 
“[T]ruth and reality do not conform or correspond to each other. Nor yet do truths 
depict reality. The relationship is complicated because what reality does is to 
ground the truth. Reality is a truth-maker: it is because reality is what it is that 
the truth is what it is. The truth ‘agrees’ with reality only in the minimal sense of 
not conflicting with it.” 
(Rescher 2010, 44) 

 
Truths do not need to match exactly with reality: an approximation of the num-
ber of apples in a basket can be true enough for our purposes, although reality 
works on accurate measures. Truths can be indefinite, but reality has to be def-
inite (Rescher 2010, 29). There is an exact number of apples in the basket, even 
if we would be happy with a truth of “about ten”. Our true utterances can be 
vague or metaphorical by nature, which means that they cannot precisely give 
the correct image of reality, even though they would reflect it. 

So, while we should aspire for true (rather than false or biased) information in 
order to manage with the world’s phenomena, it is not possible to possess the 
only correct truth. The “whole truth” about an issue is always beyond our cog-
nition (Rescher 2010, 31–34). On the other hand, imprecision does not make a 
truth useless. Even if we do not know everything about a phenomenon, it does 
not render incorrect the things we know (Rescher 2010, 34). The concepts of 
truth and fact have been defined also differently from this account, but I find 
Rescher’s thinking useful for this research because it highlights the unknowable 
nature of the world and, at the same time, human agency in it. “However, while 
reality involucrates exactness, human planning and acting does not. We live and 
act in the realm of reality but think and decide in the realm of appearance” 
(Rescher 2010, 34). In the case of reality tinkering, the concrete acts taking place 
in the everyday could maybe be seen to dwell in the realm of “real”, and the 
thoughts and stories they evoke as their appearance, which is interpreted 
through the preconceptions of the person experiencing them. The objective of 
reality tinkering is to add layers to reality, to fingere it (“The etymology of fiction 
is from fingere (participle fictum), meaning ‘to shape, fashion, form, or mold’. 
Any verbal account is a fashioning and shaping of events”; Shields 2010, 10). 



Fiction is not about falsehood, just as appearance is not always wrong. By mak-
ing concrete acts in the world, it is possible to knit one’s own fiction into the 
fabric of reality. 

In her essay entitled Make-Believe: Parafiction and Plausibility (2009), Carrie 
Lambert-Beatty defined art projects that claim to be “real” as parafictions. I find 
this concept useful because it comports well with the concept of lived fiction I 
use for the anomalies. As a term, lived fiction is more focused on the experience 
of the one who encounters the artwork, while parafiction is a more general con-
cept of an artistic genre. Lambert-Beatty wrote: “[...] like a paramedic as op-
posed to a medical doctor, a parafiction is related to but not quite a member of 
the category of fiction as established in literary and dramatic art. [...] Unlike 
historical fiction’s fact-based but imagined worlds, in parafiction real and/or 
imaginary personages and stories intersect with the world as it is being lived” 
(Lambert-Beatty 2009, 54). As an example, Lambert-Beatty introduced Michael 
Blum’s project A Tribute to Safiye Behar (2005), where Blum, as his contribu-
tion to the Istanbul International Biennale, organized a house museum for a 
historical feminist character of his own invention, which passed for a while as 
real (Lambert-Beatty 2009, 51–56). I have admired this kind of work from the 
beginning of my artistic career, and even tried to produce some kind of parafic-
tions myself. I noticed that one needs remarkable resources to produce a plau-
sible artwork on the scale of Blum’s project, which drove me to search for more 
subtle ways to mold reality. 

As a young artist, I wanted to create glimpses into alternative realities. For 
that reason, it was crucial to select sculpture as my medium. Sculptures occupy 
the same three-dimensional space as spectators; they are not merely two-di-
mensional pictures of things, but things in their own right. The importance of 
feeling the presence of the sculptures in the space, and creating communication 
between spectators and sculptures drove me to make larger sculptures, which 
soon transformed into immersive installations including light and sound. The 
projects dealt with classical sci-fi imagery. The sculptures served as “evidence” 
of the incidents that took place in a real-time alternative reality story I wrote 
online. After taking these experiments as far as I could with the resources I had 
(the last effort involved constructing a whole walkable cave network out of fab-
ric), I was still not satisfied: it was obvious that I could not make a believable 
replica of an alternative reality out of fabric in a gallery space. 

My master’s thesis was a project called Abmo (2010), which was a Franken-
stein-like story on an abandoned living sculpture seeking its place in the art-
world. The sculpture sent messages to the museum directors around Finland 
applying for asylum in their museums. It established a Society of Abandoned 
Art, which mimicked organizations fighting for human or animal rights. I also 
exhibited various kinds of “evidence” of Abmo’s story. Through these acts, I 
aimed to create a living fiction. The project was not very successful because I did 
not have enough resources to make the story plausible. This kind of story should 
have been able to utilize various media. Of course, the starting point was surreal 
– a living sculpture demanding its rights – but the story could have been made 



plausible by larger budget and time resources. After Abmo, I started to seek a 
format that could be made plausible even with smaller resources. 

I wanted to evoke “real” experiences, not to work any longer in the world of 
“announced fiction” in a similar way to how Lambert-Beatty (2009, 54) de-
scribed parafiction, which “does not perform its procedures in the hygienic clin-
ics of literature, but has one foot in the field of the real.” At the same time, I had 
noticed that people recognize art as a reality of its own, and treat it as something 
that is ‘less true’, even if it discussed truthful issues. So, in order to reach my 
goal, I noticed that I should move away from making ‘easy-to-recognize art’. The 
works should be something that a spectator would not recognize as art and the 
platform for the pieces should be the everyday environment, because anything 
shown in galleries counts as art. Everyday life is our ‘most real’ arena of action, 
it is the most suitable for reality-work. This is a way of bringing the experience 
closer to the audience than in the sci-fi stories, although their function is also to 
get us to think about the flexibility of our reality, and not just to offer an escape 
from the dull quotidian. At the same time, I had started to notice the power of 
tiny confusing moments in the flow of everyday life. I wanted to bring these ex-
periences into my art practice, which led me to the reality tinkering approach. 

Over the years, this artistic “reality hunger” has only grown in me. I am fasci-
nated about things that are not planned to be shown to me, but which unravel 
by their own ways. I find it more interesting to watch people go about their mun-
dane tasks than to watch a movie about people. In a movie, somebody else has 
written the plot for me. It is naturally interesting to see what the author has 
wanted to say or show to the spectator. A movie is an artwork, skillfully focused 
and confined to communicate something to me. The movie is a part of reality, 
and the story can be truthful or plausible, but it nevertheless serves some pur-
pose. Instead, the people passing by in the city streets do not have specific mes-
sages for me, they do not care about me. I can look at them and freely invent 
stories about them (while keeping in mind that the stories are my inventions 
and do not tell me anything about the real persons). Although I am fictioning 
them with my gaze, using them as characters rather than as full persons, they 
are mine more than the characters of a movie. Similarly, the anomalous occur-
rences taking place in the quotidian humdrum can be seen as “real”, but the 
anomalous acts planned by me are clearly fiction to me, as their author. At the 
same time, they can be totally “real” to the persons encountering them. I have 
planned them for some purpose, in order to intentionally shape that which 
would happen in different ways without my intervention. On the other hand, I 
am a real person, so everything I do has to be real, to some extent. I think that 
intentionally blending truth and fiction in artistic work is a productive working 
method, although the ability to separate these two is naturally important when 
solving crimes or filling out tax forms, for example. 

 
 
 
 



 
“[Niels] Bohr is proposing that quantum physics involves more than cognitive 
mastery of rules and principles, the like of which is a soft pillow for drifting off 
into ideological slumber. Rather, it involves nature’s perpetual capacity to sur-
prise, to shock, to engender paradox and uncertainty, and to wake us up anew. A 
better description could not be given of life: anyone not occasionally shocked or 
surprised by it does not grasp its essential nature—does not realize that it cannot 
be reduced to the kind of perfect understanding that would strip life of its capacity 
to shock, surprise, and engender uncertainty.” 
(Grandy 2010, 19) 

 
A vital skill for a bricoleur is the ability to change perspectives in order to man-
age with her materials at hand. She has to be able to imagine a new life for, say, 
a baseball bat and a flower pot, in order to make anything new. Objects can have 
multiple identities at the same time, and the bricoleur must be able to shuffle 
these combinations in her mind. This is a both-and practice, not an either-or 
practice. It is productive to keep open the question of “what is important?” be-
cause if the order and hierarchy of things is too fixed in one’s mind, delicious 
possibilities can be left unnoticed. I find an interesting analogy for the work of 
a bricoleur in quantum mechanics, on various levels. First, the quantum revo-
lution offers an interesting example of a paradigm change that totally trans-
formed our taken-for-granted assumptions about reality, and the discipline of 
physics. Secondly, in this situation of “two physics”, quantum and classical, dif-
ferent laws are true on different scales of the same object, which also beautifully 
illustrates the bricoleur’s creative task, and the fact that we can have only partial 
truths. Thirdly, things are seen as entangled and having more than one possible 
form or location at a time, which as a mindset is also vital for a bricoleur’s work. 
In the following, I briefly discuss how a quantum mechanic mindset could help 
us to change perspectives in everyday life. 

In his book Everyday Quantum Reality (2010), David Grandy aimed to bind 
the principles of quantum mechanics with everyday phenomena. The worldview 
of contemporary people is based on classical physics, which makes the quantum 
phenomena feel strange. Theory is an important tool for grasping the questions 
faced by humans, but at the same time as it creates knowledge, it also oversim-
plifies reality (Grandy 2010, 67). The classical Western quest for knowledge has 
aimed to analyze separate parts based on the idea that reality could best be un-
derstood by knowing its elements. This mindset has brought us useful 
knowledge but left a gap between our everyday experience and scientific under-
standing. In our everyday life, we often try to separate logic and emotions, make 
relational phenomena sovereign, classify phenomena in either-or categories, 
and erase the chancy and messy nature of life (Grandy 2010, 126). Our current 
scientific paradigm shapes our understanding of reality, even if our own experi-
ences go against it. The worldview that quantum mechanics offers us, the dwell-
ers of everyday, is fresh and liberating: it can help us to get rid of the load of 
rigid ideals brought to us by the either-or -science we have built our worldview 
on. For example, in the quantum mindset there is no need to try to separate 



rationality and emotions because they can exist simultaneously (Grandy 2010, 
150). The principles learned in quantum physics experiments work on different 
basis, offering us a worldview that is much less predictable and exact, causing 
even the laws of causality to wobble (Grandy 2010, 145). 

Uncertainty, a basic element of quantum mechanics, is visible in many every-
day situations (Grandy 2010, 4): our everyday life is not determined (at least 
from our viewpoint), but it is not a total chaos either. If nature would be a ma-
chine-like system of cause and effect (as it was understood before the quantum 
revolution), there would not be uncertainty (Grandy 2010, 12). Taking into ac-
count all the uncertainty we constantly experience in our everyday life, “[…] it is 
quite surprising that quantum uncertainty should now be held up as something 
anomalous, something that goes against the grain of everyday understanding 
and experience” (Grandy 2010, 13). Accepting uncertainty raises an interesting 
question: Does it exist due to the lack of human abilities to perceive exactly, or 
is it a property of nature itself? The answer may well be a mixture of both, but 
quantum mechanics has taught us that inherent uncertainty exists in nature 
(Grandy 2010, 14–15). I understand that uncertainty can be seen as a source of 
sorrow in human life, and it may be the reason why we seem to try to eliminate 
it as much as possible. On the other hand, uncertainty brings us pleasant sur-
prises. According to Grandy, physicist Niels Bohr “[…] saw quantum uncertainty 
as the spark of life[.]” (Grandy 2010, 18). This idea of uncertainty as a positive 
force is enlightening, bringing us loads of new possibilities. “Quantum random-
ness, then, can be seen in positive, life-affirming terms. An event may lack a 
cause but still have a rhyme or poetic purpose, and that purpose may be the 
introduction of novelty to keep the world interesting” (Grandy 2010, 145). 

A profoundly counterintuitive phenomenon revealed by quantum experi-
ments is the wave-particle nature of light, the fact that light can exist in the form 
of wave as well as of particle, even though waves (energy) and particles (matter) 
were previously thought as ontological opposites (Grandy 2010, 22–23). Quan-
tum experiments have fundamentally transformed the idea of objectivity, of the 
dispassionate spectator perceiving the world around her. Objectivity has been 
the ideal position of the researcher in classical science, but quantum mechanics 
teaches us that the observer changes the target of observation only by observing 
it (Grandy 2010, 111). Experiments in quantum mechanics show us that a wave 
collapses to a particle because of measurement taking place, offering a profound 
starting point to consider all the other situations in which we might alter reality 
plainly by perceiving it. Relationality is an essential feature of quantum think-
ing: nothing exists separately from its surroundings. We cannot remain as sep-
arate spectators because we are already embedded in the world. A good example 
is the perception of colors, which is affected by many factors in the eye and the 
environment (Grandy 2010, 100). According to Grandy, this embeddedness 
brings ethical aspects to human life and nature. If we cease to consider ourselves 
as detached spectators, we can participate in the world with a more compassion-
ate attitude (Grandy 2010, 147). In the era of climate crisis, it is vital to really 
understand the relation-based nature of our world. And perhaps it would help 



the distressed contemporary human being if she could consider herself more as 
a part of a whole than a separate individual competing with others. 

In this quantum worldview, reality is rendered much more chaotic than the 
predetermined mechanical view proposes. While this can be frightening, uncer-
tainty also brings variation, which keeps things interesting (Grandy 2010, 146). 
What if we would cease trying to escape from the uncertainty of the world and 
instead embraced it as it is? Celebration of these poetic possibilities brings a new 
kind of agency for humans living their everyday lives, in interaction with various 
objects and phenomena. The art of changing perspectives is not easy to learn if 
we drift through our lives in automatic mode (see Chapter 5.1). When we are 
present (which I will discuss in Chapter 7.3), changing perspectives is more fun 
than difficult. Naturally, there might not always be resources in our minds to 
see the various possibilities hosted by every event and object. I do not think a 
human could be present and compassionate all the time, but at least bearing the 
mindset of a bricoleur makes it possible to switch it on in certain situations. 
During this project, I have learned how uncertain the world is, and how humble 
one has to remain in the face of its various frolics. This view offers a human yet 
another both-and situation: although she cannot govern the uncertainties, she 
can very well make proposals to the world (see Chapter 3.2). It could be logical 
to say that it is not worth trying if, at the next moment, an accident could tear 
her efforts apart. Nevertheless, we know from experience that our plans do ac-
tualize every now and then, and that there are also pleasant surprises that help 
us forward in our efforts. I find it delightful that even the physical basis of our 
reality can be understood in dramatically different ways, and I propose that we 
develop the skill of changing perspectives to help (at least to some degree) trans-
form the anxiety caused by the uncertain nature of the world into a joy. This can 
be practiced, for instance, by seeing an embarrassing social incident as a pre-
cious item to add into one’s anomaly collection instead of regretting that it took 
place at all. 



 

Humans are physical beings who live in a three-dimensional environment, so 
the importance of the tangible and practical side of life is quite natural. Still, 
there is something new I have learned besides this familiar piece of fact. Theory 
has offered important company to me during this work, but at least as much I 
have been moved by the knowledge residing in practices. In contemporary eve-
ryday life, there are plenty of words in the form of social media, newspapers, 
and research reports. Nevertheless, words cannot correct practical problems if 
the working methods are insufficient. There can be various ways to make yarn, 
for example, but there are certain features in the wool and in the tools that ena-
ble the work. These features cannot be changed at will; they have their nature, 
which we have to accept. 

In the previous chapter, I endorsed the skill of seeing manifold sides of one 
issue, of changing perspectives, which widens our view of the world. Here, in-
stead, I am in awe of the features of the world restricting us. These are features 
which we have learned to use in cooperation with the world. Humans are utiliz-
ing the world’s resources to varying degrees, often violently and non-sustaina-
bly. The ways I am interested in here are more interactive (more about interplay 
in Chapter 7.3), like the relationship between me and my sheep (Experiment 
#1). I shear her twice a year (which she needs in order to get rid of her wool) and 
work the wool with tools developed by humans whom I do not know. I am aware 
of the history of breeding sheep to be inactive so that it would be easier for hu-
mans to keep them, but on the other hand, my sheep belongs to an original breed 
and lives in an organic farm in a highly natural environment. The sheep is igno-
rant of all this debate, living her life and yielding to shearing twice a year. Along 
with the sheep and the farm-keeper, the process has involved interaction with 
various persons, tools and practices when learning to work the wool into yarn. 
It is not possible to make a cloth-dryer or fresh bread of the wool, but there are 
plenty of other possibilities I can make of it if I have the skill. And, to learn the 
skill, I cannot only dream or talk about it, but I have to act in the world. 

Learning a skill is a good example of the practices of living in the world. While 
sometimes mundane practices may not explicitly include noticeable learning, 
learning is always present in everything we do in the world. We are always trying 
out ways to do things, and to get feedback on our success from the world. It is 
fast and easy to plan projects and talk about things, but realizing them takes 
time, resources, and commitment. The amount of time spent on a practice in-
tertwines with one’s life history. New ideas and objects take time to open up, 
and this slowness of implementation creates that time. There are no shortcuts. 
It is often wise to plan one’s actions beforehand, but the work takes the amount 
of time and effort that it takes. It is possible to talk about things and study them 
in books, but the skill resides in the whole body, not only in conceptual thinking. 



In the following pages, I will discuss three aspects of the tangible practices of 
life I am especially impressed by: abundance of materials and ideas, depth of 
details, and the power of accumulation. 

“We need those things we simply cannot do without, we want those things which 
we hope will improve our well-being. Everybody needs food to eat, but a prisoner 
also needs the prison guard to bring that food. Likewise, anybody who does not 
grow her own food requires an income in order to buy food. The need for the 
prison guard and the need for money are both socially created.” 
(Hoeschele 2010, 2) 

 
When working with anomalies, I have noticed how much of everything (literally 
everything: objects, ideas, stories, persons) there is around me. During the pro-
ject, I have started to see the ordinary as extraordinary, the meaningless mass 
of objects as singular objects. This has caused me to question my previous pre-
suppositions about scarcity and abundance. I have previously learned that life 
is based on scarcity, which makes things valuable. Instead, I now see everywhere 
the abundance of anomalous occurrences, endless mundane drama. Prior to this 
research project, I worked mainly as a sculptor, making permanent public sculp-
tures. This naturally imposed tight requirements on the materials I could use. 
Because the sculptures were often large in size, the cost of the material could get 
very high, so I had to consider very carefully what materials I could technically 
and economically afford for a certain artwork. 

 
I remember the moment when I had my first digital camera. I had been photo-
graphing a lot with a film camera, taking carefully composed, very still images. 
While taking photos, I was all the time aware of the amount of the film frames I 
had left, and the costs of developing them. When I started to photograph with a 
digital camera, I started to play with the movement and blur, and my style totally 
changed. There was a certain piety in photographing with the film camera, feeling 
of restrictions and slowness of the process whose vanishing one could regret. Nev-
ertheless, I feel that the carefree and experimental nature brought to my practice 
by a digital camera was more important than sticking with the expensive and la-
borious way of working. 
 

Working with everyday anomalies is like finding the digital camera again in my 
artistic work. Reality tinkered pieces are often instant, not at all as impressive 
as the large sculptures. The significance of a single work is smaller than before, 
the meaning emerging rather from a larger body of works. I am aware that the 
easy and fast nature of reality tinkering can be seen as a symptom of our time: 
nothing is made rigorously and given time to develop; everything is just instant, 
easy flow and can be forgotten immediately. Some people long for the old times, 
when taking a photograph demanded a certain amount of technical skill. Alt-
hough I appreciate those skills as such, for me the real possibilities to make art 
are more important than the exclusive traditions. Previously I thought that an 
important value of an art piece is formed by its new and unique character, and 



was disappointed if I found out that somebody had carried out some of the ideas 
I thought to be mine. The reality tinkering approach focuses more on the effect 
produced to the world than on the novelty value of the artwork. The relationship 
between the artist and the world taking place in a certain moment and place is 
the most important motivation for working. Even though something may be 
easy to implement, that does not automatically mean it would also be easily dis-
posable and forgettable. 

The normative practices of the surrounding world strongly mold our needs 
and wants (Hoeschele 2010, 10). If everybody else has a phone and a car, a per-
son who does not have them may feel a social and practical lack (which I have 
concretely experienced as a child, living in the countryside without these two 
important resources everybody around me had. Even making new friends was 
difficult, because my difference would be revealed too soon, when they asked, 
“What’s your phone number if I call you tomorrow?”). According to Hoeschele, 
scarcity is produced in various ways for different purposes (Hoeschele 2010, 19–
32). There are structures or institutions that restrict access, and thus freedom 
of some people by reducing the opportunities to satisfy their needs (Hoeschele 
2010, 19), for example ideologies, social hierarchies, religion (Hoeschele 2010, 
19–32). Hoeschele asked: “How can we escape from the cycle of ever new scar-
city-generation, and the destructiveness it creates? The simple answer is that we 
have to create abundance-generating institutions and reform scarcity-generat-
ing institutions so that they create more abundance and less scarcity” 
(Hoeschele 2010, 131). For example, knowledge use is productive because the 
more people use and develop a specific kind of knowledge, the more knowledge 
there is available about that subject. There is not a restricted pool of knowledge 
in the world (which is the case with some of the natural resources), only the 
human-made patent system which restricts the development of free knowledge 
(Hoeschele 2010, 150–152). The reality tinkering approach can be seen as an 
endeavor to produce an abundance-generating practice for me as an artist and 
hopefully for some readers of this research as well. 

When working with the bricoleur attitude, anything is a possible material for 
one’s art, and any place is a potential gallery or stage. This differs significantly 
from the idea of an art scene I had when I came to the trade, where scarcity was 
always present. In this project, contrariwise, I have experienced abundance both 
as an artist and as a person living her everyday life. There is an abundance of 
objects around me (although, like many people nowadays, I have tried to get rid 
of them as much as possible). Our relationship towards commodities has 
changed during the last decades: they are no longer seen only as a symbol of the 
good life, but also as (environmental and aesthetic) problem. The difference of 
an object being valuable or waste can be surprisingly tenuous. Still, one thing 
that is certain is that there is no lack of objects around us. 

Along with commodities, there is an abundance of things of minor im-
portance, objects that are all around us, but we do not often pay attention to in 
the whirls of everyday life. Leaves of a tree, pebbles in the ground. Door knobs 
and stickers on lamp posts. These minor things are often invisible if we pass 
them in a hurry. I find the abundance of these details delighting. How could I 



feel lack in the middle of this abundance? Naturally, a doorknob is not bread, 
and does not help if I am hungry. Nevertheless, this work is written in a context 
where the main issue is not the lack of physical basic necessities, but rather the 
lack of being present in the middle of all the wealth. The insecure nature of the 
world keeps us on the run, but what would happen if we stopped to enjoy eve-
rything we already have instead of always rushing to some other places? Could 
it be possible to personally transform one’s life from a scarcity-generating prac-
tice to an abundance-generating one, and what could be the role of art in the 
process? 

“The totality of fact about a thing – about any real thing whatever – is in principle 
inexhaustible and the complexity of real things is in consequence descriptively 
unfathomable. Endlessly many true descriptive remarks can be made about any 
particular actual concrete object. For example, take a stone. Consider its physical 
features: its shape, its surface texture, its chemistry, etc. And then consider its 
causal background: its subsequent genesis and history. Then consider the multi-
tude of functional aspects reflected in its uses by the stonemason, or the architect, 
or the landscape decorator, etc. There is, after all, no end to the perspectives of 
consideration that we can bring to bear on things.” 
(Rescher 2010, 52–53) 

 
Georges Perec’s novel Life – A User's Manual (1978) is a beautiful attempt to 
make visible the depth and abundance of details of the world. The novel is situ-
ated in a single Parisian apartment house. In every room of every apartment 
there is plenty to discuss: the furniture, paintings on the wall, whole life stories 
hidden in the small souvenirs on the shelf. Although the details are described 
with considerably more effort than in average novels, they are far too numerous 
to all be covered, which explains why we need routines of perception and cogni-
tion to compress things for us. Reality (the environment that surrounds us in-
dependently of our thoughts, but is still moldable by our actions) is inexhausti-
ble in detail, but we humans are not capable of managing it all at the same time. 
Our knowledge about the world is often partial or fuzzy, even though the physi-
cal objects have exact properties (Rescher 2010, 34). It is possible to zoom deep 
into these properties; even the simplest object includes a lot of information 
about its material, structure, color, history, use, etc., as depicted in Rescher’s 
lively description above. This information is often unnecessary for using the ob-
ject successfully in the practical tasks of everyday life. Nevertheless, when paid 
attention to, it opens a kaleidoscope of possibilities for appreciation and imagi-
nation. 

Everyday life is made of concrete details. Although we can think about various 
concepts, in practice we always deal with certain things. We think certain 
thoughts and take care of certain children. Details make life specific. They have 
unique features that cannot be copied. The laptops that come straight from an 
assembly line are similar, but once you buy one and make it your own computer, 
it starts to have a history. Perhaps it will get some scratches on its cover, or you 



attach a sticker to it. A story told without adjectives is a boring one, and unreal-
istic. That is why reality tinkering is based on manipulation of details. In this 
context, details can be understood like the “facts” introduced by Rescher in the 
previous chapter. They are features of the world, existing without asking any 
permission from us, but offering various different possibilities for interpreta-
tion. 

I have produced two pieces to visualize the vast amount and depth of details. 
Detail Bingo helps to see the amount of small details in our surroundings. I in-
troduced the piece in Chapter 3.2. Another artwork is called Ontography of a 
Horse, which aims to visualize a small amount of the connections and infor-
mation a single animal bears. Ian Bogost defined the concept of ontography as 
follows: 

 
“Ontography is a practice of increasing the number and density, one that some-
times opposes the minimalism of contemporary art. Instead of removing ele-
ments to achieve the elegance of simplicity, ontography adds (or simply leaves) 
elements to accomplish the realism of multitude. It is a practice of exploding the 
innards of things – be they words, intersections, shopping malls, or creatures. 
This ‘explosion’ can be as figurative or as literal as you like, but it must above all 
reveal the hidden density of a unit.” 
(Bogost 2012, 58) 

 
Ontography of a horse is a website where I have collected information about the 
horse I worked with in Experiment #7 (described in Chapter 6.2). There are 
countless levels of knowledge connected to this horse: my personal experiences 
when interacting with it, the practical know-how of taking care of a horse, the 
history of horses in Finland and abroad, the mythological accounts of horses. 
Although I am aware that I can never reach the horse as such, regardless of how 
much I write about it (and, if I could reach it, that would not happen by writing, 
but rather by being with it), I consider this project illuminating when it brings 
to light the endless amount of practical and theoretical information connected 
to a horse. The website is located on everydayanomalies.com/horse. 

An important viewpoint present in the experiments made in this project is ac-
cumulation. Many things take time to develop. Books, hikes, and knitted jerseys 
become complete one word, step or loop at a time. Due to accumulation, it is 
possible to achieve goals without ever needing to make a single big endeavor. 
Accumulation emerges from the specific nature of details discussed in the pre-
vious chapter: one can talk about knitting a jersey as an entity, but when making 
it she must knit every single loop, one at a time. 

Accumulation is based on repetition, but is different from plain repeating. Pre-
viously completed repetitions are taken into account and they often change the 
future of the project. Although many tasks demand that the same movements 
or procedures be repeated, every single act of working bears its own singular 
nature, which has added up from the previous repetitions (“In walking, every 



step is a development of the one before and a preparation for the one following”; 
Ingold 2011, 53). There is variation, which sometimes changes the act’s meaning 
to something else. I have never made a brick house, but I can imagine that laying 
the last brick of a wall feels remarkably different compared to the first or the 
387th. Along with repetition, time bears an important role in accumulation. One 
goes to work every morning, and suddenly ten years have passed and she is an 
experienced worker instead of the novice she used to be. Or a child is raised from 
a baby to a teenager. Without a single big leap, things change their status, be-
come something else without alerting us of this transformation. The passage of 
time can be seen as sad because it signals the diminishing of our days. On the 
other hand, it is marvelous how the plain accumulation of time brings us things 
we could not achieve by other means. For example, the anomalous occurrences 
collected during this project are ephemeral and often meaningless interludes to 
the life of the people experiencing them. By seeing them as precious collectibles 
I can enlarge the time spent with those occurrences, when they accumulate to 
form an archive. 

At some point, accumulation acquires the critical mass of something new to 
emerge. It is not easy to know exactly when an indefinite activity of thinking or 
making transforms into “something”: an artwork, an articulated theory, or a 
new design of a chair. For instance, if I have to write about a given topic, I can 
start by idly glancing at various texts about the topic. Everything feels messy 
and unclear, I might not even read the texts properly, but just play around with 
them. Soon, during this “inefficient” activity, clarity opens up and I can write. 
Maybe a certain amount of accumulation was needed before it was possible to 
start the work. Perhaps the right time to complete the task came, and one should 
trust that it always comes before long. Tim Ingold described this point using the 
ancient Greek term kairos, the correct timing for a certain task (Ingold 2011, 
54). 

The sheep project (see Chapter 6.2, Experiment #1) has taught me a lot about 
knowing and skill formation. It is possible to know things in theory, to listen to 
people telling you how you should do this or that. But you do not thoroughly 
understand before you have tried out different ways and in practice learned why 
it is better to do things in a certain way. Of course, the advice gives you an overall 
idea and can, for instance, prevent injuries while learning. It is often easier to 
pay attention to the important points of the action with a teacher. But the touch 
needed to really understand the activity is gained only by doing. This is totally 
different from mere learned information, deep understanding instead of theo-
retical information. 

 
I was participating in a mountain bike competition as a beginner cyclist. Before 
the start, I went to warm up and got a panic reaction – I felt I was not able to 
control my bike while other participants whooshed around me. The weather was 
damp and I was afraid to ride on the wet, slippery roots. Suddenly, during the 
competition, my attitude changed completely: I felt I became one with my bike, 
like a cyborg. I rode as fast as I could, the tires sliding on the wet roots. Despite 
sliding, the bike always found a firm grip of the ground and I was not afraid at all. 
At that moment, I had the “touch”. 



 
The touch is a precious part of tacit knowledge and can take different forms. It 
can be sleeping or vivid. Once acquired, skills do not vanish, although they can 
be dormant. 

 
After a 25-year break, I continued my hobby with trotting horses. I had spent 
some time with horses during these years, but had not driven a trotting horse for 
ages. Now I had a new horse I could drive with. There was a person standing at 
the side of the trotting track we were using at the time. The horse had already 
jogged past her a couple of times. I did not know this horse very well, but I knew 
it was a young one. I knew that young horses can be playful, and they like to pre-
tend to get frightened of things they actually are not afraid of. I was using a car-
riage that had two seats and my son was driving the horse with me. I gave him the 
reins and remarked that the horse might get “play-scared” of the person during 
the next lap although it had already seen her. My son did not have a proper hold 
of the reins, and the horse jumped a bit, being play-scared of the person just like 
I had anticipated. 

 
This story illustrates well the importance of tacit knowledge. I could not say at 
the moment why I felt so sure that the horse would jump, but I could still antic-
ipate it. This kind of knowledge grows only by accumulation of time and actions, 
by being with horses. There is word-knowledge attached, but it is not enough as 
such. Many things are so easy, familiar, dull, when one knows them and has 
already formed a routine. The skill often becomes invisible after it is accom-
plished. For example, before this project, spinning wool felt to me like a distant, 
even absurd, skill. But now I have the skill, young and sprouting, and it is per-
fectly ordinary to me. My endeavors here can be depicted well with the words of 
Alva Noë (2012, 2): 

 
“The world shows up for us in experience only insofar as we know how to make 
contact with it, or, to use a different metaphor, only insofar as we are able to bring 
it into focus. [...] The world shows up for us. But it doesn’t show up for free. [...] 
We achieve access to the world around us through skillful engagement; we ac-
quire and deploy the skills needed to bring the world into focus.” 

 
Many tasks seem so demanding when they are in front of oneself, but a com-
pletely natural part of one’s personal history when they are complete. Skills are 
self-evident to the one who masters them, even though they seem almost im-
possible to reach from a beginner’s perspective. The magic of accumulation lies 
in its undramatic nature: the activity of practicing a skill or writing a novel takes 
place slowly and with small steps. It requires patience, perseverance, and belief 
in the project. The achievement can seem tremendously large or difficult to 
someone who did not do the work, but the maker herself knows that although 
the amount of work might have been large, the steps to the achievement were 
small. This undramatic nature is also utilized in reality tinkering, making it a 
very accessible practice.



 

“However much we would think of ourselves as being a geological force, the mas-
ters and culprits of the obscene Anthropocene, the leading characters performing 
a morbid spectacle, we are not the only ones involved.” 
(Arlander 2020, 135) 

 
The world is full of things, but certain ones are mine. No two things are identical 
– even industrially made commodities get their own identity as a result of use 
and ownership. During this project, I have learned to endorse this uniqueness, 
which is born out of relationships. Although there are plenty of theories and 
concepts of interaction stressing its different aspects (for example, intra-action, 
a concept coined by Karen Barad, who stressed that “relata do not preexist rela-
tions; rather, relata-within-phenomena emerge through specific intra-actions” 
(Barad 2007, 140); or correspondence, a concept by Tim Ingold I have discussed 
in Chapter 2.4). I have opted here to use the word “interplay” to refer to the 
interactions taking place between different entities in the world, because I have 
not wanted to engage with any specific theory. Interplay between humans and 
the world is twofold: we experience the surprises the world offers to its dwellers, 
and affect the world by our actions. In the following pages, I will first discuss 
being present, which is required for building meaningful relationships around 
oneself. Presence can be seen as a responsibility of a human in order to partici-
pate in the world. The second subchapter discusses the interactive nature of the 
world, where humans act as one agent among others. 

Being present is a necessary condition for working with anomalies. Although 
anomalous occurrences can take place as a result of automatized behavior, one 
must be present in order to notice the experience, and to contemplate the in-
sights offered by it. Anomalous acts, in turn, work to promote presence in the 
current situation. As a reality tinkerer, it is not easy to notice subtle places for 
anomalies without being present in familiar situations. Playing and improvising 
are creative practices involved in working with anomalies. Both emerge from 
presence, because they cannot be implemented without paying attention to 
one’s surroundings. A preconception along which a thing or an event is labeled 
boring can form a barrier for paying attention. To be boring, a thing or activity 
must be familiar to the person experiencing boredom – or, at least, she must 
think that she knows the boring thing, even though that would not be true. This 
artistic research project has strived to see past the surface of the already-known. 
One simple way to gain this is to set secret tasks to oneself. I was surprisingly 
excited about making Experiments #2 (Reverse Pick-Pocketing) and #4 (The 
Simplest Act to Cause Embarrassment), which were small unconventional acts 
made in public places. 



Refusing to see things as boring can be called “appreciative curiousness”, 
gained by exposing oneself to the world. This involves being open to the world 
and letting oneself be moved by it, aiming at multi-faceted perception, learning, 
accepting that one will fail from time to time. Teenagers are often bored because 
their developing self-esteem does not yet allow them to be open to the world. 
That is acceptable because their growth is rapid and their communities are often 
cruel. This bored attitude can sometimes be sustained in adults too, making 
them continuously need stronger acts and bigger amounts of those things which 
make them feel alive. The mindset of appreciative curiousness lets one see pos-
sible worlds in the mundane, keeping one busy with the things she already has. 
In the words of Alva Noë (2012, 14): “We cultivate in ourselves the power to 
bring the world forth. It is our nature to do this. And in so doing we show up not 
merely as the animals we of course are, but as persons capable of enacting the 
world through our own skillful exploration and self-cultivation.” In this sense, 
being present is the precondition of affecting the world. As people, we have re-
sponsibility for our acts in the world (Noë 2012, 14). 

Being present is not always easy in our contemporary world of interruptions. 
Restlessness is an acknowledged problem that is fought against with various 
cures, from mindfulness meditation and green care to instructions on how to 
mute the notifications on one’s mobile phone. I cannot offer a polished method-
ology to solve this problem. Nevertheless, during this research project I have 
noticed the strength of the method of simply paying attention to one thing at a 
time, without discriminating beforehand its importance or boringness (in the 
next chapter I will introduce “flat attitude”, an endeavor to look at things un-
hierarchically). Allan Kaprow wrote how paying attention changes routine be-
havior, using as an example the activity of washing hands, and all the little un-
noticed details it includes: “You might become fascinated with the soap bubbles, 
with the drying motions of your hands, with looking at these things in the mirror 
rather than directly. Soon you realize it is all very strange; you are in a territory 
of the familiar unfamiliar” (Kaprow 1990, 236). I have practiced paying atten-
tion to the everyday with the following experiments, which have produced sur-
prisingly strong experiences, even though the activities are such simple ones. 

 
 
Experiments of Presence  
 
#1: For a Dog 
 
How rare is it to let the dog lead its walker? People are often annoyed when they 
would like to walk straightforward, but the dog wants to smell various odors, 
sometimes run fast and other times just stop. Often proposed, an interesting ex-
perience is to let the dog walk the walker. Which one is connected to the other 
with a leash? Which one has to yield to the other’s will? Could this be more a 
conversation than one-way action? 
 
 
 
 



#2: For Words 
 
Writers do an enormous job in selecting their words, but as a reader I often swal-
low them without tasting properly. At least once, read a book in a way that makes 
you able to taste every letter of every word. 
 
#3: For Clouds 
 
They are always there, a massive spectacle in the sky. Still, I do not often really 
see them. Every morning, take time to exist with the clouds for a while, to study 
their moving shapes. Save them as a memory so that, over time, you will be able 
to recognize their different shapes. 

 
Kaprow also highlighted the importance of play for lifelike art, as a form of ex-
perimentation (Kaprow 1990, 240–241). Playing offers an excellent example of 
being present at the moment, and at the same time far away in fiction. In the 
activity of playing, things can be perceived in a multi-faceted manner. A little 
brother can be a dog and a cardboard box can be a house. Play cannot take place 
without the participants being present, keeping in mind the world that is created 
by their activity. In the role play, the player is not herself at the moment, but 
sunken into a fictional world. This combination of fictionality and presence is 
something valuable that I also try to reach with the reality tinkering practice. 

“I want to cut a plank, and I have a saw. So I use the saw to cut the plank. How-
ever,[...] it is clear that I need more than the saw to cut wood. I need the trestle to 
provide support, I need my hands and knees respectively to grip the saw and to 
hold the plank in place, I need every muscle of my body to deliver the force that 
drives the saw and to maintain my balance as I work, I need my eyes and ears to 
monitor progress. Even the plank itself becomes part of the equipment for cut-
ting, in that the evolving groove helps to guide the work. Cutting wood, then, is 
an effect not of the saw alone but of the entire system of forces and relations set 
up by the intimate engagement of the saw, the trestle, the workpiece and my own 
body.” 
(Ingold 2011, 56) 

 
Events do not take place because of my actions alone, but as a result of interac-
tion with various forces; for example, inanimate objects, other living beings and 
chance. While growing house plants (Experiment #3), I noticed I could not 
make them from scratch, but on the other hand, if I had not planted them in 
different jars, their amount would not have increased. Hallam and Ingold (2014) 
discussed the relation between growing and making, which has been the leading 
theme of my experiments with living plants and animals. Growing is often un-
derstood as a continuing activity, while making reminds more of an event 
(Hallam & Ingold 2014, 3–4). These two activities are more interconnected than 
we often think, as are organisms and artefacts, the two classes of things these 
two verbs are attached to. Hallam and Ingold eloquently formulated the role of 



the maker, which I have aimed to undertake in my activities “[...] the maker ef-
fects an ontological transformation in the material, not through the application 
of exterior force to inert substance, but through intervening in a play of forces 
and relations both internal and external to the things under production” 
(Hallam & Ingold 2014, 4). 

One night there was an accident in the farm: a ram broke loose and got 
through fences to the sheep I have, and soon after that visit we had two un-
planned lambs. Things happen, and it is wiser to accept them than try to fight 
them. During this research project, I have learned that uncontrollability can be 
seen as a source of creativity, not just as something one should avoid or mini-
mize. The bricoleur mindset is based on this. A bricoleur can plan her pieces so 
that they benefit from uncontrollable interaction, not merely accept it. For ex-
ample, anomalous experiences only occur by accident. My work during this re-
search project is based on an understanding of the world as a complex assem-
blage of forces and entities that we can never thoroughly know, but can still af-
fect. In the following, I will take a brief look at the approach of object-oriented 
ontology (OOO), because some of the ideas introduced in it fit well to these pon-
derings. Object-oriented ontology can be criticized as being “a fossilized uni-
verse” that does not take time and movement into account (Ingold 2017, 13). I 
do not want to participate in evaluating the approach here, but rather to restrict 
my take on OOO to utilize it as a tool for thinking about the equal ways of exist-
ence of different entities. In the following, I will provide a brief summary of 
some of the central ideas, concentrating on the idea of flat ontology. 

The word object means anything that exists in OOO (Morton 2013, 63), in-
cluding humans, animals, physical objects, and concepts. An object may be 
sometimes difficult to demarcate, but it is something that “cannot be entirely 
reduced either to the components of which it is made of or to the effects that it 
has on other things” (Harman 2018, 50). Here I understand an object as a com-
plicated entity that has some kind of borders, clear or fuzzy, between itself and 
the other objects. The idea of withdrawal of objects means that we can never 
reach all aspects of anything, even ourselves, and continues to think of the world 
as complex, only partially reachable. Objects exist “in their own right” (Harman 
2018, 92) and we can only sense some parts of them. We can never catch an 
object in its full existence, only as aesthetic appearances (Morton 2013, 56–57). 
Objects have qualities, but these qualities cannot be reached only through a list 
of information about them (Harman 2018, 88). Although someone may have 
full information about my weight, pulse, and education, she would not know me. 
Even if I measured every possible physical issue in my own body, I would not 
know how my thoughts are born. One of my friends would tell one story about 
me, and another a different one, and even my dog would have his own perspec-
tive of me. None of this knowledge is wrong, as such, but it is inadequate to reach 
me as an object/person. Timothy Morton formulated this as follows: 

 
“Withdrawal means that at this very moment, this very object, as an intrinsic as-
pect of its being, is incapable of being anything else: my poem about it, its atomic 
structure, its function, its relations with other things… Withdrawal isn’t a violent 
sealing off. Nor is withdrawal some void or vague darkness. Withdrawal just is 



the unspeakable unicity of this lamp, this paperweight, this plastic portable tele-
phone, this praying mantis, this frog, this Mars faintly red in the night sky, this 
cul-de-sac, this garbage can. An open secret.” 
(Morton 2013, 16–17). 

 
In OOO, flat ontology is a principle that aims to treat all things equally, instead 
of elevating humans into a special position compared to other species of animate 
or inanimate things (Bogost 2012, 17). It does not assume “in advance that dif-
ferent types of objects require completely different ontologies” (Harman 2018, 
65), but supposes that different things, whether they are quarks, tigers, or folk 
stories, exist in the world ontologically in the same way despite their varying 
features. One of them is not “more real” than the other. 

These ponderings led me to coin a concept of a flat attitude, which helps to 
breach, at least a little, the classifying attitude that tends to make many things 
boring. By a flat attitude one tries to perceive objects openly, not only by relying 
on her previous impressions and experiences of them. Flatness is often visible 
in children’s behavior because they have not yet formed categorization systems 
as strong as those of the adults. I might have grown too adult and goal-oriented 
to be able to fully enjoy the awe of the familiar anymore, but the practice of de-
liberately trying to apply the flat attitude could help. Morton wrote about the 
mysterious nature of the realness of things: “unspeakability, enclosure, with-
drawal, secrecy” (Morton 2013, 17), which brings to my mind the animist atti-
tude children often have and which (to some extent, from time to time and in 
playful manner) might not be harmful for adults as well. I understand flat atti-
tude as a way of encountering living or inanimate entities as themselves. Differ-
ent animals and objects have their own ways of being, their own abilities. There 
is no reason to claim that the human way would always be the best one. As a 
human, I often do not even notice the communication of other species. Because 
of this blindness, I should take a humble position towards them rather than an 
arrogant one. If observing attentively, it is possible to learn a lot about other 
entities: 

 
My family lives on the seventh floor of an eight-floor building. Sometimes, when 
I return from a walk with our dogs, I can see that the elevator is on the seventh 
floor. On that floor there are three apartments, of which our apartment has six 
residents and the others a total of three. From this I can infer there is a large 
probability that a family member has come home. As additional information I can 
have knowledge about the time my partner leaves his workplace, etc. While I am 
pondering all this, the dogs lift their noses and start to wag their tails. I have no-
ticed that the smell of the people waiting for the elevator floats a little further in 
the corridor, in the opposite direction of the front door, because that is always the 
direction the dogs go to sniff. They do that only if a family member has recently 
been in the corridor. From their behavior I can see that they know who has come 
home. In contrast to my guesses about the person, they know exactly who has 
arrived. 

 
 



The agency of animals in our contemporary urban everyday life is an interesting 
question. The web is full of videos of animals doing funny stunts, people spend 
a lot of time with their pets and talk about them. The whole idea of keeping living 
pets instead of plush toys culminates in their agency, which makes up their per-
sonalities. Although a pet dog can do a lot of damage to its owner’s furnishings, 
it also appeals by its possibilities of action. This possibility of action is rather 
tightly determined by the owner of a pet, compared to the one of wild animals. 
The moose is an animal whose agency is significant for many people who want 
to avoid car crashes. I think that the solution of building fences along major 
roads is an excellent one: the moose can keep the forest and humans can stay 
safe on the road. The moose would have a larger territory if it could cross the 
road and use the forest on both sides, but by that it would put its own life and 
those of humans at risk. I am also looking for this kind of solution with pet ani-
mals: how to let them be themselves and at the same time make sure they are 
decent animal citizens, acceptable to their environment? 

Jane Bennett wrote about thing-power, which is “the curious ability of inani-
mate things to animate, to act, to produce effects dramatic and subtle” (Bennett 
2010, 6). She elaborated the concept through an experience with found objects, 
which aligns beautifully with my presuppositions of the importance of everyday 
details motivating this dissertation work. She asked a question that is central to 
the “flat attitude”: how to develop a childlike capacity to see the agency of non-
human things if one has grown into thinking that material is inert and passive. 
One solution she offered was to find inspiration from the philosophies of nature, 
because and despite their often superstitious and animistic worldviews (Bennet 
2010, 18). Art as activity is free to employ these views at will. I have been trying 
to use this kind of attitude in my field work in everyday life, to perceive things 
“like never before” while at the same time admitting that it is not possible to 
reach this position fully while continuing life with an average adult brain and 
senses. 

I understand objects as having certain agency, which can be seen for instance 
in the indeterminate nature of the world. Certain materials and objects behave 
in certain ways, and knowing and respecting those ways makes interaction with 
them smoother. An iron does not burn my hand on purpose, but it has the fea-
ture of conducting warmth, which differs, for instance, from the conductive fea-
tures of wood. The world opens up in possibilities that we can or cannot utilize 
depending on our skills and properties. The skill of driving needs a car to be 
actualized, but one does not do anything with a car if she does not have the skill. 
I believe that this kind of new materialist approach towards the world might 
offer possibilities to understand how to work together with other objects in the 
world, not against them, as a lonely humankind relying only on one’s stubborn 
will-power, reigning and being responsible for everything.



 

In this final chapter, I consider the possibilities of intentionally making things 
meaningful. As an example, I will use the various relations we can have towards 
places. Our favorite places do not need to be owned by us, which offers a hopeful 
analogy with other areas of life as well. It is possible to make almost anything 
significant to oneself after understanding its singularity and forming a relation-
ship with it. 

Routine seems to be embedded in human character, likewise is longing for 
novelty (which is quite a tragic contradiction). In the 21st century, everyday life 
requires a lot of managing: managing of flows of information, efficient use of 
time (for work and leisure), self-discipline (such as regarding eating and exer-
cise). In the strict pattern of everyday, routines work as our managing tools: 
with them the everyday flows smoothly, but at the same time the oblivion they 
offer can spread into too many aspects of life; one can suddenly notice having 
performed surprisingly complicated tasks on autopilot. Routines make life eas-
ier, freeing our energy for more important tasks (Aarts & Dijksterhuis 2000a, 
53), but as sedatives, they may make things dull and lifeless. Overly routinized 
ways of living do not help with our identity work; while striving for originality 
and individuality promoted in our culture, it is not encouraging to suddenly no-
tice oneself leading an ordinary life, similar to millions of others. 

In their book Escape Attempts. The Theory and Practice of Resistance to Eve-
ryday Life (first published in 1976), Stanley Cohen and Laurie Taylor discussed 
the multiple methods, “forms of resistance and escape”, used when striving to 
conquer the weight of the everyday (Cohen & Taylor 1978, 24), emphasizing the 
difficulty to completely detach oneself from routines and scripts of everyday life. 
It is worth noting that although this book, which focuses on “escaping,” has as 
its starting point the dissatisfaction people feel in routine-filled everyday life, it 
does not claim that the everyday would be dissatisfying always and for everyone 
(Cohen & Taylor 1978, 199–201). 

Cohen and Taylor found three attitudes that are used when struggling with the 
routine-filled everyday, applicable in different kinds of situations. They called 
the first one unreflective accommodation, which is the way to manage with the 
most mundane tasks. Routinization of these tasks does not threat our identity. 
There is not much to reflect about in the acts of brushing teeth or washing 
hands, and the people who pay excessive attention to these tasks are regarded 
as weird rather than extraordinarily free individuals (Cohen & Taylor 1978, 26). 
We bear with the routines because we think that real life is somewhere else, even 
though sometimes everything seems so completely routinized that “words like 
‘freedom’, ‘spontaneity’ and ‘indeterminacy’ seem empty slogans” (Cohen & 
Taylor 1978, 30). The next, more complicated strategy is self-distancing, which 
does not even demand changing anything other than the way we think about the 
routinized patterns. The magic of self-distancing works like this: “Although my 
life would look very similar to all the others’ I am not trapped by it, because I 



can see through the framing and role-play, and fight them using sarcasm, irony 
or cynicism as my weapons” (Cohen & Taylor 1978, 33–34). Even though this 
strategy can help us for a while, there is a huge drawback: self-distancing is in 
itself a routine practiced by everyone and shaped along the known behavioral 
scripts, which causes the use of this method to trap us again, this time in the 
routine of distancing. When we understand being again trapped in the routine, 
we can only escape by elevating our self-distancing to the next level, by showing 
that we are aware of ourselves being aware of standing outside the mundane 
reality (Cohen & Taylor 1978, 37). The third possibility is self-conscious rein-
vestment, which is reached by changing attitude, hopping off from the never-
ending circle of cynicism and instead investing in the mundane tasks of the eve-
ryday reality in a seemingly naïve, but secretly “enlightened” way, striving con-
sciously to get involved instead of distancing ourselves (Cohen & Taylor 1978, 
39–40). 

During this research project, I have started to believe in the possibilities of-
fered by the strategy of self-conscious reinvestment offered by Cohen and Tay-
lor. Yuriko Saito spoke to a similar kind of attitude regarding to everyday aes-
thetics, of finding value by paying attention to one’s surroundings: “care, 
thoughtfulness, and respect expressed in the objects and environments that sur-
round us and in the way in which others interact with us cannot but encourage 
us to ‘pay it forward,’ so to speak” (Saito 2017, 217). The idea is simple but 
strong: almost anything can be made special by working for it, spending time 
with it, and appreciating it. In many situations one might not get what she 
wanted. If one cannot afford to buy a mansion, perhaps painting one’s cottage 
and planting some flowers in the yard would be the second-best option. This is 
the attitude of a bricoleur: trying to get along – and have some fun – with what 
one has. Bricoleur’s strategy of self-conscious reinvestment can be used to make 
things meaningful through attention, care, and time. In the following, I will 
briefly discuss these possibilities by using as my example the different ways 
places become meaningful to us. 

Our interpretation of a place is mainly important for our everyday experience. 
Places have fluid meanings; the character of a place changes continuously over 
time, both collectively and subjectively, when different people or the same peo-
ple in different situations experience it in various ways. Places are often divided 
into public and private, natural and built, safe and dangerous, expensive and 
cheap, familiar or strange. In a foreign city we find locations in a highly instru-
mental way, with the help of a two-dimensional diagram called a map, but in 
our home town we can go everywhere without even remembering the names of 
the streets. 

 
 
 
 
 
 
 



 
 

I have divided places into three different types based on the relationship one 
can have with them: imaginary places, passed-through places, and lived-in 
places. A place does not need to have a fixed position in this system. Places cer-
tainly can change their status; an insignificant piece of highway can suddenly 
become extremely meaningful because of a car accident, or an impersonal tran-
sition hall can acquire meaning because of an unexpected encounter. On the 
other hand, meaningful places can lose their urgent meaning, but they do not 
easily transform into fully insignificant ones; the shopping mall, where one used 
to spend time as a teenager, may lose its importance but it will always bear the 
memento, it always stays different from all the other, similar-looking malls. 

An imaginary place, either utopia or dystopia, is, by definition, always un-
reachable. In the words of Georges Perec: “All utopias are depressing, because 
they leave no place for chance, for difference, for the miscellaneous. It’s all been 
sorted into an order, and order reigns. Lurking behind every utopia is a great 
taxonomic design: a place for everything and every thing in its place” (Perec 
2009 [1985], 122). Utopia is a place where everything is pre-organized and 
thought-through, not leaving much space for creative rupture. Although utopias 
are usually presented as solutions to the problems in the current society, the 
idea of an impeccable system can be more frightening than delightful. Reality 
tinkerers cannot work in the imaginary places; the anomalies need a living per-
son to occupy the space because they are not objects of imagination but of expe-
rience. 

The meaningfulness of a place emerges as a result of the relationship with it. 
For that reason, I have divided the non-imaginary places into two categories: 
passed-through and lived-in places. Passed-through places can be insignificant 
(such as driving past a town besides a highway at 120 km/h) or significant (such 



as vacation places that are travelled to especially in order to make new memo-
ries), but they are foreign in their nature. Of course, a passed-through place can 
transform into a lived-in place if one moves into the town one used to drive past. 
The memory of lived-in place lives in a person’s mind, even though physically it 
is possible to move away from one’s familiar environment. These memories of-
ten fade over time, but as long as a person remembers the former lived-in place, 
it is not possible to be passed through anonymously. Intimacy between the place 
and the person is still there, at least in her memories. Marc Augé wrote about 
“non-places”, defining them as follows: “If a place can be defined as relational, 
historical and concerned with identity, then a space which cannot be defined as 
relational, or historical, or concerned with identity will be a non-place” (Augé 
1997, 77–78). Non-places are often understood as impersonal places: airports, 
chain hotels, supermarkets, but in addition to these well-designed places any 
place one does not have a lived connection with can be seen as a non-place to 
her (Augé 1997, 94). 

With a non-place, a person often has a contractual relation marked by a ticket, 
permission or trolley in a supermarket, which also diminishes her identity to 
that of a passenger, visitor or customer (Augé 1997, 101–103). Instead, the lived-
in place is intimate. Its dweller knows shortcuts and tricks; she is at home in 
there. Both the person and the place are multifaceted, not only appointing one 
role. Some of the lived-in places of an individual are given by society (school, 
hospital, media-space). These lived-in places provided by the society are varia-
ble, common to many of its citizens in different phases of life (think about a child 
who would not want to go to school or an elderly person who would not want to 
move to an old people’s home). These are places that a person cannot affect 
greatly. She can try to adjust her attitude, but not much more. 

Any place can transform into an individually meaningful place (with varying 
importance) when it entangles enough with the experiencer’s personal history. 
This kind of lived-in place can be divided into two types: given and made places. 
Given places become important to us even though we are not able to select them. 
These places include the homes and neighborhoods of our families and friends, 
locations of workplaces and the unexpected life events, big or small, and are 
places that we become accustomed to, either suddenly or over time. These are 
not necessarily places that have power over us like the society-based ones, but 
which we can more or less select. 

The made places consist of the selections of an individual, providing her with 
some power to make places of “her own”. Georges Perec formulated this beau-
tifully: “Space is a doubt: I have constantly to mark it, to designate it. It’s never 
mine, never given to me, I have to conquer it” (Perec 2008 [1974], 91). These 
places are everywhere that an individual invests her time into: in one’s home 
and garden, or the Occupy movement, house and street reclaims, temporary fes-
tivals, street art. They can exist more or less permanently. The relation to a place 
can be developed through time and activity, or it can also be built very quickly. 
We all have favorite places that are ours, even without legal ownership. Making 
a place into my own does not even demand me to make any visible marks there. 
Visiting a place often enough and following what happens there makes the place 



part of my life. By making memories about a place we can be at home there. In 
the words of the geographer Doreen Massey: 

 
“[...W]e recognise space as always under construction. Precisely because space on 
this reading is a product of relations-between, relations which are necessarily em-
bedded material practices which have to be carried out, it is always in the process 
of being made. It is never finished; never closed. Perhaps we could imagine space 
as a simultaneity of stories-so-far.” 
(Massey 2005, 9) 

  
The anomalies collected and made in this project can be seen as a strategy for 
making one’s living space one’s own by noticing and adjusting one’s near envi-
ronment, by adding the amount of stories happening in a place stored in one’s 
memory. It is also about enlivening the place for others. The idea of a made place 
works as an example of an individual or group making things important through 
their own activities. This kind of space can be found in the practices of everyday, 
art, play, pranks. A place can be transformed to be one’s own by making knitting 
graffiti, behaving against the norms or taking care of a place (for example, So-
phie Calle’s phone booth discussed in Chapter 6.1). This same tactic works in 
every section of life. Care given to places provides a good example because it is 
easier to perceive than care which takes place in more abstract situations. There 
will always be more passed-through places in the world than there are places 
where I feel that I belong. This is not a problem, but if there would not be any 
place I could sincerely feel “my own”, I could feel detached. I can make some-
thing my own, and meaningful to me, through investment. In many situations, 
this investment does not have to be money; attention, care, and time will do 
even better. We cannot escape to utopia, but we need not merely yield into the 
order of pre-organized space. We can negotiate places for ourselves in the world. 
The bricoleur attitude provides a constructive approach to make one’s life one’s 
own with the possibilities currently at hand. 

  
 
 
 
 
 
 
 
 
 
 
 
 





 

I am about six years old, sitting at our kitchen table. There is a jar of pickled cu-
cumbers on the table. I see the round cucumber slices, the tiny pearls of spice and 
leaves of some herb. They exist in their own, greenish deep sea reality behind the 
glass. A ray of sunlight hits the jar, and the deep sea is suddenly bathing in a 
beautiful light. 
(A childhood memory of OT) 
 
My mother had been reading to me a classic children’s book, introducing a very 
selfish and unpredictable character who had a small rotor mounted on his back 
he could use for flying. In the story, he blows up a steam machine owned by a 
young boy. I also possessed a wonderful steam machine that I had very much 
wanted for a Christmas present when I was three years old. One summer day I 
was sitting outside my grandma’s house and heard a sound of a helicopter ap-
proaching. I was horrified. I was absolutely positive that the character from the 
book was flying towards me at this very moment. I sat against the outer wall of 
the house, frozen with fear. The flow of the beautiful summer day stopped sud-
denly. I do not remember how the situation ended. Did the carefree feeling return 
soon, or did I feel frightened for a long time after the sound had passed by? 
(A childhood memory of OT) 

 
Being enchanted by mundane things and mixing fiction with reality has been 
habitual to me since childhood. Nevertheless, I have also been willing to please, 
sensing strongly the expectations set to me by the surrounding world and aim-
ing to excel in various tasks that have crossed my path. I find it amusing that I 
had to come to the end of the education system to be able to turn back to the 
activities I felt enchanting as a child. If, previously in my artist career, I was 
mainly thrilled by the possibility to add something of my own creation into our 
shared reality (a 10-meter tall sculpture, for instance), I am now again excited 
about the possibilities existing in the world already, waiting for me to interact 
with them in fleeting moments. In another situation or experienced by another 
person that interaction would unfold differently, but at this time and place, and 
with these exact participants, the outcome is the one we make together in the 
current moment. 

This artistic research project started as a sci-fi spirited playful idea of smug-
gling small bits of possible realities into the most mundane everyday reality. 
During the 10 years that the research took to get finished, the focus shifted more 



towards the depth of things near me. I wanted to really see them by looking at 
them more slowly, from a different angle than I had done previously. The project 
has sought to see past the surface of already-known in the non-exhaustible 
world. It has scrutinized two sides of human life: experiencing the surprises the 
world offers to its dwellers and affecting the world by one’s actions. This re-
search project, and reality tinkering as the method developed during it, is essen-
tially about the both-and mindset, instead of either-or. We humans cannot have 
everything in the world, but we can affect things in various ways. To some ex-
tent, we are able to select how we do things and relate to different issues. We 
can, at least sometimes, be inventive bricoleurs getting pleasure from making 
do with inappropriate things, not only passive consumers buying streamlined 
products for every single need. Bricoleurs are able to see both the intended use 
of the things they work with and the unorthodox possibilities dwelling in them. 
Working with the anomalies can be seen as a strategy for making one’s life one’s 
own by investing in the near environment, and by increasing the amount of sto-
ries around oneself. 

An anomaly is an opportunity to reflect on the familiar. Sometimes we are in 
such a target-oriented mood that these disruptions are seen only as annoying. 
That is understandable, but I have learned that the joy is well worth the effort 
needed to transform these annoyances into 
possibilities. The mindset practiced in this 
project is reminiscent of packaging a digital 
photo into .jpg format. When saving the 
image in a photo processing program, there 
is a slider from 0 to 100. If you do not pack 
the image at all, there is too much infor-
mation and the file size can grow too large 
for some purposes (although it can be usa-
ble for some other purposes). On the other 
hand, if you pack the image too much, the 
colors will be washed out, you lose tones, 
and the image looks dreary. In life, as when 
making .jpg files, it is good to be aware of 
the level of packaging needed in different 
situations and how the algorithm works. If 
one uses the highest packaging levels as de-
fault setting, all the images (experiences) 
look dull and toneless. On the other hand, 
we can only handle a certain amount of in-
formation at a moment. If we never packed 
anything, we could not proceed further 
from marveling at the movement of our 
hands or the color of our morning coffee. 
The aim of this work has been to experi-
ment with this slider, to get more attentive 



about its current location and the possibility to slide it to other locations when 
needed or wanted. 

The attitude I have scrutinized in this project is that of curiosity towards the 
phenomena of the world as themselves. I have the right to exist as a human, as 
do the horses, plants, pebbles, and Smiling Boy statues as themselves. I am a 
human in relation with all the other entities, which have different abilities and 
features from mine. A dog can smell odors that are nonexistent to me. Some-
times in the winter I can understand the dog, when there are visible traces in 
the snow of the animal it is sensing. From the traces I can see what the dog 
smells and understand its will to run in a certain direction. The dog knows 
things I am not aware of, and I know things the dog could not care less about. 
By mindfully participating in the existence of the dog I can have an idea of the 
things it finds interesting, although I cannot comprehend its thoughts. As a dog 
owner I can choose how I treat my dog, either as a stupid non-human or as a 
skillful being in its own way. 

The flat attitude I introduced in Chapter 7.3 is about trying to treat entities 
around oneself as themselves, striving not to see them through preconceptions, 
but to be present and alive with a certain unique entity at a time. This is not easy 
for an adult who already has masses of preconceptions in her head. Based on 
the present research, I can say that movement towards the direction of being 
present to the world’s phenomenon is possible. As self-reflecting beings, we hu-
mans can adjust our attitudes and behavior. The adjustment I had to make into 
my way of being was small but remarkable: to remember that I can co-exist with 
different entities, while simultaneously keeping my own needs in mind. It is not 
either-or, forgetting one’s own being, or becoming insensitive to others’; it is 
both-and, giving space to others to be themselves, and taking that space for one-
self as well. I do not deny that balancing can be difficult. Sometimes it feels that 
the other beings are vigorously stealing my space if I try to treat them in a sen-
sitive manner. Nevertheless, at other moments it is possible to exist in a way 
that supports all of the participants. In those moments, there is no need to com-
pare myself with every entity I meet, to put us in a hierarchy. Others have their 
nature and abilities and I have mine. I cannot never fully understand it, I cannot 
become the other, but I can still interact with it, bearing in mind that I am the 
other to that entity. This mystery that every entity bears is not an annoying prob-
lem to be solved; it is the spark that makes them interesting. 

After learning to read, a child no longer sees letters as meaningless shapes, but 
must read the words she sees. I hope that the flat attitude works in a similar 
way: once one has learned to live with it, going back would be impossible, or at 
least undesirable. It initially takes some time to sustain this attitude because it 
works partly against the presets of the human mind (which, after all, is suspi-
cious towards difference, classifying, tending to set things into hierarchies). 
Nevertheless, I have noticed how alive everything around me is, and feel it is 
well worth the effort. 

Contemporary art offers an endless variety of materials and techniques for 
artists to use. It is possible to do anything legal (and maybe something illegal as 



well) and have it accepted as art. The reality tinkering approach is strongly at-
tached to its neo-avantgarde ancestors, so I do not claim that it is a brand new 
way of thinking and making. I do claim that it can offer contemporary art and 
life one constructive approach among all the others, an approach that supports 
sustainability in its many forms, participating in building an environmentally, 
socially, and economically sustainable world and culture. Reality tinkering can 
be done quietly and in an inward-oriented way, which makes it a way of building 
one’s perception and thinking about the world. On the other hand, the projects 
can be announced in the artworld, which transforms the working nearer to art-
making. This balancing between art and life became visible in an interesting way 
in my artistic experiments: they overlapped with my everyday life much more 
than my previous sculptural projects, which had clearer borders. I sometimes 
even felt a little ashamed about this: am I cheating and trying to get out too 
easily if I claim to be making art while living my everyday life? Am I just trying 
to be overly efficient by combining these two (because I have been overwhelmed 
with both for many years)? After going forward with this self-critical reflection, 
I now argue that this holistic way of perceiving the world and trying to find a 
sustainable relation to it is the most valuable art I have made in my career. The 
first motivation to begin studying the possibilities of lifelike art might have 
started from my confusion in front of the world, which swarms over me, refusing 
to stay in neat compartments. When there is so much everything, how could I 
continue making my sculptures when all this excess makes me restless? How 
could I produce more things into the world when I could not manage with the 
ones that already exist? Annette Arlander (2017) formulated this as follows: 
“Creating habits is a way of creating one’s life.” While you may not be able to get 
rid of a habit, especially if it is very in-grown or like an addiction, you can create 
new habits to replace the old ones. That is one of the tasks for art, too, to help 
produce habits that are meaningful and life-sustaining. Or rather sufficiently 
disturbing? 

This artistic research project has not aimed to produce information that could 
be tested and verified to be correct in all possible situations. Still, it aims to be 
truthful, or sincere, at this shifting moment and living place. It is coiled around 
my person as an artist, researcher, and living being. Still, it is not about me, but 
certain phenomena existing in the world. I am impressed by a metaphor offered 
by Tim Ingold (2018) about the difference of attitude he noticed between hill-
walkers and mountaineers in a conference he participated in. The hillwalkers 
talked enthusiastically about their explorations, during which the ever-changing 
circumstances and landscapes offered them a ceaseless amount of experiences. 
From a mountaineer’s perspective, by contrast, there were no peaks left to con-
quer in the world. One cannot be an explorer if there are no blanks in the map 
to could fill up with one’s discoveries. In this mindset, the mountain is seen al-
ways as similar, as the name on the map. Ingold used these two mindsets as 
examples of the different ways of making research. Artistic research is the work 
of the hillwalkers: we often wander through the same landscapes as many, many 
others before us, but can still find interesting things in our explorations. Ingold 
pointed out that “[...) research is a second search, an act of searching again” 



(Ingold 2018,3). He continued in a way that fits perfectly to the research at 
hand: “Research is not a technical operation, a particular thing you do in life, 
for so many hours each day. It is rather a way of living curiously – that is, with 
care and attention. And as such, it pervades everything you do” (Ingold 2018, 
3–4). 

Regardless of my belief in my work as a hillwalker, I have encountered a prob-
lem when researching a phenomenon that depends almost fully on the features 
and attitudes of the experiencer. I have been enchanted by subtle phenomena 
around me, but when I describe my experiences they often sound lame and 
taken-for-granted. The magic fades after the experience is over. I have not found 
a way to communicate it adequately. I also do not have access to the experiences 
of other people. I can make anomalous acts but cannot be sure if they have any 
effect. In the future, I aim to find an adequate way to communicate these expe-
riences. Because art is a way of communication, making my personal experi-
ments and being enchanted by various phenomena around me is not enough; it 
must be shared in some way. Without experiencing and getting enchanted by 
those phenomena, there is no way to show them to the others. Ingold used the 
concept of “knowing-in-being”. In order to observe and get knowledge of things, 
we have to join with them, follow their lead. There is no final destination in the 
ways of the world, which means that there is no final truth to be found (Ingold 
2018, 7). Despite these difficulties, I aim here to share this knowing-in-being 
that I acquired during the years of this research, and in my life so far. Because 
of the difference between experience and its depiction, all of the artworks pre-
sented in this dissertation are designed in a manner that makes it easy for read-
ers to try them out themselves. Naturally, not everyone has the time or inclina-
tion to learn to make yarn, but by using the form of instructions familiar from 
the Fluxus event-scores, someone else would experience the work differently, 
and this language-based depiction of my project cannot fully reach the experi-
ences I have had. The tinkering tools aim to be one solution to this problem, 
helping participants understand the importance of their own experiences and 
use them to create new possibilities. 

Many events can look similar when observed from outside, even though the 
experience of the participants would vary tremendously. For instance, intense-
looking working of two colleagues on their computers can seem similar, but one 
of the people can be in a wonderful flow mode, and the other distressed, about 
to collapse because of the amount of the work. A meeting between two people 
can seem friendly, but only the individuals involved can tell whether they are 
really sensing a warm presence of the other, or the contrary. This project has 
been about living one’s life in a familiar environment, but aiming to do it with 
presence. If observed, this life might not look any different from a semi-con-
scious way of living, but the important difference takes place in the head of the 
experiencer. This work has created opportunities to work together with other 
entities in the world, not against them. I have learned that the uncontrollability 
of the world can be seen as a source of creativity, not only as something that one 
should avoid or try to minimize. During the project, I have learned to look near, 



and I believe that is possible for other people also. I have, of course, had a sig-
nificant amount of time to invest in the effort because of this dissertation pro-
ject. Nevertheless, that time has mainly been used for learning about the theo-
retical context and possibilities of reality tinkering. An attitude of appreciation 
and curiousness can be developed much more easily in the middle of one’s eve-
ryday life by paying attention to anomalies and the other marvelous details of 
life. 

In the future, I would like to continue developing the concept of flat attitude, 
scrutinizing more profoundly what it could mean in practice. In the current re-
search, interaction with the world’s phenomena were framed through the idea 
of anomaly and the possible realities it reveals. In the forthcoming research, I 
would like to study how to encounter different beings with an accepting attitude, 
at the same time as taking care of one’s own limits. A horse is an excellent being 
for this study: it is sensitive and curious, often willing to interact with humans, 
but on the other hand possibly dangerous. It is more distant to humans than a 
dog (a large prey animal that lives outside human houses), but still an animal 
that recognizes its caretaker and has a distinct personality. Other possible study 
entities could be teenagers, plants, and sea water. 

The limit of familiar and ordinary shifts during time, as it did with the wool 
project (Experiment #1), which transformed sheep and yarn-making from an 
unfamiliar activity into a part of my ordinary life, or the horse project (Experi-
ment #7), which brought concrete issues of taking care of a horse from imagi-
nary realm to reality in my life. We get used to things: a novelty that first felt so 
wonderful transforms into an ordinary part of life during time. It may not lose 
its value, but it is inevitably changed by familiarity (think about falling in love 
with or loving somebody). Although the familiar is all around us, it is good to 
remember that it can never be thoroughly known. This offers us an abundance 
of exciting possibilities to tinker with it. The familiar can open up its fractal-like 
features to everyone who takes the time to be present with its phenomena. 



 
 

 
This research process has been thinking through art-making, which has resulted 
in various kinds of artworks or artwork-like items. 
 
Tinkering Tools 

 8x8x8 [https://everydayanomalies.com/8x8x8] 
 Detail Bingo [https://everydayanomalies.com/bingo] 
 Relation Generator [https://everydayanomalies.com/generator] 

 
I do not consider these tools as independent artworks. They are intended as con-
ceptual tools that help us understand the structures of everyday and plan anom-
alous acts. 
 
Reality Adjustments 
The seven reality adjustments [https://everydayanomalies.com/adjustments] 
can be considered as a series of artworks, although their main role in this re-
search project was to offer the opportunity to experiment with different ideas 
when developing the reality tinkering approach. 
 
Other 
Everyday Anomaly Archive [https://everydayanomalies.com/archive] 
aims not to be a piece of art as such, although archive is a well-known avant-
garde artform. I do not consider the small stories as artworks either, although 
they are very interesting research material. 
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tceffa nac ew tub ,dlrow eht ni gnihtyreve evah tonnac snamuh eW

od ew woh tceles ot elba era ew ,tnetxe emos oT .syaw suoirav ni sgniht

gnireknit ytilaer ,koob siht nI .seussi tnereffid ot etaler dna sgniht

yb nwo s'eno efil s'eno gnikam rof ygetarts a sa dereffo si hcaorppa

fo tnuoma eht gnisaercni yb dna ,tnemnorivne raen eht ni gnitsevni

 .fleseno dnuora seirots

smrofsnart lufrednow os tlef tsrfi taht ytlevon a :sgniht ot desu teg eW

ti tub ,eulav sti esol ton yam tI .emit gnirud efil fo trap yranidro na otni

dnuora lla si railimaf eht hguohtlA .ytirailimaf yb degnahc ylbativeni si

sihT .nwonk ylhguoroht eb reven nac ti taht rebmemer ot doog si ti ,su

ytilaeR .ti htiw reknit ot seitilibissop gniticxe fo ecnadnuba na su sreffo

na esuac ot smia taht dohtem elbaliava ylediw ,lacihte na si gnireknit

si tI .dlrow eht sdrawot edutitta yrotapicitrap dna evitaicerppa

 .eno ro-rehtie eht fo daetsni ,tesdnim dna-htob eht tuoba yllaitnesse
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