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ABSTRACT

Unreliable Evidence. Evocative Report and Other Exhibits consists of three parts. 
The first part is called Framing the Unreliable. It is a reader’s manual thus it gives an 
overview to the thesis work as a whole, its structure and it lays out the philosophical 
and theoretical context. 
 The second part is called Case Rangers File, which offers the empirical 
foundation. The file contains a case description of an artistic inquiry and an Evocative 
Report of it. The inquiry in ques-tion was realised with an organisation that carries an 
alias name Rangers. It is a work organisation without any artistic goal or activities. 
 The third part, which is also the main component of the thesis work, is a 
Scriptbook called Un-reliable Evidence. It imitates a play or a transcribed fictive 
polylogue. There are five characters, which discuss the case Rangers and the artistic 
work related to it. The characters examine the in-quiry and its results in the terms of 
practices, concepts and theories. The most defining feature of the script is the different 
positions, views, values and assumptions that the characters carry and express. 
 The discussion meanders from the value of art, participatory art and its critique, 
to the concept of bricolage, knowing and working life, issue of power and further on 
to the issue of reporting. By dissecting the work into smaller pieces the characters 
are trying to conceptualise, what it is about. They get absorbed into the debating and 
reflecting so deep that eventually the subject of the work seems to disappear. By the 
textual format of the work I make a claim that the (art) discourse is never objective. The 
characters are representatives of the different voices of art discourse and beyond, but I 
have writ-ten part of myself into each one of them. This work demonstrates the tension 
between art and knowing and what it causes in the working life.  
 When something is taken out of its own circles and exposed to the structures, 
discourse, people, professionals etc. of other disciplines it is revealed, discovered and 
seen in a different light. To me multi-disciplinarity brings depth and sensibleness. It is 
scary but intriguing to be out of the home court and to practice art in the areas outside 
the art institutions and discourse. 
 Despite the fact that I apply art in organisations, I’m not actually interested in 
organisational development. My point of interest is people of the organisation and how 
an individual can feel complete, respected, be aware and experience pleasure. I feel, 
that art can set an example for that. An artist is entitled to use her full repertoire while 
working. She doesn’t have to prove vigorously her disposition or knowing, instead 
she just utilizes them silently and automatically. In an average work the frames, job 
descriptions, power structures and organisational conventions can crop individual’s 
capacity, deduct purposefulness, eat meaningfulness and pleasure. This potentially 
hinders also the devel-opment of the organization, but this I mention only in order to 
draw managers’ attention.
 In the terms of knowing I suggest to broaden the focus from the declarative mode 
also to knowing without being able to express it. This thesis and its characters wonder, 
whether it would be possible to reconceptualise knowing, or even knowledge, and 
what might be provoked then.
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ABSTRACT

Epäluotettavia todisteita: Evokatiivinen raportti ja muita todistuskappaleita, koostuu kol-
mesta osasta. Ensimmäinen osa Epäluotettavan kehystäminen, toimii lukijan käsikirjana. 
Kirjanen esit-telee kokonaisuuden yleisellä tasolla, työn rakenteen sekä sen filosofisen ja 
teoreettisen perustan.
Toinen osa, Case Rangers File, tarjoaa työn empiirisen sisällön. Kansio pitää sisällään 
case-kuvauksen taiteellisesta luotauksesta (artistic inquiry) sekä sen evokatiivisen raportin. 
Luotaus toteutettiin organisaation kanssa, jolla ei ole taiteellisia päämääriä tai toimintoja, ja 
siihen viita-taan nimimerkillä Rangers
Kolmas osa, joka myös muodostaa työn pääasiallisen kirjallisen osan, on käsikirjoitus 
Epä-luotettavia todisteita. Se muistuttaa näytelmää tai litteroitua fiktiivistä vuoropuhelua. 
Näytelmäs-sä on viisi roolihahmoa, jotka keskustelevat Rangers -casesta ja siihen liittyväs-
tä taiteellisesta työs-tä. Hahmot tarkastelevat tapausta työtapojen, käsitteiden ja teorioiden 
valossa. Vuoropuhelua määrittää vahvasti hahmojen erilaiset asemat ja oletukset, sekä 
arvot ja näkökulmat. 
Vuoropuhelu polveilee taiteen arvosta, osallistavasta taiteesta ja sen kritiikistä bricolage 
-käsitteeseen, tietämiseen ja työelämään sekä vallan teemoihin ja edelleen raportoinnin ky-
symyk-siin. Hahmot pyrkivät käsitteellistämään tehtyä pilkkomalla sitä yhä pienempiin osiin. 
He uppou-tuvat reflektoimaan ja väittelemään niin, että lopulta työn aihe näyttää häviävän. 
Työni tekstuaalisen muodon avulla väitän, että (taide)diskurssi ei ole koskaan objektiivista. 
Näytelmän hahmot edustavat eri ääniä taidediskurssissa, mutta jokaisessa on samalla osa 
itseäni. Työni tuo näkyviin taiteen ja tietämisen välisiä jännitteitä ja mitä ne voivat aiheuttaa 
työelämässä. 
Olen erityisesti kiinnostunut taiteesta ei-taiteellisissa konteksteissa, kuten organisaatioissa 
ja työelämässä. Siirtämällä jotain omasta toimintaympäristöstään toisaalle ja altistamalla 
se muiden alojen rakenteille, puhuntatavoille, ihmisille, tai ammattilaisille siitä voi paljastua 
uusia puolia, se voi tulla löydetyksi uudelleen tai nähdyksi uudessa valossa. Omaan työs-
kentelyyni monitieteelli-syys tuo syvyyttä ja mielekkyyttä, ja taiteen harjoittaminen poissa 
kotikentältä on pelottavaa, mut-ta samalla kiehtovaa. Vaikkakin sovellan taidetta organisaa-
tioissa, en ole kiinnostunut organisaa-tioiden kehittämisestä, vaan ihmisestä organisaatios-
sa – siitä, kuinka yksilö voi toteuttaa itseään, tulla tietoiseksi, kokonaiseksi, kunnioitetuksi 
ja kokea mielihyvää ja mielekkyyttä. Ajattelen, että taide voi olla siitä esimerkkinä. Taiteilijan 
on mahdollista käyttää koko olemustaan ja kaikkea osaamistaan työssään. Hänen ei myös-
kään tarvitse pontevasti todistaa asemaansa tai tietämystään työskennellessään, vaan 
hän saa käyttää niitä näkymättömästi ja automaattisesti. Tyypillisessä työympäristössä 
ihminen tulee määritellyksi vahvasti siilojen, viitekehysten ja työnkuvien kautta. Joskus ne 
myös estävät meitä käyttämästä kaikkia ulottuvuuksiamme ihmisinä tai työntekijöinä. Valta-
asetelmat ja organisaatioiden totunnaisuudet voivat kaventaa yksilön kyvykkyyttä, vähentää 
merkityksellisyyttä ja mielihyvää. Tämä saattaa vaikuttaa haitallisesti myös organisaation 
kehit-tymiseen – mutta tämän sanon vain kiinnittääkseni johtajien huomion. 
Ehdotan tietämisen käsitteen laajentamista. Sen sijaan, että miellämme tiedon selitettä-
vissä tai todettavissa olevaksi, tulisi tietäminen ymmärtää myös vaikeasti määriteltäviksi 
ja ilmaistavaksi asioiksi. Työni ja sen hahmot pohtivat, voiko tietämisen, tai jopa tiedon, 
käsitteellistää uudelleen ja mitä siitä seuraisi. 

Keywords  taiteellinen luotaus, evokatiivinen raportti, bricolage, tietäminen, 
taideperustainen menetelmä
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This thesis is built from several parts; Case file with the description of Case Rangers 
and Dérivio, Script book, and this Reader’s manual. 

Reader’s manual (part 1/3) lays out the philosophical and theoretical foundation of 
the subject at issue. It is a map, which gives an overview of the whole. The manual 
explains the big picture and the background of the work. It is also one of the reference 
sources of the Scriptbook as it summarises the relevant contexts and concepts in this 
manual. 

Case Rangers file (part 2/3) introduces the case Rangers; the organisation and an 
artful inquiry done with them. The case is the empirical foundation thus constitutes the 
subject matter and argumentation. The case file features two parts: Case description 
and Dérivio. 

Case description gives details about the artful inquiry carried out with the members of 
a certain work organisation. The participants are referred as Rangers and the inquiry 
with them as Case Rangers. Case file with the description and Dérivio might be seen 
as the artistic work, but more importantly it is the empirical reference of the thesis. 

 I have a calling for practicing art in and for contexts. During the 
years I have been practicing applied art, I have been involved with 
arranging numerous workshops. This inquiry was one of the few, 
where I haven’t felt myself as a facilitator but an artist, who works 
in a context. This work is about art in non-art realm – about art in 
organisations, which have their goals primarily elsewhere than in art. 

Dérivio
Dérivio is like a herbarium (“kasvio” in Finnish, “herbário” in Spanish, herbier in 
French) but instead of plants it is a collection of findings brought from dérive. Dérive 
means drifting and is a psychogeographic way to explore one’s life-world environment. 
The method was first used by Situationist International. Dérivio is my extension for 
dérive to enable reflexive moments and evocative way of reporting” after the drifting.
(For more about Dérive and International Situationists see page 13) 
 
 I got interested about Situationist International and their activities 

that started in the late 50’s. Their understanding of the proletariat’s 
position and the boredom it created, an awareness of recuperation of 
art and the way they resigned from the power structures of working-
life, academy and art was very intriguing. I don’t claim to follow the 
footsteps of Situationist International, but they help me to observe my 
own practice. Based on the books from and about Guy Depord, key 
figure of the movement, they were an extremely critical group and I’m 
not tough enough. I think Depord would turn in his grave, if he knew 
that I have been referring to the group in the context of my work. 

Scriptbook (part 3/3) is a polylogue about the tension between art, knowing, 
organisations and beyond. It is also the main written component of the thesis. It is 
written into the form of a polylogue to show that applying art into different context is 
not automatically recuperation and discussing knowledge is not automatically a praise 
of positivism or a boost for explicit and cognitive. 
 
 Despite of its deviant form I hope that the Scriptbook is a theoretical work 

that fulfils the academic requirements of master’s thesis. I tried to create 
a certain feel. I didn’t want the written component to be like a report, 
thus I searched for aesthetic solutions for a form of writing and visual 
appearance to emphasise polyphony and evocativeness. I tried to create 
compatible aesthetics; the visual appearance and the verbal style should 
reflect the cross-disciplinary discussion and multi-voiced society.

Part 1/3
Readr’s manual
FRAMING THE UNRELIABLE

Part 2/3
Case file
CASE RANGERS FILE

Case description

Evocative Report: Dérivio: 

Part 3/3
Scriptbook
UNRELIABLE EVIDENCE

UNRELIABLE EVIDENCE  
– Evocative Report And Other Exhibits
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The objectives of the projects were art to develop the quality and capabilities in the 
working environment. The projects involved cross-discipline interaction for developing 
innovation ability of organisations and working life. (Taika-project 2009)
 As an art practitioner I like to explore the possibility to apply art also without the 
positivistic and problem solving manner. Instead of momentary encounters there 
would be long-term relationships. First and foremost the perspective of humanism 
would apply rather than the perspective of benefit and innovation.  

Organisation development and ba
The intrinsic value of art is self-evident to me when I am a recipient. But to make art 
myself I need a context and reason. I need a contemporaneous discourse or other 
discipline to get inspired. Because of my own personal professional history I am highly 
interested in organisations and Finnish working life. Therefore art in organisational 
studies has always appealed to me.
 An inspiring and encouraging change is taking place in the field of organisation 
development (OD). The field seems to be increasingly accepting humane perspectives 
that differ from the key assumptions of OD movement of the 1950’s and 1960’s. 
Robert J. Marshak and David Grant call the result of the change of organizational 
discourse and development practices as New OD. This new approach appreciates and 
addresses diversity and differences in realities and accepts sympathetic concepts. “In 
particular, studies of organizational discourse based upon social constructionist critical 
perspectives offer compelling ideas and practices associated with the establishment of 
change concepts, the role of power and context in relation to organizational change, 
and specific discursive interventions designed to foster organizational change.” 
(Marshak & Grant 2008)
 The type of knowing discussed in this work is shaped between the person and her 
life-world, being it people, context, doing, situation… or combination of all of these. This 
work is dealing with the knowledge written and registered into one’s body and shaped by 
the past experiences and learnings. The knowledge that is embodied but not easily e.g. 
verbalised is often referred as tacit knowledge. 
Ba is a Japanese word and a concept, which is used for describing the different spaces 
(mental, virtual, physical or combination of these) for knowledge to formulate and 
convert from tacit to explicit. It is a platform for knowledge creation and “the recognition 
of the self in all” and “context which harbours meaning.” “Ba can be thought of as a 
shared space for emerging relationships.” (Nonaka & Konno 1998, 40-42)
 I acknowledge the field of studying tacit and explicit knowledge and find ba, as a 
concept, useful. Nevertheless this work does not contribute anything new to concept of 
ba or the transformation between knowledge modes. Instead I explore the dogmatism, 
repressive structures, expectations and values we have around knowing and what 
is validated as knowledge. The interest is in the negative effects of the aspects, 
mentioned above, to today’s working life. The idea of ba is indirectly present through 
the question of what would it require from the organisational culture for an individual 
to have space for multiplicity and to use the full personal capacity? Alternatively; what 
kind of space should an organisation be, where a person can fully flourish and feel 
good about herself? And also what could art provide for this to be accomplished?

Participatory art and its critique
Art done in non-art-based organizations is heavily based on creating participation and 
engagement. The participatory activities rarely aim for economic growth directly. But 
it is said that they “increase employee creativity, expand leadership skills, improve 
communication in the organization, help develop new product ideas, enhance 
organizational capacity for innovation, clarify organizational identity” (Berthoin Antal 
& Strauß 2013, 8). And all of these matters can have indirect impact on profitability or 
fecundity of the organisation.
 Ariane Berthoin Antal and Anke Strauß have conducted a survey on 205 
organizations of different sizes from different fields throughout Europe. According 
to their iterative analysis there were 29 categories of effects, such as strategic 
and operational impacts, relationships, organisational development, personal 
development, collaborative ways of working, artful ways of working, seeing more 

KEY CONCEPTS AND THEORETICAL FRAMEWORK

Part of the master level thesis is to place your work to the web of other agents, 
theories and references. To me it felt like I’m in a room known to be gigantic. I have 
only a vague idea that there are these and these issues and that a theory somewhere 
and a counter theory elsewhere. This researcher may be at a far end and that artist in 
the other end. But the room is dark, even pitch-black, and I feel lost. The expedition 
is slow and frustrating, and I wish someone could switch the lights on. Occasionally I 
find something that is somewhat useful and leads me to somewhere. And then, I don’t 
know anymore where I was. Every now and then I bumped into things that made me 
confident that my work has a place in that room.
 Finally the (sometimes desperate) groping in the dark resulted a selected set of 
sources, which now forms the theoretical frame for the work.
I’m sure there are theorists that I have missed, artists, who are still hiding or research 
lost in the dark. Those I may come across later on. Irit Rogoff (the Professor of Visual 
Cultures in Goldsmiths, University of London) lectured about her work under the title 
“The Way We Work Now” during my MA-studies in 2014. She talked about the notion 
of “starting in the middle” and new practices of knowledge production as part of work 
of visual culture research. Rogoff encouraged working from the conditions of life and 
notion of permission instead of inheriting knowledge. (Rogoff 2017)
 I also had to start in the middle. The research about art philosophy and knowledge 
theories is so vast that the timeframe of MA thesis would have never been enough. 
I had no choice but to jump right in and start somewhere by means of what I already 
knew, like concept of ba, dérive, high school level philosophy, organisational research, 
etc. Quite soon it became clear that my work was not about knowledge per se (what 
knowlege is or is not) but discusses the aspects floating around it (power, the problem 
with popular definition, communicating…) from the artful point of view.
 Rogoff’s insights about working as a researcher made me think, how much the 
same matters have an effect also on other types of organisations and their workers. 
Rogoff lectured about the harmful effects of frontality and infrastructures. Those are 
matters that weaken the sense of permission, integrity and use of potential also in 
other than research organisations. My personal experience of working life tells that 
the frontal forms and infrastructures determine, what is valued, expected and how 
much space there is for multiplicity and individual and private attributes (repertoire of 
embodied knowledge, skills, social ability, creativity, memories…).
 The thesis work is evocative, aesthetic and artistic, but I have gathered key concepts 
to frame these unreliable attributes. I refer to and rest my work on them. The Scriptbook, 
the main written component, is a narrative, play-like polylogue and the text is written as if 
the reader would be familiar with the key concepts. For the sake of coherence, flow and 
fluency, the concepts are elaborated here and not in the Scriptbook.

Applied art 
Applied art or applied arts is commonly understood as design, architecture, theatre 
or other form of arts based creation that has been utilized for an industry or 
entertainment. In this work applied art refers to a broader concept; model of activity, 
where art or artist's way of working is used in or for non-artistic purposes or contexts, 
or where the end result of creative process is not an art piece.
 The association of Finnish applied art and artists (Pro Soveltavan taiteen tila 
ry) describes the concept of applied art at their webpage as diverse, complex 
and relatively new. There are several descriptions and they vary according to the 
practitioner, who is giving the description. For example Jussi Nikkilä, the board 
member of the association, describes applied arts as follows: “By its focus applied arts 
is a challenging term. If simplified, it refers to art that is applied and takes part into the 
other processes of the society. The main objective is maybe to maximise the creative 
and artistic processes and their ability to create liveliness for the benefit of other parts 
of the society and by doing that fade the gap between art and other areas of society”. 
(Nikkilä n.d.)
 Taika and Taika 2 –projects were carried out between years 2008-2013 and 
they provided a lot of activity, knowledge and substance to the field of applied art. 
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I’m aware of that there is a semantic difference between the two terms. But I failed 
to find out the comprehensive explanations. With the Rangers, the case organisation 
of this work, art was used as probe. I call the work “artful inquiry” due to the defined 
setting in which the activity was conducted. 

Critical theory
In order to be valuable, knowledge is expected to be declarative, describable and 
transferable. That can create unfortunate opportunities for dominance, loss of potential 
and extinction of meaningfulness in organisations. Unreliable Evidence addresses my 
concern about the domination of logical positivist framework and it suggests to rethink 
knowing. The suggestion is drawn from critical theory (CT). 
 “Critical theory is a socio-philosophical school of thought which is part of the 
tradition of the Enlightment. CT’s basic concern is to analyse social conditions, to 
criticize the unjustified use of power, and to change established social traditions and 
institutions so that human beings are freed from dependency, subordination, and 
suppression. Unlike traditional approaches to social theory, which merely aim to 
explain and understand the social status quo, CT is oriented towards the development 
of a more humane, rational, and just society.” (Scherer 2011, 31)
 CT seeks to reveal injustice in society. This work concerns organisational 
contexts instead of society. I suspect that the injustice in this context is not a 
deliberate oppression but injustice that takes its form through structures, economical 
expectations, rules, work-cultures and policies. This type of injustice is unnoticeable 
and hard to fight against since it can rarely be proved to be caused by a certain 
person or a single factor. CT helps me to explore the complex economic, political and 
societal structures and relationship. It is a path to see such relations.

Bricolage and multiplicity
Bricolage has a meaning in many fields such as arts, crafts, philosophy, systematic 
thinking, problem solving etc. but the idea of bricolage is roughly the same regardless 
of the field. It means improvised use of things that happen to be available. The use of 
bricolage can happen in a physical realm; DIY design, collage art or everyday objects 
as musical instruments, or through a mental skill-set; improvised theatre, crowd 
sourcing or handling tricky social situations. 
 French anthropologist Claude Lévi-Strauss uses the term “bricolage” to describe 
the use of the whole repertoire of means or material available in the situation, which is 
not previously familiar. Lévi-Strauss studied indigenous people. He calls their thinking 
and tinkering as “mythological thought”. “The characteristic feature of mythical thought 
is that it expresses itself by means of a heterogeneous repertoire which, even if 
extensive, is nevertheless limited. It has to use this repertoire, however, whatever the 
task in hand because it has nothing else at its disposal. Mythical thought is therefore a 
kind of intellectual ‘bricolage’…” (Lévi-Strauss 1966, 16-18)
 The bricoleur masters diverse tasks, but she doesn’t categorise them. To bricoleur 
the tasks aren’t projects that have requirements related to materials or tools. “His 
universe of instruments is closed and the rules of his game are always to make 
do with ‘whatever is at hand’…” Bricoleur doesn’t limit the use of any area of her 
repertoire; her knowledge, supply and equipment aren’t purpose specific but for 
anything they might be useful or good for. (Ibid.) 
Lévi-Strauss opposes bricolage with creative thinking in positivistic disciplines, such 
as engineering, which seems to be the dominant logic in today’s everyday tasks. 
E.g. the logic of employment is based on fulfilling strong pre-requisites. What would 
happen, if we dared to loosen the pre-expectations and categorisation and we could 
use the repertoire we obtain (collection of physical objects, experiences, cultural and 
family history, visited places, social interactions, hobbies, subjects of passion etc.) 
more freely at work? What if our whole bricolage repertoire could be reutilized for 
intellectual act at work, instead of using the limited, and anticipated set of abilities the 
job description states?

Situationists international and dérive
Situationist International (SI) was an international organisation, which started as an 

and differently, activation, and so on. “These effects can be found at the individual, 
group and organisational level, and in fact these levels tend to be interconnected. We 
have observed that organizational impacts are usually spill-over effects from benefits 
individuals and groups have reaped from an experience with an artistic intervention.”  
Berthoin Antal and Strauß state that the effects “are often interrelated and they 
reinforce each other”. (Berthoin Antal & Strauß 2013, 13)
 What would happen, if the employee (as an individual) were the focal point to 
start with? What if the artist was invited and the artistic intervention in organisation 
was planned for and per the people? To me this would be the right reason to initiate 
and the way to plan the artistic intervention. It would be a gesture towards the 
people not to the organisation or to the company. I dare to claim that the depth of 
engagement and resonance would be deeper. But there might, and probably would, 
be organisational impacts as spill-over effects as well.
 Words and descriptions differ between the disciplines. Berthoin Antal and 
Strauß use the words like “impact”, “development”, “personal growth”, etc., which 
are organisational research and business terminology. A social scientist or an artist 
might describe the effects and resonance of artistic intervention in an organisation 
in a different way. Uniarts Helsinki organized an artist-developer further education 
program in years 2014-2015. The education was practice based with tight connections 
to different organisations.  Maiju Pulkki (Master of Social Sciences) worked for the 
program in close contact with the 15 artists. Pulkki reasons, why artists should be 
invited to work in organisations and she explains, what working-life could learn from 
them. Pulkki’s set of causes are ripening, moderation, authenticity, consenting to be 
seen, no requirement of ready answers, incompleteness, more than a sum of its parts, 
passion (Pulkki 2016, 37; 41-52). Pulkki takes part to the discourse with the terms of 
art and her reasoning is humanistic rather than positivistic. 
 The issue of power also seems to be one of the favourite topics in discussions 
about art institutions and participation. The matter of power is relevant also in 
analysing participation in other type of organisations (e.g. companies). The 
participatory art is not a trouble-free zone, not by any means, not in any context. 
Nevertheless the critique to/towards/about art in organisation seems to be rather slim. 
I propose that there are at three factors about the absence of workable frameworks.
 Art in non-art-based organizations is relatively young field of study. When making 
a search with the Google Scholar with a search term such as “artistic intervention 
in organization” the first publication on the topic is dated to year 2005. Also Aalto-
Finna, the search portal of Aalto University, indicates the same result: The number of 
published research articles starts to increase around the year 2000. I suspect the lack 
of framework for critical exploration is caused by the young age of the discipline. 
The question of ethics is implicitly present in many of the art theories and also in 
organisational studies when critical theory is applied. Thus the second reason for 
missing framework could be the inbuilt understanding of necessity of criticality. 
Criticality is not seen as separate tool for inspection, but rather it is an ingredient of the 
study or the theory. 
 The third reason is purely based on my personal experiences: The critique 
from the field of free art towards arts-based-methods applied in organisations can 
be extremely harsh. Thus one really has to think things through and exercise self-
regulation before harnessing art for something. Whatever the reasons are, I haven’t 
come across a critical framework to use for arts-based-methods. (This probably exists 
but I’m not aware of it yet.)
 As a main source for critical inspection of my work I use the critical discourse 
of participation in art institutions and the tradition of so called audience work. The 
critique is very insightful, well-argued and doesn’t let one off easy. I apply critique of 
participatory art of visual culture to participatory art in non-art-based organizations. 
I do this e.g. by changing the key words; from audience and viewer to worker, from 
institution to company or organisation, and so on. This might seem unorthodox but can 
be considered as a test for creating constructive critique. I rely on Nora Sternfeld and 
Carmen Mörch since their questions are, to my opinion, most relevant in the context of 
art in any organisations.
 Instead of “artistic intervention” I mainly use the term “artful inquiry” in this work. 
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 I started to develop Evocative Reporting (ER) when working in research and 
development contexts inside the academia as a visual design practitioner. It is a 
technique for multivoicing and formulating knowledge. I felt that there wasn’t any 
suitable ways to communicate about what happened inside the cases I was working 
in and I wanted to find alternative ways for reporting. How to show the beauty 
of a community? And how can we visualise, present or report the aesthetics of 
organisation?
 Since 2009 I have been making and developing ER more or less systematically. 
In 2013 whilst working with Anne Pässilä, a senior researcher, we came up with a 
term Evocative Reporting. Once I had the title it helped me to develop curricular 
way of working. I felt that I had enough practical experience to create conceptual 
understanding about the subject. Now, after almost a decade, dozens of Evocative 
Reports, piles of personal notes and ponderings with several colleagues, I feel that 
I have a solid understanding what the concept is all about. For example, Dérivio is 
the artistic artefact containing the findings of the Rangers from their dérive. At the 
same time Dérivio is also the Evocative Report of the artful inquiry done within the 
organisation.
 In the beginning I was after two things: capturing and playing back. The 
conventional reporting rarely takes into consideration the mood or feel, contradictories, 
anecdotic layers or aesthetics of the occasion. These were to be captured by means 
of evocative reporting. Also, where conventional reporting is a result that tells and 
informs, ER is dialogical. It is not necessarily to be used in the end of a process as 
an outcome, but it allows movement and unfinished nature of life (in any context) and 
creates a space for looking what is currently happening, who is present, what issues 
are important at the moment etc. A part of the concept of ER is the moment when 
people together look, listen or experience its playing/showing back. I also defined 
three main elements for the structure of ER; travelogue, ideas/insights and future 
sceneries. 
 Later on I noticed that my first works haven’t created enough distance to the 
conventional reporting in order to provide a new mode. It still didn’t respond to the 
need to show the beauty of a community or report the aesthetic level of organisation? 
The first ERs have been too positivistic, liner, explanatory and built on underlying 
conditions of specific something or someone. After the realisation I have taken my way 
of working in a more interpretative direction and I feel the results are more satisfying 
and richer. 

WHY?
Reporting, in its conventional sense, concentrates on adding to factual, informative 
and analytical discourse. But it is important to visualize, present or report the 
aesthetics of organisation. Evocative way of reporting is not to replace the 
conventional forms but to provide an alternative and complimenting form. Incisive 
adjectives for describing the orientation are holistic, authentic and rich. 
My motives aren’t purely pragmatic and aesthetical. They are also philosophical and 
ontological. I question the narrow and restricted narration of e.g. scientific reporting 
coming from the domination of traditional evidence based and logical- deductive 
culture of research. This affects also the ways of qualitative research resulting in a 
reduction of its potential.
 Norman K. Denzin calls the evidence-based model as an intruder and an 
elephant in the living room, whose presence can no longer be ignored. He seeks “a 
performative model of qualitative inquiry, a model that enacts a performance ethic 
based on feminist, communitarian assumptions”. (Denzin 2011, 645) I want to resist 
the narrow conditions of (also) scientific narration, seek alternative ways to capture, to 
show and tell and to make a reconception of reporting. 
 Report usually offers a review for something specific. For something to be specific 
it needs to have orientation, structure and terms. In some sense reporting is to wear 
some type of glasses, observing the subject X and communicating what is classified 
and labelled based on the viewpoint through the glasses. And if something doesn’t 
meet the terms or appear relevant through those glasses, it won’t end up into the 
report. When we are in an open process with different kind of people or aiming for a 

avant-gardist movement and ended up as social and political activism and revolution 
based on societal analysis. SI was active between years 1957-1972. They were a 
dynamic group, which all the time developed itself to be up-to-date and redirected its 
actions according to the changes in the world around it. (Pyhtilä 2005, 9)
 I find the terminology what SI used apt. Although extreme and sometimes utopian 
by its ideology, the questions and arguments the movement made are still relevant 
and resonating to me. I appreciate SI’s attempt to avoid being rigid and instead rethink 
their actions according to the ever-changing conditions of the time. To SI action is 
ought to be inseparable from thinking, and theory is only valid if it has use in practice. 
The main measure is what happens in an ordinary life. (Pyhtilä 2005, 9; 14)
 Guy Derbord (the head man of the movement) made a decision that the group 
will abandon art for the sake of art of living, and because art can be recuperated. 
At the same time as I admire the movement’s uncompromising mentality I’m aware 
of the critique that would have hit my praxis, if Guy Debord was here judge. Thus 
I can’t claim that the thesis work follows the SI’s ideology. They endeavoured for 
autonomy and independence. They withdrew from communicating with “the official 
world” since it would have required a recognition of the power keepers, their language 
and structures. In that sense, making art in general is not approved and especially 
making art in organisational contexts (read: my work) is definitely not SI-proof. I 
actually do what was highly criticised; I recuperate. I have been organising dérives for 
organisations. 
 Dérive is a psychogeographic and spontaneous way to explore everyday 
surroundings and fight the boredom the daily routines induce. Dérive is somewhat 
aimless drifting in an urban space which is usually worker’s mundane surrounding or way 
to work. Dérive was developed to make people aware of the space and numbness they 
suffer from because of the oppression the working life creates. (Pyhtilä 2005, 53-55)

Context art
The thesis work has (as it is supposed to) led me to think what is out there for me 
and for my future praxis. For some reason I have never felt that my artistic work is 
community art even though I work with communities. It has something to do with the 
fact that my focus is not mainly on the community. My focus is more like a collage of 
things. My attention is divided between the people as a group and its individuals, the 
systems around the people, the “laws” of the system, and the aesthetics of the laws… 
etc. and also my own relation to the context.
 A peer artist Eili Ikonen once mentioned over a cup of coffee that there should 
be a context art as a form of artful activity. The idea of context art appeals to me. It 
would have potential to cover how I practise art. As a context artist I wouldn’t have to 
differentiate weather or not my art is participatory. Sometimes it is and sometimes it 
isn’t, but it is always inspired by a context determined beforehand. 
 As far as I know the term context art is not brand new but it is, at least to me, 
unfamiliar. It is hard to find any comprehensive or worthy references but according to 
Wikipedia context art was introduced in the 1990’s but it never became an established 
concept or term. Context art was “introduced through the seminal exhibition and an 
accompanying publication Kontext Kunst” and ”both exhibition and publication aimed 
to establish grounds for recognizing a new form of artistic practice emerging in the 
early 1990s. The presentation displayed different approaches though all shared an 
interest in the use of methods of contextualization to reveal connections between the 
art works and their conditions of production…” 
 I’d like to continue from where the discussion ended at in the 90’s. I’d like to 
explore the key elements, characteristic, theoretical and philosophical foundations, 
ways of working and critique of context art.

Evocative Report
WHAT?  
As a designer I’m capable of making things “neat and tidy”, as an artist I’m fighting 
against that.  The dichotomy has made me think about the question of reporting. 
Findings that occur through personal experiences are rarely “reportable” in the 
traditional sense and therefore they are easily dismissed.  



16 17

THEORY
ER could and should be conceptualised and discussed in the light of different 
disciplines. It could be put into the field of studying perception, art and visual 
perception, representations, semiotics, metaphysics, picture theory, knowledge 
production, critical design…  
 I have started the conceptualising with the help of questions of representation 
and reporting in the light of art and knowing. I am aware of the fact that my theoretical 
understanding of the fields mentioned is not deep but it is getting deeper all the time. 
Despite of the lack of eruditeness I have almost 10 years of practical experience to 
bring evocativeness into the communication of processes and projects. I’m going to 
study this experience against different theories in the future. 
 The questions of representation are relevant to Unreliable Evidence – Evocative 
Report and other exhibits. In the traditional conception of representation the scientific 
research is divided into two main categories in philosophical sense: the realism and 
the anti-realism. The realist believes that there are objects that aren’t representations 
but the truth. And anti-realist believes in social constructions in the sense that scientific 
knowledge is a product of social conventions, interaction or negotiations. The realist and 
antirealist give different answers to the questions like: “Do words describe the reality 
they claim to do?” or “Do work of art represent the world where it has been made in?” 
or “Do scientific theories, models or generalisations present their subjects accurately or 
truthfully?” (Knuuttila & Lehtinen 2010, 12-13) I am an anti-realist in this matter.

democratic process, there is a danger of loosing meaningful things because of the 
terms and labels.  

HOW?
Evocative Report is a representation. Representation is a medium for passing and 
depicting (partial) reproduction of something, and this reproduction is less original 
than what it is about. Representation is needed because of the problem of absence 
(Knuuttila & Lehtinen 2010, 11). That is the foundation for ER. First there is something, 
a situation built from many factors: people, time and place, reason, theme. Then the 
moment is gone. Report is a medium for passing and depicting what kind of elements 
were there and what happened in that moment. But like any other representation, 
a report is less original than the initial moment it is reporting about. And it is always 
incomplete.  
 Words can fail. Images can fail. Sound recordings can fail. Transcriptions can fail. 
In ER the shortcomings of different communicative forms are tried to be avoided by 
compiling them into a collage like a representation. I admit that ER may also fail, but 
combining different mediums can diminish the likelihood of failure. 
 Despite of its mixed-media nature ER is not a just documentation assembled 
with mixed media. Let’s say, there is a certain occasion or happening that one would 
like to make ER about. A work compiled with documentary photograph or video and 
a recorded soundscape from the occasion peppered with commentary from the 
relevant people, is not an ER. Reporting turns evocative just and only when a chance, 
subjectivity and interpretation is added into the combination. Those factors are the 
creative glue that makes the piece. 
 ER is done by a creative practitioner (artist) who, instead of reporting, genuinely 
perceives making an artistic artefact or even an art piece. She is entitled to make 
the interpretations and she knows it. This is the crucial difference between evocative 
reporting and documenting compilation or graphic recording or a visual facilitation all 
of which try to capture subjects, comments and ideas what has been brought up in the 
occasion. Rather than interpreting, the visual facilitator is visualising what she hears 
and sees into the form of graphics and drawings. 
 Artist making an ER gets inspired by the occasion and/or its happenings and 
creates a piece around that. In order to do so she needs to be present in the occasion. 
ER is not to be done by someone else providing second hand review of occurrences 
to the author of the ER. The author has to be present to have her own first-hand 
experience and she is supposed to take part, not to facilitate. 
 As mentioned previously the communicative forms used in the ER might fail. And 
since it is an interpretation, it is intended to be played back, showed or otherwise 
exhibited to the group of people it was created with or amongst.  ER is comparable 
to an artwork, thus when completed, the creator exposes the work for evaluation, 
interpretation or to comments of others. And since ER (similarly to artwork) doesn’t try 
to provide information or one correct interpretation, it shouldn’t be an end result of an 
analysis, but an open creative process. Likewise, the artist should not carry out her 
work according to the analysis of some other people. The nature of ER is suggestive 
not claiming. If based on an analysis the report implies that it provides facts and 
propositional knowledge (also called declarative or descriptive knowledge) and/or 
conclusion. 
 Playing or exhibiting the work back to the substantive people offers them an 
opportunity to react on it. ER is a probe for mirroring and reacting. And in some sense 
reactions don’t fail. If the atmosphere of the playing back moment is trusting and 
permissive the reactions can be expressed. 
 In 2017 I was involved with a project, where I was supposed to create an ER. The 
project was relatively large with complex subject matter, due to the many different 
groups and disciplines involved. I created a sound piece that was built around of 
divergent opinions and hotchpotch of statements. The piece provoked the substantive 
people. Despite the social unpleasantness I consider it as one of the best ERs I have 
made. The reactions (indignation and irritation) made people talk and the essential 
issues relevant to them and to the topic were expressed clearly. 
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NAME OF THE CASE Rangers 

CASE DESCRIPTION

• Company-like public sector organization 
• Process organization with functions outlined in the applicable 

legislation
• Governmental management under the Finnish Ministry 
• The logic of operations partially resembles the first sector 

operations
• Participants were from different positions
• Organization structure relatively thin with a limited number of 

levels 
• The main function relates to maintenance of forestry and 

environment in general 
• No art based processes in the everyday work
• Organization is consists of the head office and regional service 

areas

ORGANISATION AND  
ITS ROLE IN BRIEF

TIME OF THE OCCASION

LOCATION

6th of May 2015, 

A hotel conference room, Lahti, Finland. 

Contains instrumentalisation of art. WARNINGS

CASE IN SHORT The case is an artful inquiry conducted with an organisation 
that dosen’t have artistic activities or goals and as a part of an 
organizational development workshop. 
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DESCRIPTION OF 
WORKSHOP SET UP AND 
ARTFUL INQUIRY AS PART 
OF IT IN A NUTSHELL

• Approximately 50 people participated, which is less than 10 % 
of the whole organisation.

• The management including the executive group and 
the director were present and participated in the artistic 
intervention and other workshop activities.

• Head office staff and a good number of people from all the 
regional offices were present in the workshop. 

• The workshop was organised in co-operation with two quite 
small consulting companies and I was invited from outside as 
an outsourced agent.

• The theme of arts-based approach and aesthetic way of 
working was brought up in the communication with the other 
consulting company.

• The artist had been working together with the same consulting 
company, they are familiar with her way of working and it can 
be assumed there is mutual trust. Thus the artist wasn’t asked 
to present any plans prior to the inquiry.

• The artist didn’t receive any specific brief from outside, but 
was made aware of the goals of the project and the focus of 
the workshop.

• It was agreed in mutual understanding with the facilitators 
of the consulting company that the artistic intervention aims 
to shed light on the non-rational, immaterial, aesthetic or 
subjective experiences of the employees and to work as a 
meaning making moment.

ORGANISATIONAL 
CONTEXT

• The current processes of Rangers are strongly and firmly 
traditional and they appear out-of-date in the light of the 
current requirements of the remit.

• The call for bids Rangers sent to the consulting companies 
included project and workshop consultancy and use of art-
based-methods as a part of the workshop facilitation.

• The consulting companies were hired to help in reorganising 
Ranger’s processes and responsibilities to meet the 
challenges of today.

• The objective of the project was to identify and work out the 
challenges the organization is facing due to the proportions 
of generations and redesign the old governmental based 
operations.

• The workshop was part of the project and aimed to find out 
new ways of working and to identify, what should be saved 
and what can be abandoned from old the paradigm. The 
paradigm shift was to be done practice-based together with 
the employees. 

• Key areas are two-way mentoring, tacit knowledge, 
experience, interaction, meaningfulness of work regardless of 
age or work history, etc. 

(Information received from the consulting companies and public 
sources)

CASE RANGERS
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The group had been working since 9:30. The workshop was planned to last for two 
days. The first day, when my bit was also held, lasted from 9:30 to 20:00. My slot was 
at the end of the day. I didn’t have any prior contact to the participants and I wasn’t 
present at the beginning of the day. I arrived at lunchtime around 12:30, which was 
about 1.5 hours before the planned commencement of my inquiry. 
 I was talking with three of the other facilitators over lunch in the same space with 
the participants, but I wasn’t introduced to anyone at this point. The other facilitators 
explained briefly, what they had done in the morning and what the plan for the rest of 
the day was. After lunch I joined in and I was introduced by one of the facilitators. She 
told in general terms about my participatory contribution that was scheduled to for 
the afternoon. The introduction was short, casual and relaxed. I said “Hi!” and that we 
shall talk more later on. This seemed like a good idea, since I noticed that the group’s 
focus was firmly in something they had been dealing with earlier. Whatever had been 
in progress before lunch, seemed to be still going on. 
 My slipping in went smoothly, and I was invited to take part.  On the other hand 
I felt a bit awkward to join in because I hadn’t been there from the beginning. I found 
it difficult to figure out my role and position. I had a feeling that people were slightly 
confused and they didn’t know how to treat me or to respond to me being there. First 
I stayed at the background and wrote down notes about the discussion that was going 
on. I gave up on doing that ‘cause I thought it would be more useful to try to catch 
up and comprehend. I started to try to adopt myself into the situation and topics by 
listening, and sensing the group dynamic. Basically I was trying to get a hold of the 
situation. 
 I paid attention to the facilitators’ way of being with the group, to the mode they 
acted with them and to the dynamics between the facilitators. I participated in some 
of the actions the facilitators organized and I talked with a couple of people about the 
topic. They were dealing with the issues about situations that work and don’t work 
inside the organization. The facilitator provided images with narrative potential in 
order to help the participants to dig deeper into the core of the situation.
 The atmosphere was good. People seemed relaxed although they focused on 
working. They shared stories and elaborated the problematic situations they had 
brought up. My main interest at that point was to interfere or mess up the dynamics as 
little as possible.
There were 50 people divided into five groups. Management team was spread into 
the groups. After some time the management team had to start working on a theme 
specific to them, and they made up their own group. 
 In some point while the groups were working I arranged the Dérivio and an old 
herbarium I had bought from a second hand shop on display on the tables. I was 
hoping those to work as a teaser. Some people were interested in them and they peeked 
inside. I explained, what they were, and why I had brought them with me.
 During the coffee break I was introduced to the managing director. We discussed 
about my background and little knowledge I have about wood as a material for cabinet 
making. He also invited me to visit their head office.
 There was a longer break in the schedule around 16:00. Before people left to their 
ways I gave instructions to come back in two hours and to wear outdoor clothing, 
since they might be going outside. Around at 18:00 o’clock most of the people came 

[BEFORE]

[DURING]

* The original notes in Finnish have been 
   translated into English by the author.

THE PERSONAL NOTES OF THE ARTIST 
MADE INSTANTLY AFTER THE INQUIRY*  

CASE RANGERS
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back. I was wondering, whether the couple of people, who didn’t show up, had to leave 
for some reason or if they decided not to take part based on what had been told during 
the day earlier.
 I had planned the structure of the inquiry and chose to base the activity on the 
idea of a dérive. I also acted as the main facilitator during the intervention. I had 
planned fairly rough structure and was prepared to change it, if needed. The parts that 
I had planned I carried out, more or less, according to the plan.  I tried to make things 
transparent and gave the details of the process and activities.
 I started by introducing myself in more detail as a visual designer and an art 
practitioner, who applies art e.g. in workshops for organisational development 
adding that I’m interested in using art tropes as tools to discover the knowledge 
from individual perspective. I explained, why I was there, and that my motives were 
twofold: the focus of the workshop and my MA thesis, which discusses the relationship 
between knowledge and art. I asked permission to document the parts of the session. 
Everyone felt comfortable with the documenting, but as it turned out, the recording 
device ran out of memory. I also tried to make sure people understood that even 
though I had come with a “task” they ought not to do it for me, but for themselves to 
their own liking.
 I told the participants about dérive and Situationist International. I explained that 
dérive was a method developed for exploring the psychogeography of urban spaces 
and that Situationist International was a collective of avant-garde artists, intellectuals, 
and political theorists, prominent in Europe in the 50’s. I explained the original 
principle of dérive being an unplanned drifting through the different vibes of a city. 
I summarized the purpose as playful way to become aware of other than the ordinary 
use of the everyday spaces (usually urban) of workers (proletariat). My instructions, 
which were rather brief and broad, are listed below.
•	 Let yourself be guided by the whims of the city 
•	 Encounter unexpected by letting go of your typical execution and functions of 

everyday in a city (going to a bank, commuting). 
•	 Grasping new, abnormal or things that has previously remained unnoticed
•	 I have done a dérive that lasted the whole day, and a dérive that lasted four hours. 

There is no strict rule for the duration of dérive, but this time we have an hour, so 
be back by 17:30 o’clock 

•	 Bring “a souvenir” from your trip; collect something that you feel significant for 
any reason. (Bringing the souvenir is not initially a part of the idea of dérive. I 
wanted to include a tangible element to the brief.)

•	 Depart in groups or alone. Choose people you feel that you ”who have reached 
the same level of awareness” (Guy Debord. Theory of the Dérive. Source: https://
www.cddc.vt.edu/sionline/si/theory.html  Si online).

•	 The ground rule is that you are responsible for yourself. So if you do something 
illegal and get arrested, it’s on you. 

•	 You may determine a random rule to follow (ie. Follow a person with a certain 
characteristics). 

 People left either in small groups or on their own, and I stayed in the room to 
prepare the next steps. People used most of the time, some people arrived about 10 
minutes early and other 10 minutes late. When arriving they were asked to fill in 
identification tags of findings or souvenirs they had found. 
 The aesthetics of the tag were imitating the tags of herbarium and it asked to 
complete sentences. (See Figure 1.) Filling in the tags evoked questions and confusion. 
I replied that there weren’t right or wrong answers; one can fill the tag in the way she 

[AFTER]

CASE RANGERS
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or he feels suitable and there is no need to ponder, what is right or wrong. 
 I had placed 270x405 mm size sheets of white high-quality aquarelle paper on a 
big table. I asked people to place their findings with the tag on the sheets, one finding 
per sheet. After that I invited everybody to examine, what had been brought back. 
I wanted to take away the pressure of rationalizing, what had been done or brought 
and I suggested we would take our time and do this part in silence restraining from 
commenting on what was there. We gathered around the table and spent a relatively 
long time looking at what everyone had brought and written on identification tags. 
(See Figure 2. , 3. and 4.)
 People were mostly quiet, occasionally saying something lightly or giggling. I really 
liked this moment; it felt special and intimate to me. People looked intrigued about 
the compilation of their creation. They seemed genuinely interested in examining the 
collection. The atmosphere was peaceful, nice, relaxed, pleasant and still intense. 
 I had written two questions on my notes; “what did it become?” and “what does 
it mean?” (or “what is its meaning?”). I started to have the same feeling of uncertainty 
that I tend to get when running debriefings. I did not prepare myself to it in order 
to stop myself from carrying out the plan blindly, something that I also tend to do. 
I thought this would make me react to the moment and act intuitively. I wanted to 
trust myself on being able to facilitate the situation spontaneously and as appropriate. 
We circled around the table and once I had a feeling that everyone had had a chance 
to take a look of all the findings I opened up the discussion by asking: “Now that you 
have been drifting, collected the souvenirs and compiled this together, what do you 
think it turned out to be?  What is it? 
 There was a long silence around the table, which I tolerated pretty well and I didn’t 
get too anxious about. Either I gave them time enough to think or I forced them to 
come up with an answer by extending the silence to be too uncomfortable. Finally “A” 
opened the discussion by describing, what was on the table as a collection of personal 
experiences. His comment broke the ice and the discussion started to flow rather nicely 
after that. After this my recollections are only fragmentary since I had to concentrate 
on the situation 100%, being fully open and attentive. 
 The participants discussed at least the following themes but not necessarily in this 
order:
•	 Findings and observations were different from each other. The activity and what 

was done helped to notice the subjectivity and how differently we notice things, 
and what is significant for each and every one. It demonstrated that observation 
is individual and relates to the personal approach. Drifting in a group made to 
realize, how different things catch our attention; one notices something that is 
irrelevant to another. 

•	 Someone thought that it would be impossible to drift in your own city in the 
same sense.

•	 I asked, whether it would be possible to drift in an organization, and whether it 
was necessary to be able to drift in your own organisation.

•	 Someone commented that it would be impossible to drift in your own 
organisation, or that you would need a guide from outside to do it.

•	 I asked, if it was enough to find the time and space for free flowing and drifting 
in other contexts than working life. Would drifting only in your spare time 
be enough for enhancing regenerative, critical or new insightful thinking also 
at work? As if you had an environment to drift in and an everyday working 
environment separately. 

CASE RANGERS
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•	  Someone said you should be able and have a chance to drift at you work. The 
manager agreed and he added that it is important and that there should and have 
to be space for free flow in the organisation structures and processes. Free flowing 
and drifting should be practiced inside the organizations. 

•	 Some found it hard to make observations in a new way. We are used to looking 
at, feeling and being in our environment in a certain way. One has manners and 
routines. In a familiar environment it helps, if there is someone else to follow and 
see if her way of looking is different to what you are used to. 

•	 Some people had felt pressure. It’s not easy to break loose from the expectations 
of performing, accomplishment and fulfilment. Those are so tightly present in our 
everyday life we start acting on them automatically. 

•	 It was acknowledged that I tried to ease the pressure and I emphasized that this 
can’t be done in a wrong way. Everything that is done is done for them, not for 
me or the management, and that whatever happens is a good thing.

•	 The filling in the tags was brought up. Some had found it difficult. The tags 
created an assignment and to come up with something to write created pressure to 
some. Some were tempted to be clever or witty.

•	 Together we were wondering, what creates the feeling of pressure and how would 
it be possible to ease the pressure in different situations.

•	 Someone brought up the fear of failure and how you are afraid of it also in a 
situations, where you don’t have to succeed or failing is not even possible 

•	 It was supposed that desire to perform is inbuilt in us
•	 Drifting had been weird or strange to some
•	 I asked, if they thought that what they did was useful and does it have to be useful? 

I encouraged people to feel free to speak out, if they found the exercise useless or 
pointless.

 All the time during the end discussion I tried my best to point out that I had 
no pre-set expectations. Something might be considered totally useless, and it’s ok 
to express that. I wouldn’t take the responses personally, even though it was me who 
initiated the activity. I phrased the questions and comments carefully to demonstrate 
that I was not after certain kind of answers or expecting them to please me. I hope 
I was able to create an atmosphere, where all kinds of reactions and feelings were 
welcome. There was no need say things out of courtesy, but to be honest and reflective.  
 I regret that I didn’t make everything really simple in some point by asking them 
to answer just by raising hand. “Hands up, if you think this was useful”! “Who 
thought it was hard or total nonsense…” Also I should have collected feedback of 
immediate reactions after the session.
 At the end of the session “A” asked me, how I think they had done. Did I think 
they had succeeded or did it go as I expected? Did they achieve what I had been after?  
I answered that I was a type of a person with tendency of seeking for purpose and 
utility, and I recon it comes from the designer background of mine. But recently I 
have started to question this urge of rationalizing. I’m trying to get rid of the endless 
search of utilizing and solving, as if it was the only thing that matters in life, including 
the working life. It doesn’t do good to me and I have started to change my approach. 
Consequently I deliberately pay less attention to the rational and seek for other 
dimensions as well. Should I have done this facilitation five years ago, my expectations 
and interpretation would have been different. Now I try not to make pre-assumptions. 
I try to avoid setting goals, but leave things open for allowing things to merge in the 
situations and moments. Leaving the leeway allows important things to appear and 

CASE RANGERS
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to have the attention and emphasis they deserve. So far it has worked nicely and my 
experience is good.
 The managing director asked, whether “this” (what was done) was art? I replied 
that it depends who you ask, but from my point of view, it is art. He thanked me 
for organising this intervention. Later on after the dinner he told that he was really 
impressed about how engaged and committed people had been and how they had 
put themselves out there. In his opinion interventions like this were needed in 
organisations. He had also been surprised, how many participants had signed the tags 
with their own names. 

CASE RANGERS

* The notes were made 6 months after the inquiry.  
  The notes were in Finnish and have been  
   translated later into English by the author.

THE REFLEXIVE NOTES OF THE ARTIST 
LOOKING BACK*  

Even though the workshop was about organisational development, I didn’t feel like 
I was doing that. I didn’t know exactly what I was aiming at. I was trying to arrange 
a space for personal things to emerge, or something like that. And I suppose, it is 
impossible to say beforehand, what I’m trying to do. Is that a good thing? But at least 
I can reflect, study and analyse afterwards, what happened and whether I ended up 
being a hobby horse (a vehicle for someone else’s agenda). I can reflect on that and 
learn for the future. 
 The way I framed and arranged discussion at the end was one of the key 
moments to determine, how things progressed and to direct the course of actions and 
discussions. I didn’t decide beforehand, how to do it, which I’m very happy about. 
 I decided to avoid, as much as possible, searching and underling, what the dérive 
possibly offered to the big theme of the development process the Rangers was going 
through. I think we have enough situations in this world, where the questions for 
benefit and rationalising are discussed. I’m absolutely fed up with the domination or 
question “What’s the use?” Those questions create a type of pressure that kills curiosity 
and make us less brave of exploring. Instead of explorers it makes us functionaries. We 
start concentrating on performing, and that’s what freezes us. The sense of pressure and 
delivering was brought up, and that I was very happy about. Some of the participants 
expressed that those feelings nails the focus on performing not e.g. seeing differently or 
critically. 
 I have realised that the main motivation to conduct the end discussion in the 
way I did, was to ease the pressure on making value judgement or commenting on 
the scale good—bad. I feel uncomfortable in situations of debriefing or evaluation. 
Maybe it’s insecurity. I’m afraid I’m not able to reason the activities, if people question 
them or don’t feel positive about what has been done. I feel this way although I have 
experienced that negative response may well bring out truly important aspects. I 
guess, it is just socially intimidating, and I have to practice on that more. Sometimes I 
wonder, whether my desire to avoid talking about rationalising is just a sign of my fear 
that what I do doesn’t make any sense.
 To read the notes from the end discussion is moving. That moment has been 
restored in me as a very beautiful one; good and equal. There was sincere sharing and 
careful listening; being together not necessarily agreeing but respecting. I wonder, if 
the participants experienced it the same way.
 I remember asking, if it was possible to drift in your own organisation. I wonder 
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how they interpreted the question. I’m not even sure, what I, myself, meant with 
the question, but it brought up important issues; how our jobs or workplaces can 
“institutionalize” us and we become so afraid of failure, it paralyses us. This reveals 
the connection what the organisation and the individual has or rather, how we get 
disconnected from what we are as an individual and person.
 So maybe drifting in organisation means that it would be appropriate to drift 
occasionally away from the core of your job or your duty.
I don’t feel the setup of the inquiry was top down. I felt that I was trusted, as no one 
had asked about my plans for the intervention. Even I didn’t know for sure, how 
I would arrange the whole thing. My plans were foggy and non-specific. On the 
other hand, I have to be critical also. I designed the setup of the intervention. The 
participants did not have a chance to influence on what type of action they would be 
invited to. They didn’t have a say on their preferences to way of working. One can also 
ask, if they wanted to have an artful inquiry as part of the workshop in the first place. 
On the other hand, no one, including the management, didn’t specify nor advice what 
kind of artistic activity there should be. I was just invited to join in and I accepted the 
invitation.
The artistic working was received with positive attitude. I can only guess the reasons 
for that. They might be one or some of the following:
•	 The members of organization felt positive about the workshop as a whole
•	 The members relate to developing with positive reactions
•	 The facilitators working with the participants prior me had succeeded in creating 

an open and accepting atmosphere
•	 I succeeded in creating an open and accepting atmosphere
•	 The task given was open, unrestricted and interpretative that no one felt forced
•	 Evocative and aesthetic way of working is pleasing and the inquiry included 

bodily action
 Another critical personal point of view is the question of attendance. I wasn’t 
prepared for someone not wanting to participate. Thinking back, this attitude of mine 
is a sign of patronizing, complacent or not having experience on refusal. To be honest, 
it didn’t even occur to me. I assume, I wouldn’t have done anything special, should 
someone refuse to attend; probably just discuss why she didn’t want to take part. In 
this case it would have offered valuable insight to the possible shortcomings of my way 
of working.
 In the future in organisational workshop situations I will make the distinction 
between my role and the hierarchies or authorities of that community even more 
clear to myself. I will prepare myself with the thought that participating is voluntary 
with everyone’s own rules and conditions. The work is not done for me or for the 
authorities, but the for the personal benefit, joy or other self-generated value. And 
since the conditions are self-defined whatever the task is, it can’t be done wrong. 
 Despite of my good intentions I sometimes fail with explaining myself. But this 
time I think I succeeded with that. I explained my position through community art 
(faute de mieux). I tend to use the term community artist, even though I don’t think 
I’m one. What am I then?
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ATCH. 1.

ATTACHMENTS

Comments from one of the consultants about the artistic inquiry. The comments 
were received straight after the inquiry in Finnish through e-mail, and afterwards 
translated into English by the author. 

Hi, I thought I should write to you straight away so you get the first sight 
reactions fresh:
•	 the brief was most loose and allowing
•	 it was a good call to set people forth and drift first and choosing destinations 

or objects came after
•	 I followed one group and sensed certain lightness. But there was also 

differences in a way, how easily people picked up stuff
•	 findings were charming – some of them really plain
•	 the tag idea worked well
•	 I was wondering, what kind of destinations and objects I would choose, if I 

did the dérive and what observations I would make
•	 Someone picked up a movie ticket right in the beginning, where as another 

person saw it meaningless and ignored it
•	 I found Lahti art museum by chance and was very attracted to its posters 

End discussion
•	 pressure  was experienced
•	 people were bit surprised about that they felt pressure, but I think it’s only 

natural
•	 I saw the questions in the light of innovation activities
•	 self-censoring and built-in standards – there is lot to do to overcome those 

obstacles
•	 plain observing, open marvelling and wondering, allowing exploring with 

free undecided attitude without pre-adjustments 
•	 exactly this kind of exercise is invaluable in lowering the what is preventing 

us of sharing unfinished, unanalysed perceptions and experiences instead of 
what is explicit and refined

•	 doing manually is valuable!

BR Tapsa

CASE RANGERS
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FIG. 1.

FIG. 2.

FIGURES

The layout of the findings tag which askes to complete sentences:  

This is like ___________________________________________!  
______________________ tells about ______________________.  
_______________ found this and remembered _______________. 
_______________________________ (Date, place and signature)

Examples of the catch from the dérive.

N:o 12. J.F.O

Tämähän on kuin................................................................! 

...............................................................................kertoo 

..............................................................................................   

...........................................................löysi tämän ja muisti

..............................................................................................

........../........ 20.......  .......................................................ssa

............................................................

CASE RANGERS
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FIG. 4.

FIGURES

The aesthetics of the workshop desk. The farthest file is an old herbarium.  
The two files at the front are Dérivios, the Evocative Reports from dérive. 

FIG. 3. The findings were placed on sheets for everyone to explore what the other  
person had found. 

CASE RANGERS
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DÉRIVIO
[replica]

Evocative Report 

Part of Case file



COPYRIGHTS
Dérivio is an artwork and Evocative Report of dérive (drifting).
This is a replication of Dérivio which was assembled as part of an artful inquiry  
together with the members of a work organisation “Rangers”.

Dérivio art concept, design & layout: Laura Mellanen
Collecting Dérivio objects and texts on the tags: “Rangers”
Photography of Dérivio objects: Emilia Vulpes
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I have a habit of collecting comments and statements from inspiring conversations and 
unsettling moments. A certain comment or intriguing phrase passed from someone’s 
lips has made me think, baffled, happy and angry, or something else. The professional 
discussions I have been part of or I have had a chance to listen to during the recent 
years have been my inspiration to this work. The discussions have taken place inside 
the art scene, in pedagogical moments while studying Masters degree in Arts, in 
professional occasions when I was working for the academia as a project designer and 
in other settings relevant to me as a practitioner. I owe to all the talkative people I have 
encountered!
 One particular series of events needs to be brought up here. I made my first drafts 
of the thesis late in the year 2015. I decided in the very beginning that the written part 
will be in a form of a polylogue and I created the characters to build the discussion.
 Then I got a new job and the thesis writing came to a halt. In September 2016 my 
proposal for artistic inquiry was accepted to The Art of Management & Organization 
(AoMO) conference in Bled, Slovenia. The conference was great, working together with 
other participants and track chairs was fruitful. I also had an opportunity to meet Steven 
S. Taylor, one of the organisers of the conference. Taylor is a PhD in Management 
and Organizational Studies and a professor in Foisie Business School, Worcester 
Polytechnic Institute. He also has a MA degree in Performing Arts and at heart of his 
work is his own practice as a playwright. Taylor’s play The Age of Loneliness was on 
stage in AoMO and his way of working really inspired me to carry on writing my thesis in 
to the form of a polylogue. 
 I’m not a playwright, by any means, and I haven’t written the text as it was a manuscript 
of a play. The text is way too boring for that. I wrote a polylogue in order to find a better 
way to illustrate parallel thinking and affairs, on the other hand -argumentation and the 
occasional absurdity of art discourse, where there is no truth as such and yet we still 
long for it. The polylogue also allowed me to lay out the layers of my own thinking which 
I see as the main purpose of a thesis work.
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PREFACE

Art talk is hard to cope. It easily slides to harping about semantics, values and 
preferences. I bet every artist has been in a situation, where she had to defend the 
existence of her field to a non-artist. It is also frustrating, when harping about takes 
place within the art sphere. There you again defend your praxis, but this time to your 
peers and co-artists. To me, as an artist, the most interesting area for art is the area, 
where art usually doesn’t exist. I like to operate there. When art is taken away from 
its own circles it raises suspicions (amongst other things) in both non-artists and in 
some other artists. It is frustrating and intimidating, but in the same time fascinating  
and challenging.

She instead of he
Finnish language is very practical in a sense of having only one word for ”she” or ”he”. The 
Finnish word for the third person does not distinguish the genders; whether the person is 
a girl or a boy a Finn says ”hän”. In English language the masculine personal pronoun is  
often used if the gender is unknown. To a Finnish woman this patriarchal practice  
is often annoying. Therefore I decided to test, how it sounds if this thesis is written using 
only the feminine personal pronoun when the gender is unknown or not specified. 

First persons and the characters
The scriptbook is written into a format of speech; somebody thinks and says something. 
The text is imitating a transcribed conversation or a play. My favourite claim is that 
everything is subjective, also knowledge. The style of the text was chosen to emphasize 
the subjectivity.
 The text is built through five different characters. Each character represents 
a certain standpoint and voice within the art discourse. I also penned a piece of  
myself into each character. So rather than portraying someone else, the characters 
portray different sides of my viewpoints.
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UNRELIABLE  
EVIDENCE

by Laura Mellanen

DISCLAIMERS & WARNINGS 

This fictive story could be true. Thus any similarity with true-life events or characters is 
inevitable, but might be purely coincidental.

Contains talk about instrumentalisation of art thus may cause discomfort and anxiety.

May contain words, which are taken out of their original contexts. Thus may cause 
sense of familiarity and consequently discomfort or exhilaration.

Contains traces of Alice in Wonderland and “Masonryism”
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BACKSTORY

Masonry of Arts is an association that art practitioners and academics refuse to admit to 
exist, but so many wants or needs to be part of.  The semi-fictive nature of the association 
makes the determining the ground rules and becoming a member very hard and vague. 
It’s not publicly expressed that being a part of the association gives you credibility, but 
everyone acts as if it would. It is the public secret that, amongst other things, through the 
recognition you get voice in the discourse and it helps getting funding, coverage in media, 
and invitations to national art weeks and summer exhibitions. 
 In order to attain the recognition in the officially-non-existing association a novice has 
to begin by giving a Lectio Divina for the Advisory Council. Traditionally only Masters 
and Scribes were accepted as members of the council. The tradition started to change 
in the 19th century and by the mid of the 20th century it was a common practice that 
representatives from art praxis, people from other disciplines and random people joined 
in to compliment the viewpoints of the Masters. Lectio Divinas are public events, but no-
one from outside really knows about them and therefore they cannot participate.  
 Giving the Lectio Divina is only the first door, an initial access, for the hunt of 
recognition. Later on there will be numerous missions to accomplish starting from private 
exhibitions, publications in art media, lecturing, museum exhibitions…

This story is about the work of a novice but it is discussed in the light the others want to shed.
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she is a visual artist, her approach is more typical to performing 
arts, like dance and drama. Her perception of knowledge involves 
bodily experience, intuitive reacting and person living through the 
event. She has very little interest in theorising. Since things revolve 
around embodied experience, she has difficulties to conceptualize 
her own expertise. She doesn’t find describe her practice in textual 
or verbal form important either. Compensating the shortcomings 
in theorising she is clever at coming up with metaphors and she 
tries to prove the point with anecdotes.  The reluctance to abstract 
pondering makes her an interesting and challenging companion for 
discussion. 

  Praxíne used to recede into the solidarity of her studio to 
practice her own art. But for past couple of years she has felt affinity 
towards others. She wants to connect herself with other people more 
than just through the work of art she has made for an exhibition. 
She wonders, if it would be possible to interact through the making 
process also? 

Berry Goose  Berry comes outside of the art scene. Her views are crucial in order 
to avoid the discussion being too inbred. She is interested in arts but 
that doesn’t count in the eyes of Masonry of Arts members. She is not 
an art practitioner herself, but she visits galleries and exhibitions on 
her travels. She rarely visits the art institutions of her own town, since 
she feels that nothing has really changed in the past seven years. 

  The digital world is a source of pleasure to Berry and at the 
moment she is also really interested in brain research. The Daniel 
Kahneman’s book Thinking, Fast and Slow blew her mind. Berry 
works in ICT and considers the profession as a technical one by 
its nature, so she feels that aesthetic creating is not for her. Berry 
is a classic example of a person, whose elementary school art 
teacher succeeded to discourage her away from any creative work 
by claiming that Berry’s duck didn’t look photorealistic enough. 
Berry remembers the teacher taking the crayon from her hand and 
“improving” the drawing, which to Berry didn’t need improving.  
Knowledge as such is pretty simple and straightforward to Berry. 
You can check it from the Wikipedia, it is a result of an analysis of 
data, and it is useful only when it can be communicated about.  

Novice Nouveau  There is not much to say about Novice. She is not yet anything 
much in the terms of Masonry of Arts. She is a prospect, an 
offshoot, who has potential to become something through her 
education and practice. Like the most of the young artists, she is 
trying to figure out, what it is like to be part of the Masonry of Arts. 

Some white rabbits

CHARACTERS

Savant Sage  Savant is the most experienced person in the group. She is also 
the oldest member of the Advisory Council. In his youth Savant 
had an active career as a visual artist. As a painter she had several 
praiseworthy solo exhibitions. The promising career as the star artist 
slowly faded away, as she started to accept teaching opportunities. 
She actually enjoys teaching even more than painting. Savant 
considers academic work the best way to take part to the art 
discourse, or even that the academic proceedings are the discourse. 
One thing led to another, and now she has a long academic history 
behind her. All the studying and eruditeness provide her an endless 
resource for theoretical back-up up to the point that she sometimes 
doesn’t seem to have personal opinions. She is one of those on-
the-other-hand-people, whom one might get frustrated with. It 
has to be said to her credit that she is rich in ideas and capable of 
diverse thinking and she doesn’t take anything for granted. She 
hates ignorance and black and white thinking, but she very rarely 
shows it. Instead of expressing her disliking, she might remain silent 
and ends up appearing cocky or superior. Thanks to her charisma 
combined with the power position and theoretical knowledge, she is 
hard to be beaten in debates, but she seems to be unaware of that.

Rant Heckler  Like Savant, Heckler reads a lot, but she is selective with her subjects. 
She approves only writings that meet very high moral and ethical 
requirements of hers. The dexterity of apprehending and adopting 
has made her certain with the opinions and good at defending them. 
She cherishes the intrinsic value of art and feels that it is endangered 
and attacked from various directions of society and especially by the 
instrumentalist thinking of today. She sees knowledge as a power tool 
for inequality and currency for neo-liberals.

  Heckler is brave and lacks the feeling of inferiority. She 
uses her artist name Hacker when she joins the meetings of what 
she calls as “an opposing side” and pokes the conversation with 
critical comments. Usually she is a refreshing distraction to the 
like-minded praise. But constant opposing and seeing enemies 
everywhere, also in the art scene, can get annoying and may damage 
constructiveness. According to Heckler people make things happen 
and using structures, systems and infrastructures as explanation is 
therefore merely an excuse to do or not to do something. Despite 
her analytical mind she seems to have at least one illogical area 
in her agenda. She claims to oppose the frontal forms of art and 
institutions. Nevertheless the exhibitions turn her on, especially 
when controversial, well established and preferably international 
artist’s works are hanging on the walls. She is a familiar face in the 
most of the openings. One might wonder, whether she is sometimes 
blind to the spectacle taking place inside a gallery around a certain 
artist, or that she secretly approves the hype the gatekeepers of the 
art scene are able to create. 

Praxíne Drone  Praxíne is a doer. She understands and structures the world by 
making and acting. Doing is knowing to her and making something 
concrete is her way to contemplate. When facing a problem or 
a challenge she rarely gets hopeless, but starts to do something 
(anything) trusting that the solutions will be found. Even though 



14 15

PROLOGUE

Five performers and a row of five chairs are in the space. Chairs are facing to the viewer(s).  
The performer one places herself in front of one of the chairs and facing to the viewer(s). 
She takes out a frame, which is approximately of A3 size and places it in front of her face.  
The second performer steps in and stands in front of the performer one back towards the 
viewer(s). She takes out a pen and a sheet of paper attached to a writing-tablet. Performer 
two draws a facial image of the performer one on the paper, and cuts it to a half mask. 
She puts away the items and places the mask on the face of her own and walks to stand 
next to the performer one. Performers number three, four and five repeat the same, what 
the performer two did. Once all the performers, except the performer one, have the half 
masks on and they are standing in front of chairs everybody sits down. The performer one 
says: “We still have the issue of power.” and asks: “Do you understand?”

All five performers are taking part. They are trying to create a rim or a border around 
another performer by using paper, a long string or something else suitable. When 
someone succeeds to create a rim or a border of some sort, another performer tries to fit 
into what has been created. The action continues for a certain period of time and an alarm 
can be used to indicate when the time is up. 

Two performers are holding a large thick sheet of paper from each end so that it creates a 
screen preventing two other performers from seeing each other. A fifth performer brings 
an object, or alternatively whispers something, to the performer on either side of the 
screen. This performer then tries to explain to the performer on the other side of the 
screen without talking (or communicate in another way) what she received.
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“You don’t understand how art works”

Discussing intrinsic value of art, 
participatory art, its critique and beyond. 

Starring white rabbit – Guy Debord

 ACT
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Novice has given her Lectio Divina where she introduced the artful inquiry she calls Case 
Rangers. Dérivio file is on the table. Novice is just about to finish to her last sentence. As the 
rule goes, after her speech she has to leave the space to give the Advisory Council the liberty 
for deboning her work without the pressure of being overly courteous. After the evaluation 
discussion Novice will be invited back to the space to hear if she is accepted to become a 
member and what epithets are given to her work.

Novice  At the end of the session the managing director asked me: “Was it art what we 
did together?” I replied that it depends who you ask, but from my point of view, 
it was art. (Pauses.) I tend to use the term community art even though I don’t 
think I’m doing it. But what is it that am I doing then?

 Novice obviously knows the protocol and after posing her question she thanks 
everyone with a nod and walks out of the space. There is long silence.

Heckler I rarely agree with managing directors, but this time I have to. I’m thinking the 
same as he was after the inquiry… Was THAT art?

Praxíne  I don’t think the managing director was dissing the inquiry.

Heckler  No? (Saying it more to herself than to the others.) Well, I am.

Savant:  I think he was asking that question in order to make sense and to understand 
more. He tried to have a name for what was done. 

Praxíne  Maybe this was his first touch to participatory art.

Heckler  If that’s the case; what a pity!

Praxíne  Why is that?

Heckler  That whole setting was questionable; hooking up with a consulting company 
and the management of the organisation being there and everything… 

Berry  What is wrong with consulting companies?

Heckler  They are products of neo-liberal thinking!

Berry  All of them? (Sarcastically.) 

Heckler  (Ignoring Berry’s question.) They had designed a game for employees to play. 
And by they I mean the management of the organisation together with the 
consulting company people.

Berry  And the games are neo-liberal as well?

Heckler  You don’t understand how art works!

Praxíne  No need to patronise! This is a polyphonic discussion.

Heckler  Why should anyone be interested in taking part in a game invented entirely by others? 1

Savant  That is a relevant question. Taking up the idea of participation seems to be a trend 
in current institutional discourse and museum practice, which increasingly set out to 
achieve ‘social inclusion.’ But who is to be included, and in what way? 2  

1.  (Sternfeld 2015, 1)

2. (Ibid.)
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Praxíne  But this wasn’t in an institution or a museum.

Heckler  Well, lot of institutionalizing happens in all kinds of organizations. And even if 
Rangers isn’t a cultural institution, I think the same critique applies.

Praxíne  And what would that be?

Heckler Someone designs an activity for creating social inclusion. And if someone 
is wanted to be included, it means that at the moment she is considered 
to be somehow excluded or that she is obtaining something useful. In this 
case it smells like an innovation; the people have innovation potential that 
the organisation wants to utilise. People turn into chess pieces through the 
participatory activity.  

Praxíne  Don’t you trust people to take care of themselves and make their judgement 
about the participative hullabaloo?

Heckler  Don’t you think it’s wrong per se? An artist creating a power position by deciding 
that these people should get more involved? I think THAT is patronizing, don’t you? 

Praxíne  So you are saying the participatory intervention with Rangers…

Heckler  (Interrupts Praxíne.) Even the word 'participatory' is questionable! Not to 
mention the word 'intervention'. They objectify.

Praxíne  Everybody thinks those are horrible words, but there isn’t anything better 
available, is there? 

Heckler  Engaging.

Praxíne  All art has a potential to engage.

Heckler  Social practice.

Praxíne  Hypocrite and hard to use.

Heckler  Part taking.

Praxíne  Artificial

Heckler  Artful inquiry.

Savant  Please! Let’s save the discussion of semantics for later.

Praxíne  Yes, let’s not get stuck on this!

Heckler  Fine!

Praxíne  I was asking, if you think she shouldn’t have done the inquiry with Rangers at all?

Heckler  I’m saying that no one should deliberately place themselves into power position, 
or you should, at least, be aware of it.

Savant  I think she was aware of it. 

Praxíne  And what does that even mean in practice? You can’t do anything, if you want 
to avoid the power position completely. 
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Savant  In contemporary society the social networks are so complex there is always 
someone under you and above you. And the set-up is organic and the positions 
keep chancing. Complete and full equality would require a static situation and 
people with no background and status quo of any kind.

Praxíne  Thank you! If you do stuff with people, there is always some inequality in 
certain sense. 

Savant  Critical pedagogy and pedagogy of the oppressed takes this into consideration. 
Education systems are traditionally built on power structures.3 But if you 
include e.g. societal and political discussions, dialogue and awareness of your 
own position into the education it makes it transparent and a tool for change, 
not an instrument for adjusting or adopting.4

Praxíne  There you go. 

Savant  But I’m not saying you should ignore the existence of power for the sake of 
making participatory interventions or that when ever art is involved we would 
be automatically safe from inequality.

Praxíne  I’m not saying that either! I’m say that it’s damn hard balancing, and you always 
step little bit on someone’s toes. But I gladly step on people’s toes when I think 
it’s for the good cause. It’s only toes and I’m lightweight. It’s not like the toes are 
cut of for making individualistic art.

Heckler  What’s that supposed to mean?!

Savant  It’s not fruitful to compare participatory creating and individual-based self-
expression. It’s like comparing an egg to an omelette.

Praxíne  (Sighs.)

Savant  Why are you being defensive?

Praxíne  It frustrates me that every time art is taken out of its traditional set ups and 
applied, it becomes questionable and is considered corrupted. As if applying 
art was some kind of a threat to other, more traditional, modes of art. Applied 
art discourse is not questioning anyone’s urge to display their work in galleries or 
other types of white cubes. One should do it, if it feels necessary and important.5

Savant  The critique is based on a notion that applied art increases the pressure for all 
artists to produce art that has measureable impact or positivistic dimensions, 
like increase of well-being.6

Heckler  I think this artification7 changes also the grant politics. 

Berry  How? Isn’t it a good thing to be able to show impact and that way sell art-based-
whatever?

Heckler  When everything is artificated8 what happens to art?9

 
Savant  Are you afraid that the intrinsic value of art is jeopardised?

Heckler  Yes! Soon that other-kind of value is expected from all art.

Praxíne  The intrinsic value means intrinsic; a feature that is inside, an integral part of... 
It is something that can’t be taken away.10

3. Peter McLaren claims in his book Che Guevara, Paulo Freire, and the Pedagogy 
of Revolution that schools in North-American education system have had a leading 
role in directing and regulating citizens’ behaviour. They enable producing qualities 
favourable to the western capitalistic system and through that justify governmental 
motives. (McLaren 2000, 197).

4. (Freire 1968, 81; 85; 87)

5. For example in IssueX magazine actor Jussi Lehtonen and literary and art critic 
Aleksis Salusjärvi debate about applied art and independent art. Their discussion 
reveals how ‘applying’, ‘productisation’ and ‘intrinsic values’ are the controversial 
concepts and hot topics of the discourse. (Römpötti n.d.).

6. Lehtonen describes the following: “In my project of the past few years I have made 
art together with people living in institutions… Yet art cannot be packaged so 
that its outcomes are predictable or quantifiable, and we cannot promise that art 
will heal anyone. Therapy is always something that care professionals provide.” 
Salusjärvi mentions in the same article: “Science is in the same predicament. 
Applied art as a concept can be compared to applied science. I have noticed 
that as the funding gets scarcer, small theatres create new sources of income for 
applied projects. You cannot make your own art if you keep hanging around in 
institutions. Applied art can, nonetheless, be very interesting.” (Ibid.).

7. According to Thomas Leddy the term artification (in Finnish ‘taiteistuminen’) 
was first developed as part of theoretical research of aesthetics in Finland and 
proposed by Ossi Naukkarinen. In this discourse artification refers to “the process 
of treating non-art objects as art.” (Leddy 2012).

8. ”Artificate”, a fabricated verb from adverb “artification”, made by the author.

9. Yrjänä Levanto, Ossi Naukkarinen and Susann Vihma raise this question in the 
introduction of book Taiteistuminen (in English ‘artification’). The editors argue 
boarders between art and the world surrounding it (other than art) disappearing. 
According to them the attitude, where art is providing a cure or making other than 
art somehow better, has been spreading. The editors’ argument that there is no 
strong proof of favourable effects of the attitude and that art (in its independent 
form) hasn’t been taken into consideration, as it should have been, can be 
interpreted as criticism from the editors. (Levanto, Naukkarinen & Vihma 2005, 
4-5).

10. An argument that the artist Eili Ikonen uses often in discussions regarding the 
value of art and its possible threats by applied art.
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Berry  Isn’t it the same as if you’d be afraid that bunny rabbits stop being mammals and 
pets, if they are also kept for meat?

Heckler  (With desperation and really worried.) What if independent art is not gonna be 
needed anymore? Art changes and becomes empty un-art, ‘cause everything is art.11

Praxíne  (Reassuringly and consolingly.) You have to trust on art being a limitless mine of 
regeneration, which feeds itself and things around it.12

Berry  What if applied art is seen as its own territory. Like sports, it has its aesthetical 
quality, but still it most definitely isn’t art…13

Praxíne  …or threatening it in any way.

Heckler  (Almost sobbing.) Which gets more public money, sports or art?  

Savant  Artification is not an activity to displace art; it’s a process, where something 
is created beside, something where the skills of artists are needed to create 
aesthetical conception to a new system.14

 Lights start to fade out. Heckler is hyperventilating and Praxíne is offering her a 
paper bag. Everyone is trying to reassure Heckler, but they don’t look convinced 
themselves. Instead they look slightly uncertain and like something was wrong. 

 Lights fade in. At the same time as the polylogue starts the door opens up slightly 
(the same as Novice exited through) and a white rabbit enters the stage and starts 
to hop around. People, one by one, notice the rabbit as the scene goes on. Each 
one of them reacts to it in their own way but no one dares to say anything.  

Heckler  (Being back to herself like there had been no meltdown what so ever.) 
Participatory imperative is a wolf pit, where the artist easily falls into while trying 
to be inclusive.15

Savant  Please elaborate. 

Heckler  The artist created a game for Rangers to play. I’m repeating the question I asked 
a while ago; why should anyone be interested in taking part in a game invented 
entirely by others?

Praxíne  Why should anyone be interested in the works hanging in a gallery? 

Heckler  That is not a same thing! People are not forced to go to exhibitions. They choose 
to do so.

Berry  Isn’t almost all art in Finland supported through funding from the government, 
grants or dole?

Praxíne  Exactly! All people invest on art in a form of tax money. There is no imperative, 
but it is compulsory. 

Savant  Yet another topic that will take us off track. (Pause.) Participatory art is easy to 
harness for the agendas of institutions. In this case the institution is replaced by 
an organisation.

Heckler  …employees are invited to participate and they are expected to be available as 
sources of innovation.16

11. (Levanto, Naukkarinen & Vihma 2005, 5)

12. (Ibid.)

13. (Ikkala 2012)

14. According to Yrjö Sepänmaa ”Artification is then not made for art’s sake but 
for producing something aesthetically significant, yet nevertheless requiring 
professional skills of an artist.  Making this does not come closer to art with the 
intention of merging with it but, on the contrary, distances itself from art by creating 
or reinforcing a parallel system.” (Sepänmaa 2012).

15. In the beginning of 20th century Die Kunst für Alle! (Art for All!) was the 
programmatic title for reactionary and racist currents. Later on there was an art 
magazine bearing the same title. The editor-in-chief Friedrich Pecht considered 
the title of the magazine standing for art that was both popular and national 
in character. Sternfeld points out that today “art for all” rather means “art with 
everyone” i.e. participation. (Sternfeld 2015, 2).

16. Applying the critique of participatory art in museums to participatory art in non-art-
based organizations: In her text Sternfeld is referring to marginalized people as the 
target of institutional discourses through participatory art done in e.g. museums. 
“…on the one hand, that they are invited to participate and, on the other hand, 
that they are expected to be available as objects of representation.” (Ibid.) The 
author has quoted the previous text but replaced the art institution related key 
words with organisation related key words. This is done to test applying the critical 
perspective of museum work to the field of arts based activities in organisations. 
The same core of arguments appear to be relevant in both fields.
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Berry  (Very frustrated.) Those people work FOR the company. Isn’t it their duty to 
produce innovations?

Heckler  Yes, it is their duty to add value. And that’s the whole problem! Participatory art 
is supposed to be voluntary and absolutely not oppressive. The rules of the game 
were not invented by the participants, but by the managers and probably the 
consultants.

Praxíne  You have very dark views; talking about oppression seems a little bit exaggerated.

Heckler  We should understand the market economy organisations having relations the 
same way as Paulo Freire understood the education, politics, imperialism and 
liberation having a steady relation and inevitably these merging into one and 
other.17

Berry  Isn’t Paulo Freire a deceased educator from Latin-American? We are living in the 
21st century in a western culture in Europe and talking about companies, not 
school.

Savant  One can find similarities in the Brazilian school systems and the European 
market economy organisations’ activities as both are linked to politics and 
imperialism.

Heckler  I would say the latter with its advocates are MARRIED to politics and 
imperialism. 

Praxíne  I hate that the critique coming from the art field is so often based on a thought 
that people are somehow bad. You are talking like the people working for the 
businesses are oppressed and people running the businesses are evil oppressors.

Savant  Freirean notion of oppressing has to do with human relations and people on 
opposing sides. Both oppressor and oppressed are people with names.18 That 
was in 1968, but maybe today the oppressor is the system; the organisation is 
the oppressing structure and both the worker and the manager are oppressed by 
it, but in different ways. 

Heckler  How is the manager being oppressed?!

Savant  For example, in order to keep the company alive she has to keep it profitable. In 
order to do so she might have to do decisions she wouldn’t want to do. Or the 
job of hers might be at stake. 

Berry  I recently asked a managing director, why he like his job? He told me he likes 
to see people succeeding in what they do. The nature of the conversation shows 
that the boss’s motives were something else than just ‘being successful in making 
profit’. This is just one example, but it’s a sign that running a business is not 
JUST about making money.

Praxíne  The question is, whether the oppressing structure can be changed?

 Everyone is silent, thinking…
 
Savant  Freire endeavoured to create a social structure with a space for reflexivity. 

Through critical self-reflexion a person can become aware of how the life 
choices build the self-image. Liberated and critically aware person, who has 
an opportunity to take part to create new societal structure, won’t end up 
oppressing others. Not even, if someone else previously oppressed her.19

17. (McLaren 2000, 197)

18. (Freire 1968, 43-45)

19. (McLaren 2000, 216-217)
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Praxíne  And this takes us back to applied and participatory art and why we need it 
also in non-artistic organisations. It’s a way to awareness and emancipation! 
(Cheerfully.) Yippee!

Heckler  May I remind you about the fact that the workshop and the art intervention 
was a part of their responsibility as employees?

Praxíne  You make it sound like employees were obligated to participate. May I remind 
you that she was “inviting” people to join in and take part?

Savant  I agree. She was very careful with the way delivering the instructions. She 
did her best to make it sound like a suggestion. Maybe we should call it an 
artful inquiry instead of participatory art intervention. It is so loaded with 
assumptions.

Heckler  Fine, we can call it whatever we want, but how easy you think it would be to 
turn down the invitation? Clearly someone had thought it would be good for 
the community to do it together. It would be uncomfortable to refuse, especially 
when your boss is there. And it might put you into bad light, too. 

Praxíne  Don’t you think it is patronizing to think that people wouldn’t be able to reject 
the invitation; object or refuse to do what was suggested? 

Berry  Some people didn’t show up to take part in the dérive. 

Praxíne  What does that tell you?

Heckler  Most people participated. I’m still concerned about participatory art in non-art-
organization. It enables the same mechanism what participation enables in the 
museums or other art institutions. Now “the elitist themes of institutions” are 
replaced with corporate agenda and instead of marginalized people there are the 
workers who have less power in decision-making than the managers.20

Praxíne  But Novice hadn’t even met the managers before! She wouldn’t know about any 
agenda.

Savant  And the consultants gave her free hands in designing the intervention and very 
little details about what the rest of the workshop was about.

 Praxíne  Her motives appeared being emancipation, not advocating hegemony.

Savant  Let’s approach this other way. 

Praxíne  (In very fed-up way.) OK.

Heckler  That is why we have gathered here.

Praxíne  To shoot holes into Novice’s budding praxis?

Heckler  In a way, yes. We are here to make sure, she will meet the standards.

Savant  Praxíne, in principle you regard participation as a positive thing.

Praxíne  It has a great potential for “good and beautiful”, and by that I mean sustainable, 
just and sound things.

20. Applying the critique of participatory art in museums to participatory art in non-art-
based organizations. Sternfeld describes the unwanted context of participation in 
art museums leading to an arrangement, where people ”are invited to participate” 
and ”expected to be available as objects of representation. Within this context, 
art and cultural education are ascribed the role of a bridge between these target 
groups and the elitist themes of the institutions.” (Sternfeld 2015, 2-3).
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Savant  But do you see any downsides?

Praxíne  Yes I do. Everything, what people are involved with, has a danger to turn into 
something else what it was originally meant to be. 

Savant  And what would be the worst thing that could happen?

Heckler  That participation creates…

Savant  (Interrupts Heckler firmly.) I didn’t ask you.

Berry  (Whistles quietly to Savant’s authority.)

Praxíne  Participation for the sake of participation. Meaning that something is arranged 
merely to be able to say: “We have asked people”. 

Heckler  Unfortunately it happens quite often that participation is used as tool to create 
an illusion of democracy or openness.

Praxíne  True that. But everyone is responsible for themselves. We can’t ban participatory 
art just because someone could abuse it.

Savant  We can identify four different modes in participatory art; affirmative, 
reproductive, deconstructive and transformative.21 This could work as a template 
to analyse ‘the soundness’ of participation in other contexts or communities also. 

Praxíne  In the gallery education the organiser and facilitator of participation are 
basically the same. Unlike with case Rangers, where the artist and the organiser 
of the event were independent entities.  

Savant  We should examine the four modes in a different way since the setup is different 
here.  

Praxíne  The focus should be on the artist and her activities, not on the organiser of the 
event since this an art discourse.

Heckler  Transformative approach is the proper mode of participation. After all, a 
democratic understanding of participation entails being able to participate in the 
decision-making process that determines the conditions of participation, decision-
making and representation.22

Praxíne  I propose both deconstructive and transformative approaches to be regarded 
as due participation when the artist and the organiser are obviously different 
entities. Sometimes to question something is enough. Becoming aware creates 
new viewpoints to be a bases on which a person can determine, how to act. She 
can, for example, choose to change her way of acting within the community or 
organisation, or even depart from it.

Heckler  So you are saying that even though there is no room for changes, art 
intervention may be worth doing?

Praxíne  Exactly. There might not be room for a change within the organisation, but 
there might be space for a change in person’s way of life or action. Sometimes 
just making your voice heard or having a new viewpoint can trigger a necessary 
movement. 

Savant  Actually Situationist International23 would have agreed with you, Praxíne.

21. Carmen Mörsch identifies four different modes in gallery education (affirmative, 
reproductive, deconstructive and transformative). Sternfeld summarises them as 
follows:  
“Affirmative approaches are frontal forms of passing on the knowledge and 
values of institutions” 
“Reproductive approaches tend to work with dialogue-based and interactive 
methods for acquiring institutional knowledge and values” 
Deconstructive approaches question the institutional canon 
Transformative strategies “aim not only to analyse, but also to transform the 
institutions”  
(Mörsch 2009; Sternfeld 2015, 3-4).

22. Sternfeld proposes that in the context of participation in art museums only 
transformative strategies to “be regarded as participation in the proper sense of 
the word. After all, a democratic understanding of participation entails being able 
to participate in the decision-making process that determines the conditions of 
participation, decision-making and representation.” (Sternfeld 2015, 3-4).

23. Situationist International (SI) was a Paris-based revolutionary movement of the 
50’s when the dissolution of the autonomy of labour was a hot topic. SI wanted 
to take part to the discussion with aesthetic, political and intellectual manner. 
Amongst other things they where concerned about numbing the working life 
routines of advanced-capitalism caused in people. (Pyhtilä 2005).
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 The white rabbit starts to talk.

 Guy Debord (Very aggressively.) No we wouldn’t have! I knew this would happen!

 Heckler and Berry turns to the rabbit looking baffled. Praxíne doesn’t realize it is 
the rabbit talking. Savant gets her act together very quickly.

Praxíne  Who is it? (Looks around.)

 Guy Debord  You are all a bunch of dimwits!

Heckler  (Amazed.) What is this?

 Guy Debord   I knew you would drag Situationist International into this!

Berry  (Amazed.) What is happening? Who or what is that?

Savant  (To the rabbit.) Good afternoon.

 Guy Debord  I’m Guy Depord.

Savant  Bon Jour.

Heckler  I thought Guy Depord was dead.

 Guy Debord (Insulted.) Obscénité! I am dead but that doesn’t mean I can’t get    
involved.

Savant  We beg your pardon! We didn’t me mean to be rude. This is an honour, Mr 
Debord.

 Guy Debord Cut the brownnosing. I despise you all for that you even discuss the   
work of this Novice. We would have never approved this!

Praxíne  But don’t you think Novice deserves a little bit of credit for creating the 
Rangers’ workers a chance for dérive…

 Savant gives a warning look to Praxíne who stops talking.

 Guy Debord  (Outraged.) Using dérive24 was pure recuperation and commissioned   
working is surrendering in the power of capitalism! We gave up on art   
exactly for these reasons! 

Berry  (Asking from Heckler.) Who are the ‘we’ he is referring to?

Heckler  (Whispering to Berry.) There was a group of revolutionist people in Europe, 
mainly in Paris, who called themselves as Situationist International and Guy 
Debord was the unquestioned leader of the group.

 Guy Debord And by the way my name is pronounced “giii” not “gai”.

 The white rabbit falls silent and starts to nibble something it found from the 
floor. No one dares to say anything. 

Praxíne (Hesitates but decides to break the silence.) At least the process gave the 
Rangers’ workers an opportunity to expose their personal identities in the work 
contexts, to bring out private and humane sides. And it was also a moment for a 

24. SI offered dérive as a practice of fighting the trivializing of labour and waking up 
to notice the state of society. Dérive is “a mode of experimental behaviour linked 
to the conditions of urban society: a technique of rapid passage through varied 
ambiances.” (Situationist International 1958).
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shared meaning making.

 Everyone looks at the rabbit but it remains silent.

Savant  Where were we? (Thinking.) Oh yes! An artist can use participation in 
organisations25,  when it happens in a deconstructive or transformative way? 
Am I concluding this right? 

Berry  Now I really feel I’m from another realm. Where I come from it would be up 
to the artist's judgement, how she wants to use her skills. If she wants to run a 
hard-core-neoliberal-capitalistic-innovation-acceleration-workshop, who are we 
to say that she can’t do that.

 Heckler shivers.

Berry  It sounds to me that in order to be a true artist you’d have to be a leftist…

Praxíne  …and atheist urban man in your mid thirties. I personally think you should 
do anything you like and whatever you deem necessary, as long as you are 
transparent about your motives. Then other people can choose, if they want to 
play along.26

 Heckler shivers even more.

Berry  Isn’t that what the logic of art and artist is; ignoring rules and moulds?

Heckler  (Little bit exhausted.) We still have the worm can issue.

Berry  What’s a worm can issue? 

Praxíne  Heckler is referring to the possibility of participatory process opening the can of 
worms; it can bring out unsettling issues inside and about the organisation. 

Heckler  It would be irresponsible from the artist to just bug off and leave the 
community wondering, what to do with the worms.

Berry  What are these worms?

Praxíne  For example, collision of conditions, motives, expectations and identities.

Savant  Organisational processes are designed to be smooth. Art or artist in a non-
artistic-organisation creates a distraction to the routines and processes. And the 
distraction brings out things that aren’t likely to be discussed in the everyday life 
of the organisation.27

Berry  Is it artist’s responsibility to solve issues?

Savant  No, not to come up with solutions, but maybe to help the community to 
change focus, to live with the issues or to emphasise good.

Praxíne  Every artist reacts subjectively28, there is no formula or procedures how to be an 
artist, even if you are applying art.29

Heckler  Lets say, hypothetically, that I would like to make an artistic intervention that 
reflects my personal values. How could I make sure I don’t end up being any 
sort of an advocate? (Continues murmuring under her breath.) Or running a 
hard-core-neoliberal-capitalistic-innovation-acceleration-workshop.

25. Here, organisations without artistic activities or goals.

26. In his article The Contigent Identity of the Artist Pekka Niskanen poses an 
interesting question if the artist is just an ideological product and based on the 
art discourse. There seems to be a hegemonic understanding of the artist’s role 
in society. (Niskanen 2013). Niskanen’s question could be followed up with a 
question of who needs and maintains this hegemony? 

27. Visual artist Marja-Liisa Jokitalo has worked as an artist in a care home for old 
people practising her art next to both residents and staff. She describes issues 
revealed as a hierarchical gulf between the residents and the staff, and fear 
and resistance to change, when the vision of the sheltered home services are 
changing. (Jokitalo 2016, 254-255).

28. Jokitalo made subjective judgement based on her personal values: “I felt that 
the sheltered home restricts the lives of the residents in a way which taxes their 
humanity.” And she decided to intervene to the issues she had discovered and 
evaluated as a drawback. Jokitalo designed an artistic intervention that she 
felt would affect the interaction between the staff and residents. She based her 
approach to a thought that ‘the most important is the resident‘ and a question 
‘what do you love in your job?’ (Ibid.).

29. Jokitalo kept work diary while working in the care home. When the situation was 
demanding as she was challenging the community she made notes; “ Time – that I 
can give. A thought – that I can give. Presence – that I can give. Just this moment 
– that I can give. In the next moment it will be gone, and all the same, won’t be.” 
(Ibid., 263).
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Praxíne  You can’t, ‘cause you can’t fully control the situations. There too many random 
factors when different people with different motives get together. 

Savant  But you could reflect and examine the interventions or inquiries you have done 
before and learn from them.

Berry  We should create an internet-test for that! Not hypothetically.

Praxíne  (Delighted.) What!?

Berry  Yes. 

Heckler  No!

Praxíne  Yes, lets!

Berry  (Getting his computer out.) What should we call it?

Praxíne  (With a voice from a TV-ad.) Test now! Were you a hobby-horse?

 Berry moves from words to deeds. Heckler objects the idea loudly and disturbs 
designing of the test. Praxíne is thrilled to see, how it turns out to be, just for 
the sake of it. Savant keeps her cool and conceptualises theories for basis of 
the test. In the course of the debate Novice has been secretly peeking in to the 
room others are in. She is looking anguished. Berry builds an internet-test called 
‘Did you turn into a hobby-horse?’. It is for artists who are into participation to 
follow-up-check the agendas of their intervention or inquiry.
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 You are a professional artist

  The intervention was initiated by you

  There were no agendas communicated to you by the management or HR -personnel

  No one had told you to “Tell them (participants) to do this…”

  There were no motives in disguise

  It couldn´t be defined beforehand what kind of intervention would be successful or unsuccessful 
(there were no measures to successful or unsuccessful intervention)

  You had plenty of time for the activity (20 minutes in a strategy day is not considered as “plenty”)

  You did not have an uncomfortable feeling of being an entertainer
 

  You didn’t have a detailed manuscript (e.g. you wouldn’t have lost your track if there was 
changes in schedule or other plans)

  You will never be able to clearly express or define the “result” or the meaning of the intervention 
to an engineer

  The process and the activity itself had more value to you than the outcome or possible artwork

  You had a sense of authenticity, self-expression,  freedom and me-request 

  There appeared to be space for change, at least in the beginning of the process of organising 
the intervention

  You had tolerance for unknown and uncertainty

  The initiator, if not you, had tolerance for unknown and uncertainty

  There appeared to be resources to act according to what emerged in the intervention

  It was acknowledged that things can’t necessarily be put back to way they were after the 
intervention

  It was weird

* Directional only. Note that eventually the artist’s personal  
  moral and criticality are the strongest factors.

Artist,
DID YOU TURN  
INTO A  
HOBBY-HORSE? 
Answer the questions, reflect and learn.  
How to ensure that in the future your intervention 
is yours, relatively sustainable or for “good and 
beautiful”. *

Answer by ticking the box when the principle applies 
to your artistic intervention. Note that the test can only 
be done retrospectively.
Each tick gives you one point. The points in total will 
tell you if you were a hobby-horse, or something else.

RESULTS
You didn’t turn into a hobby-horse but you probably are…

 (16-18 points)  ...an artist-in-residence
 (13-15 points)  ...an artist working in a community or organisation
 (10-12 points) ...a community artist
 (7-9 points) ...an artist-developer
 (4-6 points) ...an artist acting as a facilitator
 (1-3 points)  ...a change agent, not an artist. 
 (0 points) Yep, you turned into a hobby-horse for sure 

YOUR POINTS: _______ /18
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ACT
“Do you think everyone should be  

involved with art?” 

Discussing art, bricolage, corporate 
workers and beyond.
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Everyone else but Praxíne are still talking about participation. Heckler is sharing an experience 
from a workshop she once took part to. She is telling it like it was the most dreadful and 
horrifying experience ever. Praxíne is not getting involved since she is absorbed in reading a 
women’s magazine. During the most of the Act II Praxíne is slightly uninterested and only 
partially present because of the magazine. Praxíne interrupts Heckler’s story.

Praxíne  Listen to this! (Delighted.) In Scandic-hotels they encourage employees to 
personalise their work to match the skills and being more meaningful!30  

 Others are nodding but won’t get exited since it’s a women’s magazine Praxíne is 
referring to.

Heckler  (Sceptically.) How?

Praxíne  For example a receptionist has started to make cards for the hotel guests ‘cause 
she is into visual arts.

Heckler  (Sniffs.)

Berry  Is that what you are after?

Heckler  I hope that isn’t what you are after since it sounds like superficial tinkering.

Praxíne  (Ignores Heckler’s dry comment.) And in Tampere a grocery store clerk started a 
slow cashier for people who want someone to talk to and help with packing.31 

Heckler  Wasn’t that like ages ago?

 A silence falls into the room and everybody are in their own thoughts.

Berry  (Breaking the silence.) There is this one question, which has been bothering me 
from the beginning?

 Others turn to Berry with an inquisitive glance.

Berry  Do you think that everybody should have something to do with art or be 
engaged with it? 

Savant  What a great question! 

Praxíne  (From behind the magazine.) What a silly question! 

Savant  It’s crucial for every artist to contemplate that! It helps, I believe, to distinct, 
how one sees the meaning of art in society.

Praxíne  That is the same as if you asked, weather I think all the people should exercise! 
(Pausing.) Of course all people should maintain their physical health! But not 
everybody does that, though. Training is good for you, so is art. Having art 
experiences elevate your mind, or soul, if you like, like exercising will enhance 
your physical health or reading your intellectual capacity.

Heckler  But who are you to say someone should exercise or have art experiences?

Praxíne  No one. This was just my opinion. I’m no one to judge; I don’t do sports, so… 
 

30.  (Hautamäki 2018, 53)

31.  (Hautamäki 2018, 54; Wikström 2011)
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Savant  Even greater question is, whether everyone should be exposed to YOUR art, in 
your opinion?

 The group is pondering silently.

Savant  That is a rather unpleasant question, isn’t it?  

Berry  (Gleefully. Clearly pleased about the sticky situation the question puts the 
others into.) You’d appear self-sufficient by answering “yes”. And by answering 
“no” one might question the existence of your work or your carrier choice. 
(Pauses. Then lets the others off the hook by addressing another question.) 
Since we’ve started this; why do you think, it would be necessary to create art 
experiences inside organisations? 

Heckler  (Happy about avoiding the first, uncomfortable question.) Actually I don’t! Have 
you listened at all, what I’ve been preaching about during the last half an hour? 

Berry  Yeah yeah, but hypothetically speaking: Let’s all imagine art being brought to an 
organisation primarily for some other than economic reasons. Why should that 
happen?

Praxíne  Participation to artful activity makes things to emerge. It enables bringing out 
visions and point of views that wouldn’t appear in usual course of actions.32 

Berry  Like what?

Praxíne  For example the Rangers mentioned that dérive helped to notice the subjectivity 
of life; that observations are individual and relate to personal level. They 
expressed a fear of failing and how it’s not easy to free-flow nor break loose from 
the expectations. They became aware of manners and routines.

Heckler  I just realized what bugs me in participation. It’s so temporary.

Savant  You mean the impermanence of it?

Heckler  Yes. The artist should work in the organisation instead of that participation fuss 
and intervention invasions?

Berry  You lost me… (With hesitation and disbelief.) So you are suggesting that an 
artist would work in an organisation?

Heckler  Yes.

Berry  As a part of the organisation personnel?

Heckler  Yes. 

Berry  As a part of any organisation without any contiguity with art?

Heckler  Yes. As a hired employee.

Berry  (Obviously pretending that she buys Heckler’s idea.) Ooookay. (Pauses.) Well, 
let’s say THAT or what you call participation takes place inside a non-artistic 
organisation. So what are the impacts?

Heckler  It depends whom you ask?
32. See the notes in Case Rangers file (part 2/3 of this thesis) pages 6-9.
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Savant  (Air quotes the word impact.) The impact of arts-based-methods have been 
an area of interest for many; business people, humanists and social scientists, 
technology and innovation developers…33

Berry  But not the artists themselves?

Heckler  To me they are the most important group of people, who should describe the 
effects. That way the perspective and the terminology would be appropriate.

Praxíne  Yes! For example, rather than impact, we should talk about resonance34. 

Heckler  The humanistic research and the art scene are very critical towards the 
positivistic terminology and numeric outlook.35 

Savant  To define the words is a power position. The chosen terminology determines the 
interpretation and perceiving. As soon as the artist evaluates and conceptualizes 
the resonance, the elaboration will be vivid and described with an appropriate 
terminology36. 

Heckler  When the evaluation and observing the resonance of art is coming from another 
discipline, it usually ends up looking flatter than it actually is. Especially 
business people, economists and engineering experts have an urge to make 
concepts that are easy to communicate and promote.37

Heckler  If you ask me, we should give up on the attempt to describe the impact. It is 
fundamental to study the effects from the artist’s point of view instead with the 
terminology and values determined by her.

Berry  And what are the effects? 

Praxíne  Ripening, moderating, authenticity, consenting to be seen, no expectation for 
ready answers, incompleteness, more than a sum of its parts, passion…38  

Berry  But all of those aren’t descriptions of effects, or are they?

Praxíne  No, they aren’t. It is more appropriate to describe, what an artist can give to an 
organisation. And this also proves the word 'effect' inadequate.

Savant  The closer we get to the humanistic or artful standpoint the further we drift 
from discussing the utility and effects as benefits. The discussion is more about 
the characteristics that are favourable or create variance. 

Heckler  And if you give the artist the opportunity to elaborate on the topic, she will tell 
you that she is the effect, benefit, characteristic and the reason.39

Savant  It is important to distinguish the organisation artist and an artful intervention 
when discussing about resonance. The organisation artist means a person 
working in the organisation and the latter a momentary situation created from 
outside.

Heckler  That is not important! Resonance is resonance. Its strength can vary and 
the wavelength and shape might be different but there is resonance. Does 
everything have to be compartmentalised and labelled!

Berry  You are loosing me. Where is the artist in the resonance metaphor? Is she the 
rock that is thrown in to the water and creating the ripples?

33. The value or arts and the effects it may have has been researched by many 
instances and people including the following: 
 
Professor Giovanni Schiuma (BEng, MSc, PhD) is the author of the book The 
Value of Arts for Business and, according to the CV,  he is an experts in the arts in 
business and strategic knowledge management.  
Schiuma, Giovanni (2011). The value of arts for business. Cambridge University 
Press. 
 
Anu-Liisa Rönkä (M.Soc.Sc., Communication and Media Studies) coordinated the 
Finnish, nation-wide projects Taika I and Taika II (2008-2013) - Arts Developing the 
Quality and Innovation Capabilities in Working Life.  
Rönkä, Anu-Liisa; Kuhanen, Ilkka; Liski, Minna; Niemeläinen, Saara & and 
Rantala, Pälvi (2011). Taide käy työssä. Taidelähtöisiä menetelmiä työyhteisöissä. 
Lahden ammattikorkeakoulun julkaisusarja, 75. 
 
Professor Vesa Harmaakorpi and Senior Researcher Anne Pässilä amongs other 
from Lappeenranta University of Technology conducted development in the area 
of art enhancing innovation ability and potential. Harmaakorpi supervised Pässilä’s 
doctoral thesis, which was about applying theatre for innovation processes. 
Pässilä, Anne (2012). Reflexive model of research-based theatre–processing 
innovation at the crossroads of theatre, reflection and practice-based innovation 
activities. Acta Universitatis Lappeenrantaensis.

34. Resonance as a metaphor was discussed by Laura Mellanen, Anne Kallio and 
Anne Pässilä. The commissioned project had a goal to create a way for evaluating 
the impact of humanistic research. The project team was looking for a framework 
that would cherish the values and worldview of humanistic research instead of 
plain commercialisation, capitalising and positivistic benefits. (Mellanen, L. 2017, 
pers. comm.).

35. Finnish Ministry of Education and Culture released a publication in 2009 as part 
of development of cultural politics. The paper reviews effect and impact indicators 
of culture to supplement the base of information. The publication refers to Simo 
Häyrynen, Cupore researcher at the time, and states the following: ”Cultural 
activity is a dynamic and procedural process. Many of the cultural effects are 
relative; based on people’s unique experiences and meaning making. This 
weakens the possibility to recognise and compare the effects. Also the causal 
connections are hard to grasp and nature of the effects varies greatly. Effects can 
be unexpected and appear only after a long period of time.” (Finland Ministry of 
Education and Culture 2009, 10).

36. Eili Ikonen works in the sector of social and healthcare management as an 
employed artist and as a part of the staff. Ikonen uses the artist name Miss 
Kompro and she has introduced the title “organisation artist” to describe the 
position she has adopted. In her thesis she describes beautifully and incisively 
what it is like to be an artist in an organisation. She says her actions are directed 
by the logic attached to her agency; it is a functional philosophy. The functional 
logic of art is not a method, a theoretical frame, a process chart nor a tool that she 
is using. It is her personal knowing, understanding and range of skills, which are 
not detachable from her or from the total capacity or other competences of hers.
(Ikonen 2018, 23).

37. Marja-Liisa Honkasalo points out, how the art-research-studies should not adopt 
the evaluation logic from natural science: ”A simple model of effectiveness is easily 
fixated in the dreams of those who draw up project and research plans. It is more 
important to show where the causal model comes from and regard critically the 
approach from the natural sciences and the power relation included in it that are 
slowly sneaking into the field of interdisciplinary scientific and artistic research.”  
”Research into the connections between culture, health and well-being has 
reported the many problems of studying effectiveness. It would be important in this 
discussion not to search for causality seriously – despite the fact that sponsors 
frequently propose this.” (Honkasalo 2013, 138).

38. The view of Maiju Pulkki (MSSc) on what art can create in organisations. In 
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Savant  (Simultaneously with Heckler.) No.

Heckler  (Simultaneously with Savant.) Yes.

 Berry is looking lost and Praxíne is laughing but it’s not sure, whether she laughs 
to the situation or to something in the magazine. In the hallway Novice has 
fallen asleep

Savant  (With very lecturing voice.) There is the actor and the act within art. The person 
who throws the rock is the artist; the actor. The act is the throwing the rock 
part. The act creates the ripples. With Case Rangers; the artful inquiry gave the 
employees a reason to express something opposing the common conventions, 
and that was the ripple. 

Heckler  No, no, no. The artist is the rock creating the ripples.

Savant  (With very challenging tone of voice.) And how does the artist end up into the 
water? 

Heckler  The inspiration, a societal flaw, bewildering occurrence drive her into the water.

Berry  (Insecurely.) And why should the artist cast herself into the water in an 
organisation?

Heckler  Because, the presence of artist would set an example to other members of the 
community for having broader self-definition as well.

Berry  (Chuckles.) Someone would be hired to work as an example for other workers? 

Heckler  It sounds stupid if you put it like that. 

Berry  Yes, it does.

Heckler  I don’t mean as a role model. The artist way of working would encourage for 
allowing inner and private sides and skills to be included as part of the work 
identity of all employees. She could work for projects by bringing surprising 
interpretations, honesty, aesthetics, good friction, criticism, personal level, 
making familiar strange, curiosity, boundlessness…

Berry  Ok, ok, ok! 

Savant  And actually those aren’t features on an artist alone. She is just used to use them 
when working. Where as in other work contexts these things aren’t supposed to 
be exercised or expressed.40

Heckler  You resign to restrict yourself being one, even though you are many! (Pointing 
at Berry.) That’s how compliant and socialised you are! And that’s why I haven’t 
had “a proper job”, as my mother would call it, in my entire life! I don’t want to 
lose myself. 

 Praxíne is done with reading the magazine; she closes it, and that attracts other’s 
attention.

Praxíne  (Rolls the magazine and waves the screw in the air to give emphasis to her 
words.) Call me naïve, but I really think the concept of a corporation or 
corporate and company cultures could be reformed…

the book about artistic interventions in Finnish working life Pulkki expresses 
feeling privileged as she had the opportunity to follow closely the working of 
the community’s artists and thereby to learn about arts-based-methods and the 
countless possibilities they offer. (Pulkki 2016, 41-52).

39. Eili Ikonen she says that to her the functional logic of art means openness to 
interpretations, unquestionably. It means that she is the artist and an agency. 
(Ikonen 2018, 23).

40. Juha Varto leads the reader to the thematic of his book by the Classical Antiquity 
philosophies of totality. Who divides being into parts? Varto asks. Even though 
the book is Basics of Artistic Research the question is relevant in any context 
(of work). Varto states that “when the knower knows that their knowledge is 
knowledge, this makes the knowledge part of something” but the “techniques of 
knowledge are always detached from the whole”. (Varto 2009, 15-16). Does this 
mean that knowledge is knowledge only until it is perceive as part of something? If 
so, then when the perception of the “whole” is restrict the knowledge and knowing 
is restricted. In other words, if the perception of the work context is rigorously 
defined the employee probably rules out things, matters, skills by unconsciously 
assuming them to be irrelevant or not substantial. And vice versa, if context is 
construed loosely there is less censoring and richer emergence, associations and 
knowing. 
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Heckler  (Interrupts Praxíne.) You are naïve!

Praxíne  (Ignores Heckler and continues.) …to accept the employees with their complete 
individual personalities and to acknowledge their skills and other content of 
personal repertoire. 

Heckler  (Warms up to Praxíne’s idea.) Accepting the individuality would mean that a 
worker couldn’t be replaced like part of the machine assuming the next person 
will do the same thing in the same way the previous worker did.

Praxíne  Like a machine, huh? What would be the metaphor for the organisations, where 
the employees have the radical level of liberty in their work? Something anti-
mechanistic…

Berry  (Leers Heckler.) I don’t mean to be rude but I think that it’s bit far out. To 
change the concept of corporation would require changes in the legislation.

Praxíne  Let’s change the legislation then!

Berry  (Whistles.)

Savant  And you would have to change the conception of knowledge.

Heckler  (Whistles and says to himself.) You don’t wanna go there…

Praxíne  Let’s change the conception of knowledge then, too!

Berry  How should the conception of knowledge be changed?

 Everybody is looking at Praxíne.

Praxíne  How should I know… (Continues with suggesting voice.) Knowledge is also 
something a person is not necessarily capable of communicating about, but 
it is still inside her and helping her to manoeuvre. It is exactly hers, Praxíne’s, 
knowledge that is part of the organisation’s capability. And if someone else replaces 
her, the knowledge and capability of organisation is not the same anymore. 

Savant  But we have this already. We recognise, for example, intuition and tacit 
knowledge as modes of knowledge.

Heckler  I told you not to go there!

Praxíne  Yeah, yeah, could be. To me it seems like it is more important to transform 
the conception of knowledge in public realm than formulating a new mode of 
knowledge or knowing. 

Savant  Meaning?

Praxíne  Meaning the popular or common definition of it; how something is perceived 
when operating in everyday life, the answer one gives from the top of her head 
when asked to describe something. The quick definition…

Heckler  We get the point.

Berry  The paradigm shift and reconceptualisings sound really very good, but idealistic, 
to be honest. What would it mean in practice, what would happen at my desk 
on Monday morning?
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Praxíne  I guess it would depend on the place. You’d be at work but still be more like you 
are at your hobbies, at home or within your social circles. You would naturally 
use your whole personal repertoire at the tasks of work.  

Savant  (Still stuck with the previous question of modes of knowledge.) And I would 
like to know, what is that you mean, if it isn’t intuition or tacit knowledge?

Praxíne  Do we have to do this?

Savant  Yes.

Praxíne  I don’t mean intuition, tacit or implicit knowledge.  Like I said, something that 
has to do with autonomy, repertoire and being complete.  

Savant  Are you talking about bricolage? 

 Praxíne is not sure what bricolage means and doesn’t answer quickly enough.  

Savant  Interesting. (Wondering to herself.) If we would extend the Lévi-Straussian 
bricolage concept or the social psychology or even the critical theory take, it 
could work...41  

Praxíne  (With hesitation ‘cause she can’t be sure what Savant is thinking.) Yes… 
Maybe… I don’t know. All I’m saying is that knowledge could be considered as 
repertoire… of a bricoleur…

 Savant isn’t listening. She is deep in her own thoughts mumbling something 
about bricolage. 

Berry  What repertoire?

Praxíne  Repertoire would be based on everything one have faced, experienced and 
learned as an individual. It can be physical or mental images and associations, 
approaches, social clues.42

Heckler  And naturally, the repertoire is unique, each one of us have our own repertoire. 
And there would be a mentality at work that you can use your whole repertoire.  

Berry  (Berry is digesting the thought of bricolage and her face lightens up and she 
continues proudly.) I think I am also bricoleur! 

Heckler  No, you are not, Berry.

Berry  (Berry clearly gets offended by Hecklers comment.) I solve IT problems with 
my repertoire of problem solving “solvents” on a daily basis.

 Berry is still moping.

Heckler  (Palliating.) Engineers and other logicians, like you Berry, are not restricted to 
existing. The bricoleur creates from the material at hand.43 

Berry  It seems so basic that I suspect I’m missing something here. 

Praxíne  The company you work for has determined your current job before you even 
got started in it. Right?

41. Bricolage, as a term in philosophy, was first introduced by anthropologist Claude 
Lévi-Strauss to describe the way people of native tribes solved tasks and created 
meaning for the environment while doing so. Bricolage is the repertoire of skills 
and material and bricoleur the person who has ability to utilise the repertoire. 
(Lévi-Strauss 1966). 
Ilkka Kettunen retells Karl Weick’s prerequisites for bricolage by describing the first 
step of the bricoleur being retrospective inspection to what she has available for 
tackling the task. The more knowledge and experience the bricoleur has about the 
repertoire more creative she is in improvised use of them. (Kettunen 2013, 35) 
Critical theory can be approached through the concept of bricolage, which is seen 
as a key innovation in evolving criticality. The use of cross-disciplinary qualitative 
research methods (“a literary theorist doing anthropology and an anthropologist 
writing about literary theory…”) makes the researcher a bricoleur attempting “to 
remove knowledge production and its benefits from the control of elite groups”. 
(Kincheloe, McLaren & Steinberg 2011, 164, 168).

42. (Kettunen 2013, 34)

43. Kettunen retelling Louridas: Bricolage differs from logic-rational-analysis of 
engineering. An engineer plans and searches for solutions from the world, where 
as bricoleur finds the solutions from her own storage. (Ibid., 35).
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Berry  Yes. It’s called a job description.

Praxíne  What if the position you are in is tailored for you. The work that you do would 
allow you to use your full potential not limited to what the job description says. 

Berry  I would be making my own job description?

Praxíne  Maybe not literally, but in a way yes. (Thinking.) Or maybe even in a literary 
sense also. It would be cool, if the first thing to do in a new job is to write your 
own job description. Or even better! You would create the job ad!

Berry  I like this thought, but I don’t see, how the recruiting would be done. There’d 
have to be at least some basic requirements.

Praxíne  No one knows the practice, yet. But a saying goes; if there is a will, there is a way. 

Heckler  I like the thought of authenticity and autonomy at work place. 

Berry  But hasn’t the worker agreed upon adopting, let’s say, the company’s way of 
operating by signing the contract?

Praxíne  Gosh, you are hard to convince!

Heckler  In what era are you living in? Industrial revolution? 

Savant  We have moved from manufacturing work to knowledge work. 

Heckler  But have we? (In provoked and oppressed way.) We are still proletariats, who 
don’t own the premises or means of production nor have significant property. 
Like the proletariats before us, the only thing we have as an asset is our time. 
The working hours are the only thing we can sell.    

Savant  We are still proletariats but with new kind of skills and expertise. Unlike the 
proletariats before us, we also have our capacity of thinking to sell. The nature 
of working is more and more based on playing with knowledge, producing it or 
transferring it44. The features of individual workers, teams or work organisations 
have a significant weight on the way the work is done.

Heckler  We still don’t have much choice, but to do whatever the owning class or the 
corporation tells us to do? Our unique heads don’t actually help in the situation, 
do they? 

Praxíne  Things could be different, but there are too many people like you.

 Heckler is waiting Praxíne to continue, looking provoked already.

Praxíne  There are people like you, who have potential, but your problem is that you 
don't want to have anything to do with the corporate life. And you spend most 
of your time thinking, how to question everything that is happening “on the 
other side”. 

Heckler  (Provoked.) Oh, I do that, do I?

Praxíne  (Not in a quarrelsome way.) Yes you do.

Heckler  (In a quarrelsome way.) I’m sure you know why I do this?!
44.   (Blom, Melin & Pyöriä 2000, 422)



56 57

Praxíne  I have an idea. You are afraid getting your hands dirty. There is always the 
danger of misinterpretation, if you get caught from playing with corporate 
people in a corporate playground. What would your highly critical friends say 
about that?

Heckler  Well, you are right. I don’t want to be associated with the capitalists. 

Praxíne  Sometimes it is easier to promote the change from inside of the system. Not by 
criticising from high above. 

Berry  (Looking lost again.) Sorry, what is your main problem?

Heckler  My main problem is that when you start working for someone, you have to 
replace your own standards and ethics with someone else’s ones. You’ll lose 
yourself.

Praxíne  I'd like to bring the societal responsibility into our conversation.

Heckler  (Weary sigh.) If you are going to start about sustainable development, I'm 
gonna leave. 

Praxíne  It's impossible to have decent conversation with you...

Heckler  I too would like to see the market economy dominated organisations, a.k.a. 
businesses, being more responsible. But they aren’t. On the contrary, they refuse 
to commit to the societal package the way other instances do, like the public 
and third sector.

Berry  What societal responsibilities you think the businesses should have? What aren’t 
they doing now?

Heckler  Humanization; educational or emancipatory responsibilities, considering people 
as worldly creatures45 also when at work.

Berry  Can we think of a company or an enterprise as an entity of society? Like people 
or groups of people are entities of society?

Heckler  Yes, we can. And we should. 

 Berry is saying anything.

Savant  I think so too. Some laws are set first sector in mind. For example societal 
structures are examined and built to make recruitment of work force easier.

Heckler  Like I said, the companies are enjoying supportive systems and structures, but 
they are dodging the responsibilities.

Berry  I would say they are dodging SOME of the responsibilities. Enterprises 
operate under the corporation legislation, that is to say the law of joint-stock-
companies. And as you probably know, according to the law it is companies’ 
responsibility to make profit to the stockowners, at least in a long run46.

Heckler  Yes, we are very much aware of that. It's the most used argument when you 
confront a manager about nice dividends handed out at the same with layoff 
notices to some other people. 

Praxíne  I’m telling you: the legislation should be changed!

45. (Freire 1968, 43-45)

46. According to 5 § of Limited-liability Companies law of Finland (21.7.2006/624) the 
purpose of a limited company is to earn profit for its shareholders unless stated 
differently in articles of association. According to 8 § the duty of the management 
is to carefully act advancing the benefit of the company.



58 59

Savant  I think it's an interesting question; which comes first, the law or the actual 
societal responsibilities? 

Heckler  I know which SHOULD come first. What actually happens in the real world is 
another question.

Berry  We would need a convincing theory or a strong argument to make a company 
to do something for something else than the profit. 

Heckler  Like that would help. Profit is so rooted in our economic system.

 Praxine takes a breath but others are quicker than her.

Others  Fine! Let’s change the legislation!

Heckler  And good luck with that!

 Praxíne withdraws from the conversation and starts to draw up a citizens' 
initiative. Others continue the discussion. 

Heckler  We need a well-established hippie economist to create an argumentative ground!

Berry  Adam Smith!

Heckler  Seriously! I said hippie economist! And maybe someone more contemporary. 
Maybe John Keynes?

Savant  Do you know what "gnippordeman" is spelled other way?

 Others are thinking and mumbling the letters.

Savant  (Chuckles.) It's "namedropping"!

 Everyone is disoriented by the Savant’s attempt to make a joke.

Savant  Anyway… (Clears the throat and sobers back to herself.) I don't know if 
Amartya Sen is a hippie, but he is an economist and philosopher...

 There is a waiting silence.

Savant  Sen's capability approach offers an alternative to hard economics. According 
to Sen, advancements of society are dependent on the degree of people’s 
freedom.47  A good starting point for the analysis of development is the basic 
recognition that freedom is both the primary objective of development and its 
principal means.48

Heckler  There you go! If Corp. Ltd, the corporate, is considered as an entity in a society, 
it should also do its share in the capability approach. And take responsibility of 
the development of the society, not just Corp Ltd.'s success. 

Praxíne  And that is why we want the corporation legislation rewritten! 

Savant  What makes you think it would be successful to rely on regulation? We have 
many laws that exist merely in theory.

Praxíne  Because I think the regulation could eventually turn into the favour of the 
company as well.

47. Amartya Sen is an economist and philosopher, and the pioneer of the capability 
approach. Sen’s framework has been further developed by philosopher Martha 
Nussbaum with five principles: “treating each person as an end; a focus on choice 
and freedom rather than achievements; pluralism about values; being deeply 
concerned with entrenched social injustices; and ascribing an urgent task to 
government.” (Robeyns 2016).

48. (Sen 2000, 506)
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Berry  How do you figure?

Praxíne  Freedom is a precondition for the development of the society? 

 Savant nods.

Praxíne  If Savant and Sen are right, can we also assume that freedom is a precondition 
for the development of a smaller community, like a corporate? Currently the 
development comes, roughly speaking, through the pressure. What if, instead of 
pressure, there was freedom and diversity?

Heckler  Diversity requires liberty to define yourself and your life.

Berry  How very individualistic!

Savant  On the contrary! Even though we are talking about individual’s right to define 
her life and self, the talk is based on virtues, a good life. Good life is about 
ability to take others into consideration.49

Berry  You would have to be a very choragus and radical manager to allow your 
employees the freedom in the Senian sense. What would it mean at Corp. Ltd.?

Praxíne  The employees of Corp Ltd. would have autonomy in defining how she does 
her job in relation to her skills and abilities, as we discussed earlier. She wouldn’t 
be put in to a frame defined in advance and by other people. And she wouldn’t 
be compared to others. Instead the frame would be designed according to her 
potential in all-encompassing way. 

Berry  Sounds rather square and idealistic. But I do believe that freedom combined to 
motivation can bring out people’s individual advantages? 

Heckler  Instead of being components of a machine called organization we would be 
masters of a system called “me & my job”. This would require changes in the 
organisational culture and managerial thinking.50 

Berry  And what does art has to do with this? 

Praxíne  Other professionals could copy logics of the artists.

Berry  Other professionals like me?

Praxíne  (Excitedly.) Yes, like you!

Berry  From people like you?

Praxíne  Yes.

Berry  (Curiously and sincerely.) And why would I want to do that?

Praxíne  If you don’t have a sense of comprehensiveness and engagement while working?

Berry  And what exactly there is to copy?

Praxíne  How and what I work with.

 Berry is looking lost

49. Tommi Laitio is a social scientist with an Executive MBA who has specialised on 
e.g. participatory government, youth, democracy, diversity and works now as the 
executive director, Culture and Leisure of Helsinki.  
Sen’s views relate to poorer countries than Finland is but Laitio applies capability 
approach in his work successfully: Freedom has both an intrinsic and instrumental 
value. Freedom to an individual means she has a right to a variety of experience, 
which then reinforces appreciation of different things and other people. (Laitio 
2018).

50. Daniel Pink applies  Edward L. Deci’s and Richard Ryan’s self-determination 
theory (SDT) in a contexts of work and organizations. In RSA-animate Pink 
explains M.I.T. research (amongst others) shows how money and carrot-and-
stick-system only works in mechanical work. When the work requires cognitive 
skills (like conceptual and creative thinking usually does) the desired condition is 
engagement, instead of compliance. The engagement at work requires autonomy, 
mastery and purpose, three key elements of SDT. These will lead not only to 
performance but also, and more importantly, to personal satisfaction of the 
employee. (Pink n.d.).
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Praxíne  The light is my tool, the sounds the spirit I work with
 The paint tube is the resource
 And the hundred thousand strokes my master

 The dream I had in the early hours of the morning
 The theory of third space,
 The charismatic person
 The packaging of superglue
 The early hours and when the space is quiet again
 The skill of a kid
 The woman’s magazine

 This is what I work with.

 Berry listens to the poem looking peaceful.

Berry  Nice. What was that?

Praxíne  That was This is what I work with

Heckler  By?

Praxíne  By Praxíne Drone
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“Why to research if you can’t  

generalize the result”

Discussing art, travelling, reporting and 
beyond.  

Starring white rabbits – Kurt Lewin and 
Mary Parker Follett.
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51. According to Mira Kallio-Tavin artistic research methods “bring knowledge and ask 
questions that might be missed using more traditional scientific research modes.” 
(Kallio-Tavin 2017). Kallio also sees certain artistic processes as complimentary 
methods for constructing knowledge. (Kallio-Tavin 2012).

52. Friedman Victor J. and Ariane Berthoin Antal use an iceberg as a metaphor to 
approach culture. Culture consists of two irremovable areas; visible and invisible. 
Visible part of culture is small but the apparent area of direct interaction, such as 
behavior, rituals, symbols, material artefacts and rules. The invisible part is the 
larger area and actually maneuvers the interaction. The invisible area is cultural 
assumptions such as norms and values. These assumptions “are predominantly 
tacit so they are part of the iceberg below the surface of the water.”  Friedman 
and Antal clarifies that “this conception of culture is applicable to nations, ethnic 
groups, professions, organizations, religions, and just about any other type of 
group with relatively stable membership over time.” (Friedman & Antal 2005).

Savant and Berry have taken out Dérivo, the artefact of the artful inquiry Novice did with the 
Rangers. They are flicking through the cards.

Savant  Be fair and square, what do you think about all of this?
 
Berry  Think about what exactly?
 
Savant  About art, participation, the Rangers… You are from another discipline, how 

does all this appear to you?
 
 Berry continues riffling the cards.
 
Berry  To tell you the truth: I’m confused.
 
Savant  About what?
 
Berry  There was a group of people who wondered around, collected rubbish and trash, 

which were then placed on a piece of paper. Taking the facts; what has this to do 
with art?

 
Heckler  (Upset.) But there was lot more than that!
 
Berry  (Sarcastically.) It well seems like it! You have been able to formulate a 

meandering conversation and debate about a situation where people were asked 
to collect junk. I’m amazed about your ability to link this to art, emancipation, 
corporate laws and whatnot.

 
Savant  And do you think the participants felt confused, like you do?
 
Berry  That’s the thing! I got the impression that most of the people were in that other 

space, where an old pop corn cone is not actually an old pop-corn cone, but it 
has some other meaning.  

Savant  Novice created conditions for the Rangers to dig deeper and give meanings, 
and the inquiry gave an excuse to discuss topics that has indirect but significant 
affect at work. 

Berry  Why drifting and the Dérivio, though? 

Savant  Direct questions about complex issues are rarely fruitful. 

Berry  To me collecting junk is rather far from fruitful. Couldn’t they just discuss the 
topics they find important?

 
Savant  Complex issues are hard to approach. Art inquires indirectly51. Our motives 

are often hidden from us52. (Pauses to think.) So you don't see the point of the 
intervention? 

Berry  No, not quite.

Savant  Artful inquiry is a research method to be taken seriously. It compliments other 
means to acquire knowledge.

Berry  It seemed to be interesting to some. But I am not getting any wiser by these. (Pointing 
to herself.) Where is the knowledge here? (Lifts up one of the Dérivio cards.)
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Savant  Knowledge is not necessarily liner. It can also be relational. Knowledge or 
knowing can be seen as a social connection. (Pointing to the Dérivio cards 
Berry is holding.) The knowledge in that is in the participants and it was created 
through the social interaction in artistically based experience they went through 
together. It’s in their heads and rest of the body.

Berry  What about me, or other people? Dérivio has no value to people who weren’t 
there?

Savant  It doesn’t have the same content and meaning to you as it has to the 
participants, since you weren’t there. But you get your own version, when you 
go through the Dérivio. You connect your interpretation of Dérivio to your own 
experiences and understanding. Knowledge is relational.

Berry  So there is no message? 

Savant  (Patiently.) There is a message. The experience is the message.53 

Heckler  (Impatiently.) How can it be so hard to understand!

Savant  The message to you is the experience you get, when you are exposed to the 
Dérivio, for example now. 

Praxine  Have you ever been to China?

Berry  (Slightly surprised about Praxine’s question coming out of the blue.) No, but I’d 
like to go.

Praxíne  This is the deal here. It is like Rangers went to China together. And you have 
seen a documentary about the Great Wall and you have a Chinese colleague.

Berry  And Dérivio? 

Praxíne  Dérivio is a travel guidethe or Rangers' photo album, which you are now 
flicking through. What you get out of it settles into the landscape what you 
already have through the documentary and the stories told by your colleague.

Savant  And even if the Rangers were here, no matter how hard they tried, they 
wouldn’t be able to transfer their knowledge and experience to you unchanged.

Praxíne  Where did you travel last?
 
Berry  I went to Bled, Slovenia.
 
Praxíne  And was it a nice trip? A nice place?
 
Berry  Oh yes! It was very beautiful. It’s bit like Lake Garda; blue waters, mountains, 

very picturesque. The water there was foul though; it stank and..
 
Praxíne  Sounds lovely!
 
Berry  It was! But the nicest thing was the people I was with and what we did there 

together.
 
Praxíne  So the trip was memorable ‘cause of all that; place, companion, interaction, 

feelings…

53. ”Working with images is a special way of feeling knowledge: the message does not 
differentiate itself from the way it has been expressed.” “One of the aspects is that 
in the contemporary art the emphasis is put on one's own experience in addition to 
knowledge of art when approaching and learning about art.” (Sederholm 2012, 6).
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Berry  Yes…
 
Praxíne  And did you send any postcards or buy souvenirs?
 
Berry  I didn’t send any postcards. I don't do postcard sending any more. But I did buy 

a souvenir.
 
Praxíne  What kind of a souvenir?
 
Berry  One of those snow globes. You know, a glass ball with a thing and some liquid 

inside and when you shake it, small snow fakes or glitter will float around like 
snowfall.

 
Praxíne  Nice! So does the snow globe reflect your journey?
 
Berry  No. It’s actually quite tacky. There is the Bled Castle inside with two swans at 

front. What is your point?
 
Praxíne  My point is that, on the whole, art is bit like travelling; you have a wonderful 

trip to China or Bled; full on experiences. But no postcards, souvenir or train 
ticket you save as a memento are able to transfer the experience to others. When 
you look at snowball it’s meaningful to you but it withholds those experiences 
from me. I see something else in that snowball. Or the postcards I might have 
received from you. That post card is either only a representation or an attempt 
to illustrate the greatness of the trip.

 
Heckler  Are you comparing the souvenir snow globe to an art piece?
 
Praxíne  Yes. The snow globe is the art piece in this metaphor. And explains very well, 

why I’m more interested in the art process than in the art piece itself.
 
Heckler  Your metaphor doesn’t take into account the interpretative side where someone 

gets a subjective experience through the piece, even though she hasn’t been involved 
with creating it. The artefact can be meaningful, even if you haven’t made it.

 
Savant  I think it does. Receiving a postcard or getting a souvenir can also be a 

meaningful thing even if you, yourself, weren’t on the trip. The thing you got 
may create other associations. 

 
Praxíne  Like the artwork, a card isn’t a passive act either. Someone has been thinking 

of you. And the receiver can do whatever she wants with it; cherish it, throw it 
away, value it or not.

 
Berry  I like this metaphor. It makes me want to travel.
 
Savant  Me too.

Berry  By the way, how long are we supposed to be here? I have also other things to do.

Heckler  More important than this?

Berry  Yes, more important than this.

Savant  Before we can decide, whether Novice is accepted to Masonry of Arts or not, 
we have to be able to encapsulate, what her work is about and what is its 
contribution.
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 There is a long, long silence

Berry  This can’t be true! We have been here for a time of a full-length movie talking all 
the time, and we are not capable of concluding anything from that! (Laughing.)

 The silence continues.

Berry  Come on! This is your territory, not mine. This is not an ICT discourse. And if I 
tried to take this into the engineering discourse, some of you would be offended 
and accuse me for recuperation. (Glances Heckler.)

 The silence continues.

Berry  As far as we know the body of Novice’s work consists of applying art for making 
an inquiry and co-working with people. What can we draw up from that?

Praxíne  Participatory art!

Heckler  (Regretfully.) Let’s not put her there. I know, I criticised her work in the 
beginning and accused her of being an advocate of some sort. But after our 
conversation, she doesn’t seem to be for any institutional art agendas or anyone 
else’s agenda, for that matter. Maybe just her own one. 

Savant  Besides participation is so ambiguous. All art is participatory, if it reaches a 
recipient.

 The silence continues.

Berry  Ok. I need to go, so I’ll try to help you with this.

Praxíne  Please do!

Berry  I’m warning you. I’m doing this from my point of view! 

 Berry is thinking for a while, others are keenly waiting for her to do something.

Berry  (With a suggestive tone.) The traveling metaphor makes Novice’s work seem like 
a great tool for knowledge production.

 
Heckler  (Shooting Berry’s attempt down immediately.) Don’t even go there! (With 

contempt.) Knowledge, the second currency of today!
 
Savant  I guess it depends, how you perceive knowledge. I would say artful inquiries 

are a great tool for knowing. Art creates understanding, but it is not suitable for 
dissemination due to its nature. Our explanatory possibilities are limited and 
therefore you have to join the art process personally in order to get the effect. 
Or otherwise you inevitably miss the essential characteristics.

Heckler  And I would say in art we are dealing with something else than knowing. 
Something that can be deep but not spreadable or generalized!54

 
Berry  What is the point of knowledge production or research, if results can’t be 

generalised, copied and applied elsewhere?
 
Heckler  The process and way of doing can be copied and applied elsewhere, but not the 

results, if we must use this term. 
 
Berry  I believe anything can be copied.

54. Juha Varto named his book ’Otherwise Than Knowing’ after getting inspired by his 
colleague Harri Laakso who suggested “we should stop talking about the different 
types of knowing and admit, or even emphatically argue, that in art we are dealing 
with something that is ‘otherwise-than-knowing’.”(Varto 2013).
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Savant  How do you copy someone’s experience? It’s dependent on the individual and 

therefor it is unique? 
 
Praxíne  You have to live through it yourself. Let’s use the travelling metaphor again: 

Anyone can go to China and take the same route and see the same sights…

Barry  (Slightly impatient.) Yes yes… Do you honestly think that's enough? That you 
just copy the process?

Praxíne  Yes, I do. You might as well ask what's the point of researching?

Heckler  Or what's the point of generalising?
 
Berry  Research aims to the universal.

Heckler  But most of the research is done through studying a particular event. You want 
the universal but you search for it through the particular.55

Savant  The artist carrying out artistic research doesn’t pretend that their research will 
give universal answers. The artist admits that the result of her inquiry can’t be 
generalized, even though the process can be repeated.56

Praxíne  (Also getting hopeful.) So it was artistic research?

Savant  Let’s not get carried away! What Novice did was not artistic research.

Praxíne  Oh?

Savant  We must be careful, how we describe and what we qualify as artistic research. As 
it is an emerging paradigm, but we hope it to have a serious and mature status 
some day.57  We want artistic research to have an established position as serious 
academic research.58

Praxíne  (Slightly insulted.) One can do artistic research without the academia. In the 
same way as one can do, lets say, ethnographic research without a position in 
the Department of Cultures or quantitative research without being a statistician. 

Savant  (Innocently.) Why would anyone do that?

Praxíne  (Annoyed.) What! Just for the sake of finding out or for other purposes than 
academic work!

 Savant looks little bit embarrassed. Everyone is surprised about Praxíne’s feisty 
outburst.

Savant  Dérivio could be seen as a result of artistic research IF Novice was a member of 
Masonry of Art AND she sees her work as research in a scientific sense AND 
her practice is consistent, in-depth and it follows internal logic.59

Berry  (Throws in a new suggestion.) If not artistic research, maybe what Novice did, 
was research for development purposes?

Savant  Artful inquiry can be used as a qualitative research method. So I guess it could 
build knowledge for the development of the organisation thus it wasn’t research 
in a sense of science. 

55. “Scientific activity strives towards the universal.  Most research, in all sciences 
deals with particular event or their sets. In surprisingly many sciences, practicing 
science means studying a single, unique event such as a historical event, an 
individual person, the single body of work, one physical event. No doubt we have 
a problem here: can the universal be set as a goal, and is it scientific to study a 
particular case?” (Varto 2009, 125).

56. Mika Hannula uses a term ”situated production of knowledge”. (Hannula 2013, 89).

57. Mika Hannula shares a critical and an insightful view on, why many of the artists’ 
practices can’t be counted as artistic research even though they are explorative. 
“…because mapping the terrain, collecting all the potential connections, tacking 
the boxes that might have some superficial relevance, and of course, gathering 
an archive with heartfelt sincerity, is NOT research as such. Those are acts, which 
might lead to research, but in themselves they are merely the beginning. According 
to Hannula “The last years of practices of artistic research shows a phenomenal 
increase in quantity. We get more and more people loudly and proudly claiming to 
be doing research. And yes, not so surprisingly, very often this type of research is 
completely concentrated on the act of naming. (Ibid, 88).

58. In his book Henk Borgdorff sheds light to the perspectives of artistic research and 
academia. Borgdorff states that in the term “artistic research” art and research are 
combined and conducted inside the academia. (Borgdorff 2012, 21-26).

59. When artistic research is conducted properly and with internal logic there “is a 
chance for digging deeper, staying with, and getting closer – than before. That 
is, closer to the embedded issues that are within an on-going process of artistic 
activity, articulating them, debating and quarrelling with them – and then sharing 
them.” (Hannula 2013, 89).
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 There is a polite cough by another white rabbit. 

 Kurt Lewin  Novice’s inquiry didn’t seek to increase organisation’s capability    
per se. OD is about developing the organisation, not individuals    
in a group.

Savant  (Whispering to the others.) By the way, OD means organisational 
development60.  (Asking from the rabbit.) And who are you?

 Kurt Lewin   Oh, I’m terribly sorry! I’m Kurt Lewin.61 And I think the terms    
and goals of OD weren’t actually realized in Novice’s work.

 Yet another rabbit starts to talk.

 Mary P. Follet  Kurt, please. Do you think you are the right rabbit to     
comment on this? 

 Kurt Lewin   This is “my friend” Mary Parker Follett.62 

 Others nod and greet the rabbits.

 Mary P. Follet (Talking to Kurt.) You probably think Dérivio, the     
creating process of it and the reflexive moment at the     
end, were focusing too much on an individuals and     
humanistic values.

 Kurt Lewin   Well, it was too arty-farty and fluffy.

 Mary P. Follet (Talking to the others.) He thinks “a concrete person     
in a concrete situation can be mathematically      
represented.”!63 Can you imagine!

 Kurt Lewin   You are taking it out of the context! And what do you know    
about the organisations of for-profit enterprises? You never    
managed one!64

 Savant interrupts the rabbits’ debate that is about to start.

Savant  As far as I know, there are several new viewpoints to OD and we might be 
able to find the right context and justification from one of them. But, we are 
not from the field of organisation research, so we are not entitled to make the 
reviews there.

Berry  (Disappointed.) Back in square one. Unless… (Pauses.) If it was too artsy, like 
Kurt said, it has to be art! Dérivio is a work of art!!!

Heckler  (Determinately.) No! Definitely not! Not independent enough! And where is the 
public interest of and for this?! I’m just asking!

 Berry is about to put foreword the next suggestion but Heckler hasn’t finished 
yet.

Heckler  Its primary function is not aesthetic. Dérivio is too much adhered to here 
and there. No, no, no! Dérivio and its creation process smell too much like a 
method. It has a feel of functional purpose way too much to be considered as an 
art piece. 

Berry  (Continues persistently.) So it is design!

60. The webpage of Organization development network is retelling Richard Beckhard’s 
definition of organization development; OD is planned efforts that are organization-
wide and managed from the top to improve organization effectiveness and health.
In OD behavioural-science knowledge is applied through planned interventions 
by aligning “strategy, structure, management processes, people, and rewards and 
metrics” to increase organisation’s capability. (Organization development network 
n.d.).

61. Kurt Lewin (1890-1947) was a German-American social psychologist who has 
had “a great influence on research and thinking on organisational development”. 
His work covered e.g. studies of organizational change and leadership styles, the 
change management model (unfreeze—change—refreeze), the action research 
approach to research. (British Library n.d.).

62. Mary Parker Follett (1868-1933) was an American social worker, philosopher, 
organizational theorist and management consultant. She  was a “visionary in the 
field of human relations, democratic organization, and management.” Follett was 
involved with formation of many social centres but towards end of her life and 
career she also became popular in the business world.  
“Follett is increasingly recognized today as the originator, at least in the 20th 
century, of ideas that are today commonly accepted as "cutting edge" in 
organizational theory and public administration. These include the idea of seeking 
"win-win" solutions, community-based governance, strength in human diversity, 
situational leadership, and a focus on process.” (Shapiro 2011).

63. (British Library n.d.)

64. (Management Theory of Mary Parker Follett n.d.)
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Savant  Her process too open to be called as a method or tool. Design methods are like 
recipes, which any designer could use. Her take was interpretative and she was 
improvising and leaning to her own artistry. I don’t see Novice’s work as design, 
even though I know that’s her background.

 Everyone else is looking lost, hopeless and tired but Savant is obviously enjoying 
the contemplation.

Berry  This is endless row of dead ends. This is why natural scientists do their research 
the way they do. It’s neat and tidy, when you frame tightly and stick to that frame.

Praxíne  (Meditatively.) My guru is also always telling me to concentrate. She says, if 
you’re trying to do everything you end up doing nothing. I’m not very good at 
concentrating, though.

Berry  Guru!? (Unwilling to start talking about Praxíne’s guru.) If we can’t characterise 
Novice’s work it remains to be seen as rubbish on sheets of paper. No offence.  

Savant  None taken. (Slips into a lecturing mode.) This rubbish on the sheets of paper 
are also images of something. The person who collected the artefact, placed it 
in the card and filled in the tags assembled an image. Images do not exist by 
themselves, but “they happen via transmission and perception”. An image is not 
a passive or neutral thing. Image is also in the heads.65 In the heads of Rangers 
these images have a specific meaning. 

 Everyone are silently looking at Berry. 

Savant  Does this make any sense?

Berry  No. I’m afraid not.

Savant Okay. Let's try this in IT-language. 

Heckler  This is going to be interesting…

Savant  Does coding relate to knowledge?

Berry  Yes it does.

Savant  The objects on the cards contain a code. Like those objects, the HTML signs 
and little words don’t mean much per se, do they?

 Berry shakes her head.

Savant  But there is a system, a language, which gives the ruffle of signs a meaning.

Berry  Jaa.

Savant  In the same way the group of people have a language to decode the meaning of 
the objects. They learned the language by drifting together and assembling the 
Dérivio during the reflexive moment. 

Praxíne  Dérivio was or is an evocative way of reporting Rangers' private experience and 
shared issues related to the experience.66

 Berry’s face lights up and she waves her arms in the air as a sign of a payoff.

65. Adapting Hans Belting’s theory of image, medium and body. The Dérivio cards 
are the medium. The body of the images is the mental content formed through 
the experience of Dérive and through the reflexive moment after it. (Belting 2005, 
302-303).

66. Dérivio is an Evocative Report of Case Rangers. It can be studied as a 
representation and applying Belting’s theory of image, medium and body. The 
foundation is the interaction of mental image and physical image. The physical 
image is a representation of a mental image the author (the participant) has. The 
creation of Dérivio was also a creation of a semantic system, which is known to the 
participants. The physical image is a symbol and a trope to the thought, meaning, 
memory, insight, comment of the participant. In the semantic system the physical 
image is dependent to the mental image. The mental image gives the body to the 
physical image. Like wise the mental image needs the physical image to exist. The 
semantic system encompasses the reporting features, which are mental, private, 
subjective, and shared in closed group of people. This is why it can’t transferred as 
such to others but, never the less, it is knowledge. 
For more about Evocative Report, see the Key Concepts in the Reader’s Manual, 
part 1/3 of this work. 
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Berry  Reporting? It is reporting! Novice’s work can’t be generalised, but it is reportable!

 There is a silence and disbelief. 

Praxíne  Dérivio is not a traditional report, but it is an Evocative Report!

 Savant is reluctant to end the contemplation and looks slightly annoyed since 
Praxíne came up with such a nice way of describing Novice’s work.

Savant  I’m not sure that if that is a proper concept…

Praxíne  We’ll make it a proper concept. What has been presented to us today 
is an interesting input for the discourse. Our discussions are a proof of 
multidisciplinary relevance and Dérivio as an Evocative Report is an evidence of 
potential for reconception of knowledge.

Savant  Rather unreliable evidence67, I would say. All she did was a presentation of a 
case. She didn’t present any solid prove or arguments.   

 Berry looks at the rabbits and has a melt down.

Berry  (Angrily.) Give her some credit, will you! You can’t say she didn’t do anything. 
She did a lot! And I’d say she had high standards.

 Berry goes ballistic.

Berry  This is insane! Should we just ask her? I’m gonna ask her back in and give her a 
chance to explain!!!

Savant  (Panicking.) No, you can’t do that! That is not how the Masonry works. We 
are the cross-reviewers and it is our duty to make the judgement based on the 
information and picture Novice has provided to us with.

Berry  (Furious about the stupidity of the situation.) Come on people, we are not 
getting anywhere. She has done so much, and it seems like it’s nothing. What is 
this?!

 Berry is considering something for a very brief moment and starts approaching 
the door.

Berry  This is nonsense! (Furiously.) I have nothing to loose, this is not my scene or 
masonry.

 Berry walks to the door, opens it and calls Novice. She pokes her upper body 
further to see better into the hallway and to look around. She steps into the 
hallway and comes back holding a handwritten note that says:

 Sorry, I had to leave to feed my cat.

 Same time elsewhere in the building; Novice is promptly walking in the 
corridor that leads to the main entrance. She gets by the entrance door but 
notices that there is no handle inside. 

67. Unreliable Evidence is (also) a name of a BBC Radio 4 programme that explores 
the modern legal system and issues of the day in UK by the host Clive Anderson. 
(Curtis Brown Literary and Talent Agency n.d.).
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