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Abstract: The goal of this article is to form an argument implementing the seeming advantage of bringing
in not just technological and theoretical avant-garde to the terms of innovation and development, but to
invite the whole body into the forming of the future, thereby seeing the term innovation from a material
perspective. While with increasing frequency, the art field today approaches subject matter that is
primarily societal, we would like to introduce the potential for a mutual approach, focusing on the single
human body and it’s relation to the concrete artwork. Specifically, seeing the art field as a central part of
the creation of engagement and progress that can instigate another form of efficiency and present an
expanded understanding of what innovative activity can be, and how it is perceived and comprehended.
We would like to debate an art form that takes the bodily, active, and relational focus—with its social
context as a base and the starting point on the road toward societal consciousness and potential
development. Looking at The Collectivity Project by Anri Sala and Olafur Eliasson as an example art
project, this article takes its starting point in the following questions: How can patrticipatory art and design
projects, such as The Collectivity Project, promote bodily sensuousness as a tool in the forming of societal
consciousness? And further, how does the material inter-relate with reflection, awareness and

engagement?
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The Collectivity Project by Anri Sala and Olafuid@son. Photo by Barge A. Roum. ©Creative CommoYisSB. 4.0

Introduction: Art, function and innovation

Although more or less visible or obvious throughbistory, art has always had a function. Architegtu
explains this function to us: we all know that kiffaliand magnificent buildings, both old and neaxjst
throughout the world. Many of these buildings astual works of art. Nonetheless, there is probablya
single building in the entire world that was notlbior a particular reason or intent. The peopleowse
these buildings—whether for living, praying, eatiegercising, protection, or just shelter—judgenthe
primarily from a functional perspective. There sway to make a judgment regarding a building if yo
do not know what kind of service or function théuat building is satisfying (Gombrich, 1995

Using the example of an art project that revolwesiad architecture, this article focuses on the
relationship between art and function. With a faatimh and starting point in the art field, it foesson
the ability to look at developing processes frofffedent angles. By looking at an example art pripjébe
Collectivity Project, as a case study, this arta#dates what kind of innovative qualities or valaan be
found in the activity of the applied aestheticg] &pw this can show the applied aesthetics as sifpes
way of developing new ideas, structures, and smistthrough active, creative work. The content
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discusses societal development - because it relasxdly to the consumers of the society and theeds,
innovative activity becomes an important aspectekMinking in innovative terms, along with the
development, it is important to keep these conssifimemind—and not only in mind, but also in ternfis o

the bodily. From both social and aesthetic perspextthis article seeks to answer:

How can participatory art and design projects, sashThe Collectivity Project, promote bodily
sensuousness as a tool in the forming of societadaousness? And further, how does the matetiai-in

relate with reflection, awareness and engagement?

The term societal development can have many apipesaicluding economy, politics, climate,
etc. This article seeks to present a ‘cultural mist’ perspective on how to think in terms ohovative
activity in society. It is important to state thheé article does not seek to compete with the dyrea
established perceptions of innovation or sociezaktbpment, nor does it want to redefine thesedeénm
any way. Instead, it seeks to present another petisp on where macro-level development and creativ
processes can have their starting point in theestoiaf innovative activity and societal developmehne
sensuousness, the bodily experience, and the hologeness to its surroundings are set in relatidhe

more general societal macro-perspective.

The artists Olafur Eliasson and Anri Sala startkd Tollectivity Project, in 2005 at the Tirana
Biennial, Albania; it later moved to Copenhagen anded in Oslo, Norway, in 2006. Inviting people to
build their future dream building or city, the peof involved thousands of kilos of white LEGO bsdk
an open public space. In Oslo, the project wagtéaktat Tullinlgkka, an open space that representsea
of discussion around the localization of differemiseums of the city, and the question of the Nation
Museum'’s right to use this area for expansion arithprove their facilities. The discussion has been
going on for years. The area’s history of use shiooth an ice skating rink and a playground, and the
potential expansion of the National Museum to bi&t hare, has resulted in multiple reactions adains
what many have defined as a plan pertaining meodiiye culturally high class citizens, thereby exlahg
part of the community’s participants (Nordenger)20 Then, after years as a parking lot, Tullinlakk
was suddenly filled with Lego bricks via The Cotlgity Project, which invited people to participatea
building activity and gave them the opportunitycteate a visual representation of their dream tsitna
for the area. At first glance, The Collectivity et might, to many, seem like a mere playground fo
brick building—an isolated activity, not contribogj to anything in particular, other than the imnageli
and temporary fun and well-being of the individpatticipants. How can such a project, clearly ezlab
fantasy and play, in any way actualize developroeiminovative thinking from a material approach? To
discuss this matter effectively, we need to loothatterm “innovation,” as it relates to this adic

The word “innovation” comes from the Lafimovare which means renewing, or creating something
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new. Ideation is central in this aspect, as itdsaor the process of creating new ideas. Nonethgele
associate professor Erik Lerdahl states that infimvas not established before the idea is impleen
and integrated in an organization (Lerdahl, 200B00). Specifically, before it is considered an
innovation, it has to be applied, taken into usproduction that answers a certain need or probéer,
value of some form has to have been created. Budt @nd benefit driven way of thinking places a
considerable focus on concrete and observableasesafficiency, rationality, and profit. The mearfs o
the process is given less space, as the compédiigioveen businesses or goods are normally cost and
market driven. The connections of innovation anshemic value and increase are closely linked to the
identification of needs from consumer groups, acdde of production of beneficial and efficiediias
and merchandise is established. This is one reahgrinnovation is so often closely associated witfh
technology, quick growth, and modern radical impsil§~oros & Vetlesen 2012, p. 244f). It has become
synonymous with sense and reason, which in itselfgood thing, since it can variously instigate
technological development, knowledge growth, arfthene numerous forms of patterns and methods.
Nonetheless, this article debates another appttoatinking in innovative terms, which relates t®an
methods of development, where fhr@ecesss a central aspect, and the goal is not necéssagcified in
advance, although it is still determined withinidefl themes or issues. As innovative thinking and
development often start with creative thinking abdtract ideas, there are obvious parallels tprtbeess

of play, which becomes a central perspective inagroach toward The Collectivity Project.

The potential of play — structures of creativity aml development

The philosopher Friedrich Schiller explains that tieed for and the ability to play and imaginedhirs
what separates man from animal (Schiller, 2008)dé&faes our curiosity toward illusion as the main
expansion of the human mind, and as a crucialteteard culture (Schiller, 2008, p. 95). From this
perspective, sticking to reality would be paraitelimiting our cognitive skills. The philosopheaHhis-
Georg Gadamer has similar views; playing has bdtbdily and a reflective aspect to it. The sensuous
and bodily activity of play and fantasy is not caefensible with fooling, lying, or cheating, butiver
connected to the development and creation of nelwaderstandable structures (Gadamer, 2004).
Historically, this has been exemplified by tradité gender patterns such as boys playing with cars,
machines, and toy swords—thereby achieving thésskilprotect themselves and provide for a poténtia
family; and girls playing with dolls—thus preparifay their likely future role as mothers. The raley, a
pretending game, is not merely fantasy, but itteslao a future reality of independence and respilitg
(Sigsgaard & Varnhild, 1982). Both the theories theiformer example imply that the line between
reality and fantasy is blurred; playing is not domsted orartificial, but it exists as a deep, embodied
biological and anthropologic instinct in every hunizeing (Gadamer, 2004). Let us clarify by using an
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example, a picture of a friend, or someone random fa newspaper photo. If a needle is pierced tirou
the eyes of the depicted person’s face, would wénaee a very different feeling if the same nedwdld
pierced a different area of the picture, say thekgwound® Art historian Ernst Gombrich highlights a

human feeling of aversion against destroying aupécof other human beings or living creatures. désc
attention to the fact that we all carry the abdeading that destroying the picture will also hilm¢ person

in it (Gombrich, 1995, p. 20). The visual aspect hasa & power over us that we automatically connect
with the involvement of something bodily or senssiothe same thing happens when putting on a mask—
whether it is part of a ceremony in a primitivéogiin the jungle, an actor participating in a playa

couple of kids playing together—when putting onasky both our mind and body transform into the

clown or the bear presented by the mask, and thedasies between the ceasing of reality and the

beginning of fantasy become blurred (Gombrich, 19023).

The French philosopher Jacques Ranciére furtherdiicussion by arguing that even reality
primarily has to be in a state of fiction beforetaing real (Ranciére, 2012, p.50). Hence, he miakes
clear that even the best ideas for developmentranalation have to be fictionalized before theysexi
real life. This demonstrates the potential to pssd@e relationship and the possibility between the
imaginary and the real in the creativity of playislin this area of thought that David GauntlBtipfessor
of Media and Communication at the School of MeditsAAnd Design in Westminster, also states that we
need to reconsider what the term creativity acgualpresents; he calls for attention to simple wafys
thinking, solutions, and development (Gauntlet, 2Q. 74). The American writer and lecturer, Susan
Cain, states similar views on the location of theeaf creativity. Through strict research on im&sion,
she rejects the unambiguous relationship betweigry Iiee loudest speaker and having the best ideas o
solutions to a problem. When looking at the livéthe most creative people, she explains that
psychologists find that these people are very giakchanging and advancing ideas, but also thiathé
most part, they develop these ideas when theylame.aAmong others, Cain mentions Charles Darwin
and Steve Jobs; she says that because theseaetistable to develop their ideas through indepeinde
activity, they made important innovations. Withthir opportunity to work alone, we would not have
the Apple computer, Einstein’s theory of relatiyity even van Gogh’s sunflowers, Cain claims (Cain,
2012, p. 21.).

This introvert method of describing the nucleusrefativity is obviously not related to The
Collectivity Project in a logical way—just look tite namecgollectivity. The Collectivity Project presents
a focus on common action and creation. Still, prsjdike this very often start with the thoughtsaof
single artist on a particular subject, him or Hene laying a foundation for further action. Itatds to the

theory of relational aesthetics, decribed by NiasdBourriaud - a way of focusing on art as an esfian
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of, or the making of different encounters or morsasftsociability and communication. The artist lkbts
audience develop the reflections further, throungirtactions with the artwork, making them co-coest
and thereby allowing them to control the develophodithe artist’s intention. Not to underestimaie t
single human being’s creative feature, nor thestanti the co-creator, and not to underestimate the
possibility of them creating a common reflection alevelopment that can benefit the community or
others—this demonstrates that introvert creatigéy become extrovert action. Cain compares ite¢o th
example of leader figures in all big religions;\ttee all seekers who turn to themselves and gébypnd
epiphanies and revelations, which they bring badké¢ rest of the community; just like play,
development starts with the single individual (C&012). Creativity is linked to everyday life atig

single bodily mass, which in the next step can becoritical in a larger context.

Looking at these perspectives on creativity, thila also suggests that creativity should not
only be defined based on the activity itself—homle or advanced a thing or a process looks, or how
simple or innovative the actual methods of work-aiteshould rather be defined based on the processes
and the results it generates and/or to which itrdmutes. Creativity, as Gauntlett states, needsetbnked
to everyday life and the consumers of society, Wiscan additional prerequisite for development and
innovation (Gauntlett, 2011).With the link betwetbe imaginary play with the Lego bricks and theuatt
situation for Tullinlgkka, The Collectivity Projeoperates in a kind of balance between reality and
fiction, which creativity and actual developmentnmesents. As a close connection to play, the projges
one of the best-known toys of the world—Lego brjakkich also has its reference to play through the
name Lego, LE(g) GO(dt), meaniptay well (Lipkowitz, 2009). By stacking the bricks to foersonal
individual houses and buildings, the fantasy amaiivity of the participants are put into play. The
activity is physical and individual. While the bbdand sensuous focus does not exclude other tiesivi

and processes, looking at the situation from thadilp@and sensuous perspective clarifies this pritioos

Development from the bodily point of view

Each in their own way, the 2@entury French philosophers Gilles Deleuze, Félinattari and Maurice
Merleau-Ponty, show that there is a significant am@f knowledge in sensuous movement. But while
the post-structuralists Deleuze and Guattari steteart expresses an experience only attainatdedh
sensuousness, which they describe@sorganicor non-muscular athleticism what they calhffective
athleticism(Deleuze & Guattari, 1991, p. 491ff) — Merleau-Bosees the dynamic body’s contribution to

knowledge and reflection from a phenomenologicasjpective:
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The permanence of my own body (...) is not at theeexity of some indefinite exploration; it
defies exploration and is always presented to o the same angle. Its permanence is not a
permanence in the world, but a permanence on my(ldarleau-Ponty, 1962, p. 90).

What he means by this is that you cannot move argoor own body, but your body can move around
different objects and artifacts. It is the body&siion in a room that defines the perspectiveelation to,
for example, a chair (Merlau-Ponty, 1962, p. 98alkhhg around the chair will show a number of
different angles and perspectives. Touching thé cnaitting on it, brings different conceptionktbe
chair as well. The example indicates that moveraadtclose contact with concrete surroundings
generates a more complete understanding of thept#ste world—one has the possibility to take
different positions, both bodily and intellectually

The theories emphasize that a body is not somethatgve have or do not have. When thinking,
the mind is always connected to our sentient bathych is the only thing we can feel and know theldo
through—we are never detached from our own biokdgitateriality, nor can we switch or change it (Tin
2011, p. 33, 208). This indicates that our livirggip has to have access to the outer world to ketabl
think and reflect. It happens through our sensesi#ais is exactly why we have to see the body as an
integrated part of man, as a whole, rather thateocoplating it as an object limited to physical kkHor
the living body to articulate meaning, action hastand as a catalyst, and the creation of meaning
requires interplay. For example, the fact thatrirtton manuals are frequently written by people®wh
have never touched or even seen the object thedearibing in real life, is in many cases, thesosa
why the manuals are so hard to understand. Therenissing link between the producer and the @er.
the other hand, looking at the work of a painteis telation will look different; the painter statis work
of creation by laying the first stroke of colorhis or her canvas. The artist develops the matifugh
continual relations between new colors and fornthéocanvas, being in close contact with the olgéct
work. Still, for the result to be fully successftie artist has to put down the paintbrush and aalesv
steps back to see the creation from a distancerewtev perspectives and ideas develop. The proedsiur
not merely theoretical or practical, but an altéorabetween impression and expression, which taget
creates a whole (Tin 2011, p. 203f). The diffeqgenspectives that the painter takes on are intercigmnt,
not separated. In terms of The Collectivity Prqjéuis highlights a question of what can happethé
process of stacking Lego bricks to form building#hat kind of positions do the participants takdron
the building, evaluating, disassembling, and reling of their architectural ideas? What kind of

perspectives develop in this close contact withLigngo bricks?

Norwegian cultural philosophers Per Bjgrn Foros Antk Johan Vetlesen (2012) present

interesting perspectives on this subject. In theok Angsten for oppdragelse — et samfunnsetisk
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perspektiv pa dannelgegransl. The Anxiety of Upbringing) (Foros & Veslen, 2012), under the section
Being in the Worldthey explain how both pedagogical and politieddr is concerned with linking
everyday doings and services with their overallratipns and ideals. Still, the authors make iachibat
not every awareness process or reflected actiohaamits origin from the above institutions. I§tary
has taught us anything, they maintain it is thditipe has its limits and boundaries, and thatestat
business, public bureaucracy, and large-scale gnagdo not necessarily lead down the intentional or
right path. In contrast to this perspective, thraply that a lot can grow from the other side of fetrece.
They point to the importance of a base and stafoigt in seemingly small, yet concrete, everyday
choices. These everyday choices provide an oppbytianiink actions and meanings to more superior
perspectives from thigodily point of viewsuch as turning off the bedroom lights in thetutag, because
of an awareness of the need to reduce the amoemenfly consumed in the world today. They present a
‘bottom up perspective’, where the small, bodilygdantimate based experiences and choices can
eventually become political and have a substaintflaience on social change (Foros & Vetlesen, 2@12,
216).

This a contextualizing framework as to what thdipigants of The Collectivity Project are
actually contributing to, and how the boundarietsvieen the fictional and actual development and
discussion at Tullinlgkka are being conducted. Biligding activity in The Collectivity Project refiés
much more than the individual creativity of stackiogether one’s dream museum or building. Through
close contact between what is happening both bettreewhite bricks and the people building, and
between the people building and the museum debaisp creates an opportunity for a link toward th
ongoing discussion revolving around Tullinlgkkamitrors the ongoing debate of what is to be bnilt
this open empty space, and it creates an oppoytiamig connection between the participants” Lego
houses and the real dilemma: What do we want td buiTullinlgkka? Important aspects of how the

development toward new ideas or solutions can afgoréar in these processes.

The Collectivity Project: Material, body, and cons@ousness

As The Collectivity Project is directed toward madgithe participants part of the actual museum a@gbat
thematerialbecomes prominent. How does the material intextealith reflection, awareness, and
engagement in this art project? Lego is a welliistaed and well-known toy product. When looking at
the brand’s development, it is easy to see thatdh®wany's approach toward the market today has
increased, in both variety and amount. For the sékearket prices and competition, their constaw n
themes, frequently linking with well-known brandghk as Spiderman, Ninja Turtles, and Despicable Me,
can in many ways be comprehended as a step awaytligir own uniqueness or distinctiveness. Their
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pink line, made first and foremost for girls, canperceived first as old fashioned, in the sense of
separating ways of play by gender, and secondstepaaway from their original principle of putting
together geometric figures. Nonetheless, lookinpatasic principles of Lego—square bricks to form

new figures—the product appears timeless.

Since The Collectivity Project uses white brickss tstatement of timelessness is even stronger,
and this places the toy product in a more genattalgory, suited for a work in the art field. Bynggithis
known toy product, the art project works with a emetl that puts the children’s imagination in front
(Lipkowitz, 2009); the user decides what the ressiftould be or which story to play out. This igHer
enhanced by the fact that it is easy to stack &asgdemble, which opens up for endless possibilitie
development and change along the way. Just likeidgeor playing with a doll, there are few limitatis
for a fantasy or story to play out. The basic strees of which the material and the activity cotssieffer
the user the ability to adjust and develop thekatgoonto their creative level—it follows the user’
development through life, enhancing the complesftthe building activity at the user’s individuadge.
This demonstrates the produabi®n-endedness many levels—the person stacking and organitiag
bricks is the one who decides how this processiisggto end, when it is going to end, and what will
come of it. It represents a way of playing that mzlate fully to the playing children or person’s
aspirations, interests, and wishes—their creatmitgt knowledge. As it puts the active participant’s
cognition, focus, and style in the center of theative process, it opens up for the thought ofreatton,
making the individual thoughts and reflections impnt. As the Lego example is not exclusive, on a

general level, it relates to the active creationdlyh materials where the bodily focus becomeg clea

Highlighting the aspect of consciousness as iteslt the project, the actual Lego bricks stand as
an example of how the connection to our outer wamddks. While Foros and Vetlesen discuss the gbilit
to create connections by displaying everyday fifa iarger context, several theorists emphasize the
benefit of involvement of the art field in this rteat thus demonstrating how the relationship betwaet
social, and societal matters is evident. Frencphilbsopher and curator, Nicolas Bourriaud, arsd hi
subject peer, philosopher Jacques Ranciéere, ateakeoices in the context of the applied artsdlation
to societal preferences. Their perspectives camplamnent the understanding of how the individual and
the environment he or she is a part of relatesith @ther in terms of consciousness, and thus peopbe
Collectivity Project’s meaning in a larger contexte we producers or consumers of our own
environment? How do we relate to our own surrougsi
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Creating connections: Inter-relational space

Ranciére states, “Art no longer wants to resporttieexcess of commodities and signs, but to adack
connections” (Ranciére, 2004, p. 90). Bourriaud msethis is where art becomes political, (Bourriaud,
2006, p. 21), and emphasizes that the way we livdives today has changed tremendously in the last
decades. Modern urbanization has developed a ampidbverwhelming expansion of social and human
conjunction and individual mobility, the generalehanization of social relations has gradually reduc
the inter-human and relational room. Machines ardhanical processes now do the work that previously
offered humans the opportunity for the exchangeeds. Even face-to-face meetings between people—
real relations—are being objectified, Bourriaudssé3006, p. 21, 10). The imbalance seems to topoh u
the theme of proximity—to ourselves, the relatiorthers, and to our material environment (Boudjau
2006: 10). Represented as a reification or commolditman relations become part of market-driven
processes. Bourriaud compares the current societganization around efficiency and expansion \&ith
freeway; it allows us to travel faster, in a modeguate or sufficient way, so we can reach our geah
quicker. Still, he emphasizes that this freeway enofliving also has the adverse ability to conwaerd
transform its users into nothing more than meresaorers of time, space, and material (Bourriaud 2006
p. 9). His proposition seems to fit the templatespnted by Vetlesen and elaborated through research
ascertaining the inverse proportion of the cohezdretween happiness and prosperity/wealth (Vetlesen
2012). Vetlesen states that the ability to reflgmdn single matters in a non-abstract way, conmgcti
thoughts and actions, disappears in this racehfonéxt assignment or goal, making people solely
consumers of society’s practice (Vetlesen, 2018)il&ly, art historian Tanya Harrod calls attemtim

the fact that today, a considerable majority ofstoners, in proportion to producers, point toward a
troubling future, variously concerning the economryyironmental issues, and the general developofent
society (Harrod 2004, p.40ff).

It is in this matter that Bourriaud implies the dder other forms of social relations, which are no
longer presented asified or as a commodity. As philosopher and sociolagygimunt Bauman points to
the critical importance of our basic ability to émotionally affected by what is being done to othang
creatures and surroundings (Foros & Veltesen, 201243; Bauman, 1993, p. 2471ff), what comes within
sight is a gap between the modern world and thelpdiwing in it. With the increasingly prevalent
environmental, economic, and social challengesiirsociety today, the question of affectedness is
noticeable; not grounded exclusively in the matfdveing affected, but this affectedness in coriordb
being able to trigger and instigate reflection eaide consciousness and engagement. This canrfurthe
stimulate the active individual participant, andate motion toward a society of both individual and

shared consciousness and development. By demangthatw being close to the material of action can
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develop thoughts on sustainability and encourafjeegaclosely connected to an innovative way of
thinking, The Collectivity Project is “playing outhese issues.

Lego bricks are a product of design, and in thégaefield, making long lasting environmentally
friendly products is considered a standard (Guidnoestue, 2011). Indeed, the goal of producingylon
lasting products is as much a question of the atfiorebetween the product and the consumer as it is
about the actual material quality. Cultural thetsriSelia Lury and Scott Lash, describe this through
branding what they see as a virtual reality (Lury & LagB807). We become emotionally attached to a
product and give it a personal value through otiviz and experience with it. Lury and Lash mainta
that this creates a feeling of closeness and owigets the actual object of use, which in the lueste
scenario will affect the product’s lifetime in agitive way (Gulden & Moestue, 2011). Lego brickséda
successful history in the toy design field, as theystill being passed down through generationsnE
though the styles have changed, the bricks atessth as valuable. Through memory and alternative
ways of building, the users have become attachéteta. Their open-endedness makes them timeless and
defines a quality in terms of duration, which cesaan emotional attachment that prevents the treens
throwing them in the garbage. This long lastingldbrough which the design field frequently opesat
and that Lego explicitly exemplifies, demonstrdtest emotional connections to our surroundings make
us aware of the necessity to engage in and takeofdhese things: We dwell on them (Sennett, 2p09,
24). This leads to a potential contradiction, ireglby Bourriaud, to the discussion of the unconscand
volatile relationship between man, material, andrenment. With this insight, the Lego design
branding—in spite of the fact that it is a paredfeld related to production, sales, marketingl an
commodity, all of which Bourriaud mentions as chaties—can actually stand as an example of a way to
think and act in the process of societal developrard innovative terms. The brick building is not
merely a process toward finishing a work of aradantasy building at Tullinlgkka. The dwelling,
development, awareness, and ownership that thistggenerates are just as important as the actual
result of the process. For the successful finigiteduct to be carried out into real life—fantasy,
creativity, and dwelling need to come first—justSxhiller and Gadamer propose, and as Lerdahkstate
this is essential to making innovative activity gibte.

In this way, the phenomenon of branding can dematesthe effect that a material or an object
can have on us, and The Collectivity Project’s Liegcks have the ability to show this connection
between material, body, and awareness. Nonethglesmto the context of The Collectivity Project,
branding must be seen in a broader context. Statimgessage with the help of Lego, the art prajsets
material or objects with which people have a pesitonnection, and creates connections based on, or

through this connection. It truly demonstratesgbtential that resides within the close contact and
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interaction between body and material, as the ostmgiis not just linked to the actual object, lwuthe
subject matteof the process — the bonding turns co-creatiamdotparticipation. This is where societal
matters become actual, and in this case, at Takkd in particular. Since Lego bricks and the dct o
playing are connected to thinking forward througiativity—both according to Cain’s introvert creati
human being and between the introvert and societytes is the meaning of The Collectivity Project.
Although this type of branding does not signifyatitude of attempting to affect someone in a derta
way, it has the ability to represent a processdaseemotions and attitudes toward our surroundings
This, in turn, makes us aware and co-responsible,ta make choices because we are an active foart o
these processes, thus making us see that thesspesdndeed affect us. Because the activity and th
reflections raised are immediate, direct, proximatel concrete, even when sitting alone in theqdile
Lego bricks, we are patrticipating in a potentiatelepment that is just as important for innovatasthe
macro-mechanisms in society. This is where Boudfigwelational aesthetics in the arts and the lingnd
thoughts from the design field join together insgitibiosis” of awareness between man and his
surroundings; to brand something is to put our noerk, which is, in a wide context, exactly what i
being done using white Lego bricks at Tullinlgkka.

Moving towards the end

As is clear through the above discussion, The Cili¢y Project touches upon time, space and melteri
all components that Bourriaud saw distorted in eation to consumerist distancing, lacking conscious
cognition (Bourriaud, 2006, p. 9f). But insteachodrely being users and/or consumers of time, sgexck,
material, we believe that the participants of Thodé2tivity Project are given the possibility ofdmming
practitioners, producers, and co-creators. Fromphrspective, the gap between the individual micro
perspective and the urban development’s macro-@ergp can be shortened. It emphasizes the core of
this discussion; how social art projects basedastigipation and direct contact with the materialn

engender societal consciousness and material tieflec

With these processes, a democratic thought formsarthe project, and the title of the project
becomes clear in its intention, collectivity. A$feiient individuals form their pieces of work thgiu
stacking, they are simultaneously participating iwhole, which can depict the different thoughtd an
wishes of the city’s active population for the ar€lae people, who are actually going to use theréut
facilities of the area, get an opportunity to hav&y in how it is going to look and how it is gpto be
used. Furthermore, when or if this is further inmpémted into reality, the participants will have #im@lity
to interfere more consciously, and to be more awbhmit the situation—not as consumers, but as

individual co-producers of a collective practickislis where art can show its extended potential, a
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signifies its values as connected to the innovatoaety: to visualize society, to raise debataliaddogue
subjects, and to establish the link between whahiswhat can be. The relational, participatorg an
political implications are contributing to a placemt of art in context, and development through dny—
people’s interactive fantasies and ideas of a nmusaade real in an empty museum ground. With a look
back on the concept of innovation, as presentdgirtkyLerdahl, although this is from a different
perspective than the typical habitual innovativieakimg, we can clearly see the applied aspect, the

creation of values, and a process that answerséat@n need or problem in The Collectivity Projec

This article suggests the potential of art andgiesihen put into a context, the creative process as
a tool, or way of working toward development, ane treation of innovative thinking or values. Ie th
following, we summarize the main suggested emphdsesCollectivity Project connects art and play,
which makes the brick building no longer a solelgividual process. Through the white color of the
bricks and the location of the workshop in a comrspace, Lego changes from a toy meant for the
private sphere and the Lego brand’s intentionaitipe, into a more general, artistic material iafato
society. In this transformation, a different cuitpsirises—one of whaithersare building. It is in this
symbiosis of art and play that the potential foralepment becomes clear—through active, visual,
cognitive, and contextual work.

Innovation and societal development is importacgse it relates directly to the consumers of
society and their needs. When thinking in innowvaterms, it is important that we keep these conssime
in mind, and take them with us along the way. Weehdebated that social development and innovative
thinking can be based on certain values, whictedfffom the common perception of these aspects —
development can be based on a practice of conmedivity. Connected to the natural affectednbat t
art engenders; affectedness revolves around ackdging the consequences of our actions, and that
these are dependent on how close we are to thal actlisequence. Closeness engenders responsibility
and critical approaches, which are exactly why peiose to what we produce, consume, and surround
ourselves with is essential. It represents a nbaumch logical way to think ahead, and can thus gsepman
important aspect in the forming of values connetbetbnscious development and innovative thinking
relating to different issues. Through their thesrigchiller and Gadamer reject the genius approach
toward the creation of something new, and instedidar attention to simple ways of thinking sotuts
and development (Gauntlett 2011, p. 74). Becausewrelling, development, awareness, and ownership
that this activity generates can be just as impbda the actual result of the process, there eaanb
opening for art projects such as The Collectivityj€ct to be considered meaningful in a societatext.
Highlighting a possible approach to developing peses from a material perspective, the single qdayi

body is set in relationship to bigger processes.
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This bodily interaction with the material is notid®e. It becomes a meeting point between the
individual and his or her surroundings. Becauseghiand materials are solid and lasting, we caril dwwe
them in a way that we cannot do with a flowing Wibdadiscussion (Sennett, 2009, p. 24). Here, wé fi
an advantage in the connection between man andialase extended possibility for cognitive
development. This has a resemblance to the theamigtay, where the exploration of a material geob
is a means toward understanding and developing,idiir seeing possibilities and limitations. Together
these implications show us thitatngs materials,or surroundingsare essential to how our body thinks
and makes progress—the body and its surroundingriabare interdependent. In terms of showing how
it can reflect material approaches toward how ahdresinnovation can start, and what it can be, it

collectively creates a springboard for the applarts.

The Collectivity Project thus demonstrates thatsaniot closed off from our daily life, and is not
merely an object of study, something to look afelyastored inside museums and galleries (Dewey,
1934). Art is sensuous and the recipient contribtdehis process. Placed into a theoretical or
philosophical context, with the potential of Legtcks for activity and play, The Collectivity Praje
could be said to represent what professor in pegladorunn Spord Borgen calspost war pedagogy
(Spord Borgen, 1995). This among other things iegpfilaying your way toward results, as the building
activity relates both to the imaginary and the.réhk art project depicts the arts as an open, fiethdre
creative experimenting can generate ripple effecteference to a connection between aesthetiegses
on the one hand, and the ability of art to havedcesal responsibility and create room for discoisgind
political conditions on the other. By understandimgand design as experiences, as consciousmelsas a
participation, rather than just as artifacts, we a@eoid giving defining characteristics of art teatlude
potential artworks from being fulfilled as just th&his makes it possible for art projects suchifaes
Collectivity Project to be seen as a part not afilgociety’'s cultural aspects, but also as a fatso
developing processes in other fields. This is wineng perspectives on the creation of consciousbkoci

development and innovative values can start.
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